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Touku 3peHus, 2004, nevaTb Ha HaxkgadHom bymare, 66,67 x 100 cm
4 Points of view, 2004, photo on sandpaper, 66,67 x 100 cm



Ha nepBbIn B3rNgn Ha aTnx hoTorpadursax NoYTY HUYEro HeT. TpyaHO MOHSTL, YTO nepen, TO60M: NECTHULIbI,
KOTOPbIE HMKYOA He BeOyT, PEeLETKM, MPUCIOHEHHbIE K HECYLLIECTBYIOLLM CTeHaM, TO S MOTOJSIKK, TO JX
nosbl, Mapsme B abCTPakTHOM MPOCTpaHCcTBe. Mbl BUAMM TOIBKO TO, 4TO BuamM. [lepen Hamn BCTaloT
He CTONIbKO 06pasbl, CTOIBKO BOMPOCHI. HeuwTo, 3acTaBnsiollee BEPHYTLCH K camuM cebe, K OTCYTCTBUIO,
K MyCTOTe, KOTOpasd CYyLLECTBYET B KaKAOM K3 Hac. B ronoBe postcs CnoBa, He JIMLIEHHbIE CMbICa:
OTHY>KAEHME, MOTEPSIHHOCTB. .. HO O2XXE 1M He Bblpa3nTb B MOJTHOM MEpPEe CMbIC BUAMMbIX F1a3y 06pa3os.
3a KaxKyLLEencs 6e3bICKYCHOCTbIO M300PaXKEHNN — NIMHWKM, N3rMBOB, YIIOB — CKPbITa 3aragka. HenTtpanbHble,
HearpecCcuBHbIE LBeTA.

Ha CHUMKax — apxuUTeKTypa: CerogHs OHa UCKIKOUUTENBHO (DOTOrEHNYHA, OHA MPUTAMMBAET B394, OCOOEHHO
KOMAa peyb MOET O BNeYaT/ISioWmMX, YOMBUTENbHBIX CTPOEHUSX, POXOEHHBIX BCTPEYEN TBOPHECKOM MbICN
APXUTEKTOPOB U HOBEMLUMX TEXHOMOMUM. TPUHYM, Kak M BOBLUMHCTBO (DOTOXYLOOXKHNKOB, CHUMAKOLLMX
APXUTEKTYPY B pas3HbiX 4acTsx CBETa, WUrHOPUPYET (yHKLMOHaIbHbIE OCOBEHHOCTU 3HaHuiA: OBbIMHO
XYAOXHVIKI BOCAIPVIHUMAIOT apXUTEKTYPY Kak YACTbIM 06pas, Kak pacckad O MPEKPaCHOM, a HE Kak TBOPEHVe
4YesIOBEYECKMX PYK, MMEIOLLEe onpenenieHHoe npefHasHadeHne. Bnpodem, dotorpadum Agno J104oBrko
TPUH4YM OTHIOOb HE MOXOXM Ha ChEMKM COBPEMEHHOM apXUTEKTYPbI — BeCHNCIEHHbIE hoTorpadun My3ees,
CTaMOHOB, TOPIrOBbIX LIEHTPOB, B KOTOPbIX 3CTETUYECKOE BNeYaT/IeHne OT 34aHNA BbITECHAET YOOBOIbCTBME,
KOTOPOE MpKr3BaHa AapuTb hoTorpadns Kak NCKYCCTBO.

To, yto npemnaraeT AgOo J10OOBUKO TPUHYM, MOXHO HadBaTb «Pa3PEXXEHHON apXUTEKTypon». [1o
CPaBHEHMIO C MPUBbLIYHBIM MPOYTEHNEM apXUTEKTYPHOIO PUCYHKA 3AECh BO3HVKAET CBOErO pOAa BU3yaslbHOe
«KOPOTKOE 3aMblKaHWE», N YeM MEHbLUE B HEM MOBECTBOBATE/IbHOCTU, TEM CUJIbHEE OHO MPUTAMMBaET
3putensd. OuyLleHne Toro, YTo 3gaHns Ha dhoTorpadusax TPUHYM CNOBHO 3aCTblv, OOYCIOBEHO HE TEM,
YTO CO3[aHHbIE M 06pa3sbl FOBOPSAT O MyCTOoTe. W He TeM, 4TO Ha (hoTorpadunsx He HaLWIOCh MecTa O1s Tex,
07191 KOrO CTPOSATCS 30aHUS: 13-3a OTCYTCTBUS JIIOAEN OHU KaXKYTCH OBHaXKEHHBIMW, BOBOWHE JINLLEHHBIMM
dyHKUMOHATBHOCTN. U He TONMbKO, €C/M FoBOpUTL O rpadMyeckoM BredaTNIEHVN, K3-3a OLLYLLIEHVS
NOTEPSIHHOCTW, KOTOPOE CO30a0T abCTPaKTHbIE JIMHWUM, CKOJIBKO K3-3a NeXXallen B OCHOBE TBOpPYeCTBa
TpUH4YM MbICI, €ro NPEACTaBAEHNS O TOM, YTO Takoe 06pas 1 YTO OH O3HaYaeT.

