Edoardo Tresoldi

There’s some kind of reverence towards his
artworks, a missed breath that causes an
elevation of thought. When it comes to Edoardo
Tresoldi, art has to be lived with the same
wonder of the ineffable, because his philosophy
gives back to the holiness that meaning of
beauty preservation. Tresoldi creates in places
that belong to everyone, in order to touch the i
ntimacy of the observer and rediscover an
almost lost authenticity of the sensations.
His research is a constant dancing, in which
every note becomes the shape and symbol of
a philosophy that heads towards the infinity of
the senses and emotions. To do so, even before
being an artist, Edoardo has always stayed a man
among men.

INTERVIEW

Giovanni Garofalo
PHOTOGRAPHY

Alessandro Furchino Capria

When I had to tell something, I did it through colour
and the dimension of transparency. Defining a colour
or something extremely full puts in a condition of
saying things that can’t be questioned. I love to speak
about things, because they can be questioned, they
can evolve or become something else. A defined
yellow is too ‘complete’, whereas transparency takes
you to the infinity.

Let’s start with a clear starting point: Rome and your
work as a scenographer, from which you then distanced
yourself to embark on a different path. What happened in
that period of time? What did you learn? What awareness
did you gain?

In Rome, I worked as a scenographer for six years, and that
was my school, my university, the place where I learned all
I put into practice later on: from working in a team to being
able to develop complicated projects. The cinema machine
is a complex one that masterfully succeeds in creating
synergies between people who can accomplish great things.
In my last period as a scenographer, I got to know the artist
Gonzalo Borondo, who has become an ‘art brother’ since
then, we’ve been doing so many things together.
Was there a reason you changed paths?

Actually, no. I think it mostly happened by chance. I chose
scenography in consequence of what I had been doing until
then. At 9, I had already started painting. I assisted a painter, who taught me academic drawing, getting an early training. In high school, I studied design. By then, my preparation was leading me towards that environment. Later on,
when a film was being made in my hometown, I managed to
sneak into the world of scenography, trying to carry on my
journey in the art world. I’ve always tried to jump on trains,
without having to focus on something too strictly. I was
lucky enough to meet scenographers who used to work on
authorial films that were very interesting for my formation.
I’ve always felt absolutely free to mess up all I had built to
embark on a different path.

your godfather, then you leave him for another one, and
each one of these artists plays the role of mentor. I think
the moment in which I decided to be an artist was when I
took the decision of making my own way, of doing things
by myself, of directly facing what I had in front of me and
being responsible for what I was creating and proposing.
Your works come from the ability to give a meaning, that
isn’t linked with an empty space but the inclusion of the
surrounding context, to transparency. Clearness is your
colour but, besides that, what’s its meaning?

Over the years, I’ve realized that the big dimension of
transparency is very much linked with my personality. I
have clear ideas when it comes to carrying on journeys, but
at the same time I let myself be influenced by what I bump
into. I have clearly defined ideas, but if I run into an interesting one, I can definitely change my opinions. It can be
seen as weakness, but I think that’s the strength that’s built
all the paths I’ve embarked on. Transparency comes from
the need to not define yourself, the will to adopt more than
one shade, without forgetting your own identity. More than
a colour of my artworks, transparency is a hue of my being.
When you create, how do you interact with the context?
What are your first questions?

I always try to not read anything, to not know anything. I
don’t even look up where that place is. I don’t want to have
any kind of reference, so I let myself be surprised by what’s
there, without knowing it beforehand. That’s the key, with
which I try to analyze all the places where I have the chance
to work freely.

What did you get from these journeys?

The awareness of wanting to start walking on my own as
an artist. In the artistic work, you can grow up through
mentors. An artist takes you along the journey as if he were

Do you feel like you have more freedom in an uncontaminated space or an urban one?

