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Paolo Gioli was born 1n Sarzano (Rovigo) on 12 October
1942. In 1960, Gioli settled for a few years 1n Venice, where
he attended the Scuola Libera del Nudo, part of the Academy
of Fine Arts. In 1967, he travelled to New York, where he re-
mained one year. He received a study grant from the John
Cabot Foundation of Boston and met with art dealers LLeo Cas-
telli and Martha Jackson. In America, he also discovered the
“New American Cinema.” In 1968, he returned to Italy upon
the expiration of his visa (which was not renewed due to the
US Immigration Oftice’s stricter regulations following the as-
sassinations of Martin Luther King Jr. and Bob Kennedy).

In 1970, he moved to Rome, where he got in touch with Co-
operativa Cinema Indipendente. 1t was between Rome and
Rovigo that he produced his first films, which he developed
himself, using a camera as his laboratory, following in the
footsteps of the Lumicres. In 1976, he moved to Milan, where,
in addition to making films, he also deepened his interest for
photography. Notably, Gioli found the Polaroid to be a sur-
prisingly flexible means with which he could carry out his
photography research. Moreover, by transferring the material
onto support mediums other than film, such as onto paper or
canvas, Giol1 elevated the Polaroid to the level of the fine arts.

At the beginning of the 1980s, Giol1 began to get significant
recognition for his activities in photography: with a solo show
at the Istituto Nazionale per la Grafica di Roma (1981), at the
Centre Pompidou 1n Paris (1983), at the Rencontres Interna-
tionales de la Photographie in Arles — a city where he was in-
vited to exhibit several times, including a solo exhibition at
Arles’ Réattu Museum (1987). His work was featured on the
cover of the Association of International Photography Art
Dealers’ (AIPAD) fair’s catalogue. In 2006, Rarovideo pub-
lished a two-set DVD with a selection of fourteen of his films.
That same year, Giol1’s films were showcased for the first time
in Views from the Avant-Garde, the New York Film Festival’s
specialized program for experimental film, where Giol1 would
consistently present his work in subsequent years.
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December 2009, the Centro Sperimentale di Cinematografia
(CSC) 1n Rome published a monograph on his work as a film-
maker. In the summer of 2014, the American art magazine
Artforum featured a major article on him.

In 2015, a second DVD was released with his complete
works, again, published by Rarovideo with two editions: one
for the European market and another for the American one.
That same year, Gioli participated in the 56" International Art
Exhibition of the Venice Biennale, where he presented a selec-
tion of his works at the Italian Pavilion. After a series of solo
exhibitions at various museums and art galleries, in 2020, a
team of professors from the Sorbonne III headed by Phlippe
Dubois and Antonio Somaini published a volume 1n French on
Gioli’s complete works entitled, Paolo Gioli. Impressions
sauvages, edited by Les Presses du Réel. Gioli’s films are dis-
tributed by Centro Sperimentale di Cinematografia in Rome
and by LightCone 1n Paris. For his artworks, Giol1 1s repre-
sented by Galleria del Cembalo in Rome. Gioli currently lives
and works in Lendinara (www. paologioli.it).
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This is the second exhibition of Paolo Gioli
in China after the successful show orga-
nized by offiCina Beijing in its art space at
the 798 Art Factory in 2007.

“Paolo Gioli: Anthological/Analogue” is sup-
ported by the Italian Council (8th Edition,
2020) program to promote Italian contem-
porary art in the world by the Director-
ate-General for Contemporary Creativity of
the Italian Ministry of Culture. This solo ex-
hibition is about films and photographic
works made during the last five decades
(1969-2019). It was inaugurated in ltaly this
spring and now arrives at the Three Shad-
ows Photography Art Center (June 26 -
August 29, 2021).
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Paolo Gioli 1s an intermedia experimental artist who combines a careful re-
search towards the device - pictorial, filmic and photographic - with the
ability to explore the visual language 1n all its forms. Anthological / ana-
logue suggests a linear itinerary through over a hundred films, photo-
graphic 1mages (such as polaroid and photo-finish) and graphic works cre-
ated during fifty years. If the title "anthological" refers to the retrospective
attitude of the exhibition, "analogue" instead alludes to the ontological
status of the 1mage (as opposed to "digital").