B ogHOM 13 n3gaHHbIX HEAABHO KHUM MEKCUKAHCKUIM XyOOXHVK Jamuan OpTera nuweT: «Ecam B3rigHy b Ha
CTPOEHME MOJIEKYJIbl, CTa3y 3amedaelllb MyCTOTbl MeXXAy atoMamu». Janee OpTera paccyxgaeT: «[lodemy
OHU TaKMe >XXECTKME N KPEMKME, XOTSH MEXOY HUMM CYLLIECTBYIOT MyCTOTbI? [10TOMY YTO aTOMbl MOCTOSAHHO
€O30al0T None HanpshkeHus»*. OpTera — He eOMHCTBEHHbIN COBPEMEHHbIN XYAOMHUK, Pa3MblLUASBLUUIA O
nycToTe. Vloes nycToThl YAMBUTENBHBIM 06pa3oM 00beOUHAET BOCTOHHYIO (OUIOCOMUIO 1 3anafHyro HayKy:
Kak y4aT A3eH, OyaamM3M 1 SMOHCKU CUHTOW3M, C OAHOM CTOPOHbI, Y TEOPUSt OTHOCUTESIbHOCTU SUHLLTENHA,
kBaHTOBasd (hranka n pusrka Pputsod Kanpa («Tao puradnkn»), C opyrom, B NyCTOTE 3a/10KeHa BO3MOXXHOCTb
BCEro.

[MycToTa Kak AMHaMMYecKas MOJSIHOTA, Kak HEYTO, COedMHSIOLLEE camy >XM3Hb. HeuwTo, B 4em mycTtoTta u
MOJIHOTA HEPAa3PbIBHO CBS3aHbl. V1 OOHOBPEMEHHO MyCTOTa Kak BO3MOXXHOCTb YCTaHAB/IMBATL CBA3W — «MOJS
HanpsPKeHVA», O KOTOPbIX paccyxaaeT OpTera, — NopoXaaTe rpaMMaTyKy B3rnsaa v CUHTakcuc obpasa.
VIMEHHO 3TM 1 3aHUMaeTcs Anao J1ogoBrko TpuH4K. Ero o6pasbl 3acTaBnstoT Hac ycTaHaBMBaTb CBA3W,
HaxoOWTb CMENIOCTb Pas3NNynTb HEYTO OOJbllee 3a BUOMMOW rna3y MycToM W 3arafo4yHOV reoMeTpUEN,
NpeoaoeBaTh NepBOHAYasIbHYIO PACTEPAHHOCTL. PoTorpadun TprHYM NOATANKUBAIOTCA HAC CaMMX HaYaTb
MOBECTBOBaHME, KOTOPOro He CO30aeT aBTOP 1 HA KOTOPOE OH eBa HaMeKaeT.

Ycnex He rapaHTMpPOBaH, BO3MOXKHO, Mbl MOYTU HAYEro He CyMEeeM MpOoYeCTb 3a 3TUMKN N300PaXKEHVSMMU,
HO o4YapoBaHune oTorpadun TpUHYM — B BPOLLEHHOM 3PUTENIO BbI30BE. Ero paboTbl CBUMAOETENBCTBYIOT
O TOM, 4TO, paseMBas NOAOOHbIN XyAOXKECTBEHHbBIN A3bIK HA MPOTHKEHUM ABaOUATW LUECTU JIET, a NOTOM
OTKa3aBLUMCb OT HEro BMIOTb A0 HACTYM/IEHNS Spbl LdPOoBOM hoTorpadunm, OH AOCTUN B CBOEM TBOPHYECTBE
onpeneneHHom 3penioctn. Cam (HOTOXYOOXKHNK HE CKPBIBAET, YTO ero NpUBAeKaeT Tema nycToThl: «Mexay



OBYMsi aTOMamMu — NMyCTOTa, CO30al0LLasa BUOMMYIO MOHOTY. Kak y4nT BOCTOYHasA (prnocodust, 4em 6OMbLLYO
MyCTOTY Mbl CO30aEM B CBOEW rofioBe, TeM OOJbLUE Mbl MPUBVKAEMCHA K TOMY, YTO BU3YyaslbHO KaXKETCS
MOJSIHbIM: UBET, (hopMa, PUCYHOK. APXUTEKTYpa — 3TO JIMHWUS, pasdenstollas ABE MyCTOTbl — BHELUHIO U
BHYTPEHHIO. [TyCTOTa 3TUX NPOCTPAHCTBa NO3BOIAET BEPHYTb X K UCTOKaM — K PUCYHKY » . [lpyras TexHuka,
KOTOPYIO MCMOb3YET TPUHYM, — NeYaTb Ha HaXKAaYyHOW Bymare, «npuaaroLLas n300paXkeHo TENECHOCTb U
KOPEHHbIM 06Pa30M MEHSAIOLLLAA NCXOOHBI 3aMbICes aBTopa» .