I try to put, in my artworks, several elements that
come from the places where those artworks will
be living, trying to capture the sacredness and
romanticism that live in every single element as much
as I can. All of this reconnects with the holiness of
the place.
There are places that don’t need anything else, but some
others make you understand that your work can perfectly
fit in. In the last period, urban art has been seen as the key
to rescue some places, but not all the artworks can be put
everywhere. Obviously, I prefer places where you can find
contaminated elements, because each and every element
has its own personality and relationship with what surrounds it. What I try to do is to surprise myself and understand what I’d like to see in that place. I try to understand
how the element I’m going to put in that place can relate to
what’s already there. I prefer to see contaminated places,
and it’s the same with people. Between a place populated
by the local natives or a place with a population made of
a melting pot, I can’t find any differences, because every
single thing has its own character and relates to the world
in a different way.

build, with the desired effect, artworks that would communicate the surrounding context. Wire mesh has even
allowed me to tell fantastic things. My journey has been
strictly linked with that material, as wire mesh has been the
only material allowing me to tell what I had to tell. For sure,
things will evolve, and I will go from wire mesh to another
material…that’s what will happen. Iron, wood and marble
are entities and means that are full of significance on their
own. For me, the strength of wire mesh consists of allowing
me to tell what doesn’t exist. I want to say it’s not just about
changing material. More than other materials, I’ll focus on
other entities, in order to allow them to tell what I have to
tell.

Besides this harmony, that comes from a game between

Since I started doing architectures, I’ve always tried to
make shapes without having to use heavy structures, because those elements would have broken the magic of the
sculptures’ expressive power. I think that, in my works, the
physical fragility of the sculptures, that get their strength
from that uncertain nature, has a strong value. With
sculptures, you work on the shape and expressiveness of
the matter. When I decide that my material is the tension that can be found in the fragility of things, one of the
fundamental elements isn’t to build big structures, but to
be able to make these sculptures convey a sense of fragility
or suddenly disappear. When you can create a tension in
front of such things, you can then create a narrative depth.
On the contrary architecture, overall the public one, tries
to create hyper safe dynamics. I think the strength of some
places consists of their dangerousness and precariousness.
When we aren’t in a safe place, we pay more attention and
live what’s in front of us in a more intense way.

opposites, there’s a careful consideration and mature
philosophy.

I’ve always been greatly fascinated by places, elements of
the landscape that I’ve always lived in a very deep way. Perhaps it’s something that belongs to everyone, but we aren’t
used to pay attention to it anymore. We’ve all spent hours
looking out the window, looking at a trellis or an old farmhouse. We look at them, and simply think they’re elements
of the landscape, but what I’m trying to carry on is linked
with the rediscovery and understanding of the sacred magical side of what we bump into. Being able to rediscover that
sensation of the unknown, of something that goes beyond
takes you to a magical, but overall sacral, dimension: my
work focuses on the rediscovery of that sacred dimension.
We live in a historical period in which we easily have access
to anything and everything. We can discover the world
from above, but I think it’s nice to discover the power of a
place just standing in front of it.

How do transparency and corporality communicate in
your artworks?

What definition do you give to the concepts of ‘evolution’
and ‘transformation’?

When did you realize that wire mesh was the most suitable material to give shape to your art?

I spent the last five years working with wire mesh. It’s a material I chose by intuition, and kept on using for a long time.
Wire mesh has allowed me to discover many things and

By saying ‘transparency’, I mean a particular kind of evolution. It’s necessary that a place transforms itself, because
it has to evolve and have the ability to elaborate contemporary meanings. When you’re able to insert different
elements, there can be an evolution: although its identity

stays the same, there are new elements that can make possible the wonderful magic of something changing. We have
to create cultural breaks, but very often there are elements
that gain entry into a context and create traumas, without influencing the audience. On the contrary, I think it’s
right to build cultural and artistic bridges that take people
towards an evolution. It’s important for us all to go on a
transformation journey. I don’t think art has to have duties,
but we have to be able to educate people about evolution.
Otherwise, we risk to remain attached to situations that
will leave us in a state of ignorance, and we’ll just end up
with people that don’t accept the change or evolution of the
values and generations. New generations propose things
that can’t be understood by older generations, because
they belong to a different world, so we should build cultural
bridges through art to open everyone to new ideas.
In your works, the artistic contamination is clear: music
and poetry mix with your art through a new language.
How did you succeed in taking your architectural works
to these different worlds and making them communicate
with each other?