His aesthetic 1s connected to the origin of the works of the XIX century’s
pironeers when photography was still developing and the cinema was yet to
be invented. A very early stage, therefore, where the artist 1s able to facili-
tate a dialogue between fixed and moving image with surprising and stim-
ulating results. The show 1s divided in four sections, Nature Body Face
Medium, that mirrors the themes on which the artist has been experiment-
ed for many years. These sections, however, cannot be independently sep-
arated fields but subjects intertwined each other.

BHEARFXMAIHINEFHEE (2020F) X
Made Possible Thanks To The Support Of Italian Council

NATURE
BODY
FACE
MEDIUM



777:@5?6——%) FRHY
TR 7B BRI K
_El_ <¢LX’%ED+T5<E7E
T\ FERRENISE) , 2K
=IMBEA (FEZE®
NPT 251 TBY)n
A7CTROEIR”) o B Y,
MEEEREATER
HTENS, o, 8K
EFRERE LY, MIE

R EBVETFLNER =
EﬁfﬁuoiJﬁTEﬁi
STENEIFS/RE
ZN= 1 NG
ARV R
Y E%KEE/]/ Q\ir&ﬂ
Gt 4k, R VBE=HY

E?lj ﬁﬁ%@ T _
7L B (HinEs M’ I ‘l RE
F BRI ESRY) 1

In order to not confound the or-
ganic status of the subject, Gioli
represents the Nature (mainly,
flowers and leaves’ series: botan-
ic specimen and Lastre) using
the most analogical and direct
device (the contact printing).
Sometimes, he even impresses
the plate with the moonlight, as it
IS evident by looking at the pin-
hole moon work on aluminum, the
first time in show in China.
Stripped of its technological
nature, the image gains a natural,
clear and innate, without contami-
nation, without filters technology.
There is no fixed preparation for
the light, since the bright element
Is already included a priori in the
pinhole image (as in the film
Natura obscura).
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Gioli's bodies are modern but
they retrace ancient, codified
poses. Derived from an iconogra-
phy of a sacred nature, they are
suffering profane bodies: Corpi
di Sebastiano (large polaroids).
Bodies that release their own
light: the torsos of the L series,
where the phosphorescent matter
-on which the image is impressed
and then fixed by contact on Po-
laroid plates- gives the green
color. Bodies transferred onto
drawing paper: Omaggi impuri a
Bayard (large pinhole polaroids),
inspired by the famous image of
the French photographer who
portrayed himself in the pose of a
drowned man following the rude-
ness suffered by the government
that had not recognized him as
the inventor of photography on
paper, celebrating instead Da-
guerre. The self-portrait of Gioli,
drowned in a similar life situation,
IS emblematic, since Polaroid
Corporation opposed the ltalian
artist for a long time. Suspicious
about his ability in using the in-
stant imaging product in a tech-
nique that did not comply with the
instructions of the manual.
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Gioli's faces are “canvased/tex-
tured, crossed, and confined”.
Faces of revived strangers by
manipulating the medium and

creating a new and an unexpect-
ed device. They are faces re-
duced to masks, to simulacra.
Painful, suffering, tortured faces,
caught in their being caged within
a geometry of superimposed sur-
faces dotted with enlightening in-
terferences. Protagonists of con-
tinuous and tantalic Vessazioni
(the title of another series), where
the photographic meets the picto-
rial. "I always begin from the
matter. Within the matter, the
image comes to life, but always
starting from the edges. As in the
daguerreotypes, consumption
fascinates me. It almost creates
an unexpected, extraordinary
frame because matter prevails
there”, said the artist. However, In
many of Gioli's photographs, the
face leads us back to the regime
of ancient icons, in a logic in
which the sacred seems to over-
turn into the profane, the mystical
ecstasy into an erotic pleasure.
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In Gioli's practice, photography
changes into film, film shrinks in
photogram, photogram develops

Jﬂl R G

N into lithograph and silk-screen
= E G R R I Y works in an alchemical sequence
=& ) 5 by accumulation, contact and