I’ve always tried to oscillate between different fields. I support the idea of a ‘plural’ artist, an artist who can express
themselves through many different forms. I’m fascinated
by other kinds of expression. I’ve always found the idea
of snubbing something just because it isn’t a part of your
journey wrong. I’d like to be able to imagine shows and
architecture and to not set limits on how to express them.
I always try to study what other artists do and contaminate
my work with theirs. Besides the artists, it’s interesting to
have access to different audiences. I want my artworks to
be told, without being in the centre of attention.
Is there an artwork that has marked the before and after
of the Tresoldi we all know today?

Each one of my artworks has been a part of my journey.
These artworks weren’t planned, step after step I’ve
become aware and carried on journeys. I don’t feel like
preferring an artwork over another one, because I don’t
want to ‘hurt’ my own works. The most important project I’ve worked on was the one in collaboration with the
Paleo-Christian Basilica of Siponto. Besides the success I’ve
gained with that project, I think it has projected me into
a bigger dimension. It’s been an important project for my
growth. The dynamics for its realization were completely
different. All these broad circumstances have given my
work and research a very strong mark. At the very same
time, it’s the artwork that has succeeded in questioning all
I had created before. I define these artworks as ‘necessary
human-technical-artistic challenges’. It’s important that
whoever is in front of my work, regardless of their preparation, can interface and establish a relationship with it.
My artworks live in contexts that are different from those
of the art world, but in those places I’ve grown my art and
succeeded in generating an expression that’s purer and
accessible to anyone.

Aren’t you afraid that the value of an artwork that gave
you notoriety overshadows your future works?

Besides celebration or notoriety, I do this because I need to
materialize thoughts and imaginary things. Siponto is a big
artwork, but I now see it as exceeded. The artist is a living
organism, that evolves, absorbs and generates things. It’s
an ongoing journey and it never has the same strength or
shades: the more I go on, the more I relate to this creative
nature of mine and I realize things come from simplicity.
The society is used to imagine an artist as someone who
produces for the audience, but it’s not always like that.
There might be more popular artworks, but my need isn’t
to create stronger or more popular works, but artworks
that are more honest and suitable to what I want to tell. I
want to have the chance to create freely, rather than doing
it for popularity.
Do you think your artworks can give anything to the art
world? What do you think you’ll leave behind?

I don’t know how to answer this. In my opinion, an artist
has to have the ability to be influent, that has nothing to do
with the social networks-related definition. Let’s be clear,
artists don’t have to be influencers, but if their research
path is strong and interesting, they will leave a mark in
the art world, being of inspiration for other artists. My
reference artists are: Klimt, Mondrian, Renaissance artists
and Picasso. They’re great, because in their contemporaneity they had the ability to create a research vision linked
with shape and they succeeded in being influent in other
contexts, such as fashion, graphic design and architecture.
For me, that’s the meaning of leaving something behind.
I hope my research and its result will be influent in many
different fields. I think you’re influent when you involve
other artistic generations too. It all gets very fascinating
when you’re able to replicate yourself through new generations and kinds of research. That’s the reason why I give
lots of importance to the dialogue with students. For me,
speaking with them is fundamental to build an evolution of
the thought.
What do you think you should suggest someone who’s
about to take an artistic path like yours?

I think one of the fundamental things is to cultivate yourself as a person and to not snub anything, following your
instincts. There are many people who can teach us many
things and dynamics that can take your research journey
to a misleading path. The most beautiful thing anyone can
do is to understand what’s their expressive nature and
how to develop it in their own contemporaneity. Then, you
have goals linked with distinction, but if you’re an artist,
you don’t feel a need for glory. That doesn’t have to be the
element fueling the strength of the artistic research. An artwork is powerful when it’s true and pure.