transfer producing an original
sense. In fact, the standstill/move-
ment dynamic continuously re-
sults ignored and inverted. There
are films made with photos shot
by the artist or “stolen” (Volto
telato, Filmmarylin), photographic
works highly cinematic overflow-
INg Into painting, lithographs and
elements of silk-screen canvases
obtained with the editing of
frames discarded after the film
montage. This section presents
eight lithographs, the series
Ispezione e tracciamento sul ret-
tangolo (Inspection and tracing
on the rectangle). Another portfo-
lio of lithographs, Immagini distur-
bate da un intenso parassita (Im-
ages disturbed by an intense par-
asite) is connected to the related
film included here. We can easily
track down the same fragmented
vision of a conflict between the
filmic image and the image taken
from the TV screen (that means
the intense parasite of the title).
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Photographs obtained from a
collection of anonymous portraits
on plate from the last century.
The work develops a research al-
ready started in 1994 with the
series Sconosciuti and contin-
ued in 2009 with the film Volto
sorpreso al buio: 'In the first
work | transfigured the faces
making them emerging from the
original images’ direction, lighting
up the plates with a grazing light
that highlighted the retouching of
photographs. Made in stop
motion, the images livened up
merging into a single floating face.
In this latter series, the portraits
are split making a dialogue with
their own matrices. "

[Paolo Gioli, 2015].

"With the photo-finish, as | recon-
ceived and transformed it since
1972, what happens is a decon-
struction, a re-composition and

other phenomena that recall some
peculiar computerized graphic
elaborations. It is about the cre-
ation and conception of multiple
movements in real time of the
camera, the film and the shot
subject as movements are slow
down, or accelerated, even parox-
ysmal, and sudden stops. The
face is "forced" to pass through
different signs, its identity is
turned inside out and flaked
through the thin thickness of the
interposed fragment, and turns to
unexpected plastic achievements,
caused by progressive move-
ments, actions and distortions,
and as if it is struck by an upset
memory put in the machine.’
[Paolo Gioli, 2001].
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The Medium in Gioli becomes a
meeting point (and a destination
point) between engraving, pho-
tography, painting, graphics and
moving images. He swings be-
tween the total lack of layout
through a visual flow without inter-
ruptions and the refined jubilation
of a designed layout, where
faces, bodies, margins, breaks,
retouching, chromatic interven-
tions, interferences give life to a
continuous montage inside the
Image. In the artist's practice, the
medium Is also synonymous with
homage to the past and its pio-
neers. Marey, Muybridge, Cam-
eron, Eakins, Niepce, Talbot
and Bayard are cited and re-
thought inside his polaroids and
films for their constant research in
transforming the image and its
moving element. In these cases,
the technological equipment be-
comes the fulcrum of representa-
tion where, this latter, evolves
even more Into a meta-represen-
tation, a reason for a sharp and
profound consideration about the
technological proceedings of art
or about the artistic proceedings
of technology.
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Natura obscura | Dark Nature |

2013,8’10”
16mm, sil., col.

With a 45 pinholes distributed along a 50 cm long
hollow tube, I made this film. The purpose was to
shoot the seasons, but the air and the wind blow-
ing nature around, made that impossible. I always
shot in the crepuscular half-light of dawn and
dusk, since there was too much light during the
day. Flowers, poppies and vegetation not com-
pletely open at first, and then at rest afterwards,
like brumal places.

Natur | Nature |

2017,12°
16mm, sil., b&w

A film (derived) from a filmic reading of two
books of plates drawn by Haeckel, shot one
frame at time. A film frame is a photograph. And
there are multiple frames it becomes a sequence,
and so you change from a photographer into a
film-maker in the attempt to animate what pres-
ents itself as very difficult to animate. There is no
sequence to guide you, and so you construct
everything taking as a point of departure inani-
mate figures, images scattered throughout the
book that must be sutured together for the slight-
est persistence of vision. I wanted to construct
alien figures on unmoving nature where, howev-
er, everything happens in an arabesque, geometri-
cal, cinematic permutation. Film frames used as
musical notes in a silent film.

HAEAFIABALLFTEE (20205F) X
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5. 25715k I8 . Shirmer 2K &35, 19924F

Secondo 1l mio occhio di vetro
| According to my glass eye |

1971, 10°09”
16mm, sound], b&w

The semi-scientific character of this work is in
some degree due to the stereo-stroboscopic visual
mechanism employed in its making. The careful
and paradoxical loading up of profiles alternating
between negative and positive is aligned along
the axis of a soundtrack of super-synchronized
percussions, giving rise to a complexity, which
can be deciphered only by an attentiveness of the
degree required for a visual psychological test.

Filmarilyn

1992, 11°12”
16mm, sil., b&w

This short film, it seems to me to exist, finally, as
I had found it somewhere completely forgotten,
as if it had been some unsuccessful pre-cinematic
experiment. All animations were constructed
from photographs from a huge book!. Finally,
she dies and is found, in a simulation; as if I, with
my movie camera, had been the first one to enter
the room where she died.

"Bert Stern’s Marilyn Monroe The Complete Last Sitting.
2571 Photographs. Schirmer Art Books, 1992

HAEAFMABALLFEE (20205F) X
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Volto telato
 Face: Canvas: Texture |

2002,2°52”
video, sound, b&w

This digital video arose from the idea of trying to
transfer to film all the photographic images I had
created with the so-called “photo-finish” tech-
nique. While in the process of completing it, I
used single frame digital animation to shoot the
faces and their sudden transformations when
subjected to the photo-finish technique, transfer-
ring them, and then imparting motion to them in
a single animated sequence on the computer. This
agitation, torn from photographic fixity (is)
subjected, in turn, to distortion by its intersection
with objects textured-mapped with those same
faces. The passage from motionless quiet parox-
ysmal interference; the animating startle of
Bach’s cello.

QQuando l'occhio trema

' When the eye quakes |

1991, 12°48”
16mm, sil., b&w

It all started with the notorious Bufiuelian sliced
eyeball, that surprises us every time. The eye of
an ox, but still it’s the eye of a woman! The anxi-
ety of the incision is transformed into a saccadic,
uncontrolled anxiety precisely of the eye and of
its pupil. When subjected to the stroboscopic
rhythms of single frame animation —as in some
archaic pre-animation- one’s gaze at it is thrown
off, going in search of a little dramatic action here
and there in the face, through the quick cinematic
nonsense of saucers and sclera. The eye of an ox,
which degenerates in Buiiuel’s incision, is my
own quaking ox eye.

HAEAFMABALLFEE (20205F) X
Made Possible Thanks To The Support Of Italian Council



Ay R 2T il
IR

19704, 37'52"
16K, A, A

IXHBR e LR 1 — & HALHLAY R
T, BONIES O 1k FRAEAI = (5 | 52 hR
W i B 2 55 Bl R R B o BR A B
b R BRI S5 R AL BE
Bow MR, B K
HATT AL B H AR ST A8 IX BS54 1 YR
FIBSG T R B G a8l dh, JE %S, B
PRI T B bt 4, e RIE ORI {E 1%
RGBS, H LR T EZH
E%)Z.

Immagini disturbate da un
Intenso parassita
' Images disturbed by an

acute parasite |

1970, 37°52”
16mm, sound, b&w

Completely shot of a TV set, is by far the most
complex and labor-intensive work I have com-
pleted on video images. Its divisions are marked
by poetic titles and by structural-visual allocu-
tions; it has for protagonists, the geometric givens
furnished directly by the square and by other
plastic forms deriving from the square. The
by-products of the images are formed inside and
along the edges of these bodies, formed and
transformed by successive direct interventions on
the glassy video screen, which is used as a light
table, where more layers of images are formed.

HAEAFMABALFEE (20205F) Xk
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I volu dell’anonimo

| Faces by an unknown person |

2009, 10°30”
16mm, sil., b&w

Faces and figures found on reels of film made by
an unknown artist from the first few years of the
20th century. I fed the images through what was
probably his own movie camera that 1 had
purchased in Rome in 1972. The frames appeared
vertically and horizontally, individually and in
short sequences and so I allowed them to become
superimposed [by rephotographing them in
several passes] and dissolves were created natu-
rally by the shutter of the old movie camera due
to the speed of manual rephotographing, by
improvised slowing down or stopping of the
camera. To summarize, a movie camera and its
viscera through its own gate, creating the anima-
tion of an unknown experimental artist.

Filmfinish

1986-1989, 12°27”
16mm, sil., b&w

This film was constructed using the so-called
“photo-finish” technique employed in sporting
events. The same principle was applied, precise-
ly, to the motion picture camera. The subjects are
explored and self-explored using a thin slit
arranged horizontally halfway along the aperture
plate as they enter the motion picture camera
itself. The images then are formed as extremely
dense series of lines as in a primitive video
screen, such as the Nipkow. The cinematic
rhythms of the film vary with the accelerations
and decelerations imposed beyond the synchro-
nism between movie camera and subject: with
motion from top to bottom, or else with the movie
camera lying sideways (in that case the line is
vertical) then, from left to right and vice versa. Of
course, without a shutter or claw [in the camera].
This filmic technique is well known in the scien-
tific cinematography, and its very combination
that I most urgently desired to encompass in my
graphic compositional concerns.

HAEAFMABALFEE (20205F) Xk
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I ’assassino nudo >

'The Naked Killer |

1984, 42°20”
16mm, sil., b&w

It is known that Muybridge was at the same time
a great photographer and a killer, executioner of
his wife’s lover and that into his own station
physiologique (just using Marey’s name for his
working laboratory), it seems, not a single black
man ever entered. Female servants, the unem-
ployed, artists’ models supplied by the State,
musclemen, the infirm and prostitutes were all
undressed there. They all run, people as well as
animals under the sun of Palo Alto. In this P. T.
Barnum style atmosphere, a melancholy Noah’s
Ark, Muybridge himself would appear as a labor-
er nude. In the film, I was not much concerned
with the study of movement (it seemed a bit
predictable) but with an aspect of my own cine-
matic-existential curiosity: that such a place
could have existed; the entirety of it, I rephoto-
graphed from the typographic ink of three books.?
I tried precisely to reanimate the typographic ink
of images in motion ... but instead I fixed them.
So, it’s a film derived from typographic ink.
Incredible, Niepce was right. While editing the
film, I discovered something I could never have
noticed while leafing through the page of the
three books, that is, an unintentional anticipation
of a film editing by Muybridge. Actually, his
camera resemble for perfect extracts from strik-
ingly contemporary television newscasts: live
editing before cinema even existed. Many schol-
ars have no doubt gone into all of this, but to me
it seemed magical to see the same thing (with a
great deal of effort), which had been compiled by
all Muybridge’s photographic cameras, appear in
a single movie camera, my own! This is, the, a
book film, to be leafed through.

2Film taken from the three books Complete Human and
Animal Locomotion, Dover Publ. Inc. NY 1979

3 Film excavated from the three volumes of Complete
Human and Animal Locomotion Dover Publications, Inc.
New York, 1979
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Piccolo film decomposto

' Little Decomposed Film |

1986, 18°45”
16mm, sil., b&w

This extremely short film is dedicated to chrono-
photography, which —as is well kwown- is the
prelude to cinema. As with one of my earlier
films dedicated to Muybridge (The Naked Killer,
1982), this one was excavated from books and
catalogues, that is, from typographic ink. In a
sense, | tried to reanimate the inanimable as does
the photographer Duane Michals, having only,
sometimes, three or four frames. I found older
stroboscopic technology as well as more contem-
porary flicker effects to be very helpful here and
there. I attempted to realize cinematic identifica-
tion of Skladanowksy with Avedon; contamina-
tions, precisely, between makers of films and
makers of photography, contemporary or not.
Surprisingly, a contemporary photographer,
Michals, looks like such cinematographic as
Londe, the proto-filmmaker. I hope, at least, to
have told the story of their direct commingling, as
if a single secret author.
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I operatore perforato
' The Perforated Cameraman |

1979, 853>
16mm, sil., b&w

A film derived from a scrap of an old and anony-
mous Pathe film with the well-known center
perforations [of the 9.5mm format]. Constructed
through multiple passes and optical set-ups using
very few images from an anonymous stock shot
to which brief, extraneous fragments have been
added. In the middle of the perforation an
unknown camera operator tries to somehow film
part of a story (of what? of whom?) with some
apparent success. Inexorably, the center perfora-
tion breaks into and disturbs the images of the
camera operator, itself becoming the central
protagonist, to the point, however, of becoming
almost a screen or rather, actually a screen. A film
dedicated to the perforation on fifty centimeters
of film of a camera operator found and then
perforated.
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Opening ceremony schedule of ANTHOLOGICAL/ANALOGUE: Films and
photographic works (1969-2019)

Time: 2021.06.26 4PM

Host: Three Shadows Photography Art Centre curator assistant Ren Baiyu
Guests present:

Mr. Franco Amadei — Director of Italian Cultural Institute in Beijing and
Cultural counsellor of Italian Embassy

Zhiyong — Three Shadows Photography Art Centre CEO

Qi Yan - Three Shadows Photography Art Centre deputy director

Bruno Di Marino, Rosario Scarpato (zoom), curators

Participants: Media, guests, audience

16:00-17: 00 | 1" exhibition hall

16:00 The host will introduce the guest and read the message written by the
artist (around 5min)

Ms. Qiyan will give a speech on behalf of Three Shadows( (around 10min)

The curators will give a brief introduction of the exhibition (around 30min)
Q&A between the curators and media (around 15min)

*please note that the time includes already the translation from Chinese to Italian

17:00 -18:00 | courtyard

Enjoy some free chats and the exhibition (with some drinks and finger food)