Ha nocnegHvx Npov3BeOeHnsX MUCTOMCKOrO XyOOXHMKa 3arnedaT/ieHbl 0bpasbl, KOTOpble, Ha MepBbIV
B3r/154, 3aMeTHO OT/INYAIOTCS OT LKA «ApXUTEKTYpa». Pedb naet o cepusax «MapuHbl» U «HaTtopMopTbl».
B «MapuHax» nosBASOTCA KPOXOTHbIE OUIypbl JIIOOEN, Urpalowmx B BOAE, MYNSIOLMX MO LUMPOKOMY
fepery — OOHVMM CIIOBOM, MEPCOHaKM, KOTOPbIE HACENstoT CHATble MNen3axxu. BesdycnoBHO, 3TO AaHb
YBEXKEHUS TRAOVLMOHHOW FONNaHACKOW XNBOMUCU: YeTOBEHECKME (PUMYpPbl KKYyTCSH BECKOHEYHO MasibiMu
MO CPaBHEHWIO C OFPOMHbBIM MPOCTPaHCTBOM, KOTOPOE JII0AM HE MOKOPSIKOT, B KOTOPOM OHU MPOCTO >KMBYT.
[aHb yBaXkeHNs MKOHOrpaduHeckon Tpaguumy, OTAIMYaBLUEN Ha MPOTSHKEHWN CTONETUN €OMHCTBEHHYIO
HaLMOHaubHYIO LLIKOJTY, CMTOCOBHYIO MOCMOPUTL C UTATBSIHCKOWM B BbIPa3UTENbHOCTM 93bIKa 1 COBEPLLUEHCTBE
KOMMO3MUMW. Tpaguumm, NOMTHOCTBIO OTKA3aBLUENCH OT KaHOHOB UTAIbSIHCKOW »XMBOMMUCKH Bo3poxkaeHus,
KOTOpas, B OT/IM4ME OT rOJIIaHACKOrO MCKYCCTBa, MOMeLLasa Ha NepBOM MNJ1aHe Ye10BeKa, LOMUHNPOBABLUErO
Haf, BCEM, YTO €ero OKpy»kaso.

Anpo JlopgoBuko TpuH4YM OenaeT BblI6Op B MOJb3y FOMIAHALEB, MaBHYO pPoSib Ha ero doTorpadumsx
NrpaeT Nemsax, BTOPOCTEMEHHYIO — YeNoBeK. IMEHHO 3TO CBHA3bIBAET S3blK OBYX Cepuin — «MapuHbl» 1
«APXUTEKTYPbI». «MapuHbl» BOCMPUHUMAIOTCS Kak MOBECTBOBAHME, NeyYaTb Ha Haxkda4Hom Bymare npuaet
0bpasy TeNnecHOCTb, KOTopas OTAANSET 3TV MPOU3BEAEHNS OT TPaOULMOHHOM hoTorpadunm, MpUeImKaeT nx
K >XKMBOMMCcK. HO [e/10 He TOMIbKO B 9TOM, XOTS BbIGOP TEXHNKM MeYaTy 3anHTPUroBbIBAET 3pUTENS, OTHaCTU
«/ICKaXKaeT» KapTUHKY U 3aTpyaHSAET ee BocnpuaTie. [pocTpaHCTBO hoTorpaduii 3 3TON CEpUn HaCeIeHo
JIOABMM, HO T/1aBHbIM FepOeM BCEM >Ke OCTaeTCa MycToTa: 6eCKpanHme MAsHKK yCbinaHbl YeI0BEHECKMMN
durypamm, KOTopble BOCMPUHUMAKOTCS Kak SpKme TOYKW. [laBHOe 306eChb — FOPU3OHT, JIMHVISA, KOTOpas, Kak
B «ADPXUTEKTYpE», pasfdenseT ABa MVpa, KaxKOplA N3 KOTOPbIX HAMOJIHEH CamMUM COBOM — MOpe W MAsSHK.
KaxkeTcs, 6YATO 13 NIMHNM FOPU30OHTA UCXOOST CBET, LiBETA, BOCMPUHUMAaeMasi r1a30M YacTb MOBECTBOBAHMS.
TpUH4YM JaeT HaMm CKymMble yKa3aHus, npuriallas camoCTOSTENbHO MPOYECTb N300PaKEHVE: eLLe CUTbHEee
YCIOXHSIET HaLlly 3aaady HebobLLIOW hopMaT hoTorpaduii, «MCKaxKaroLLiA» TpaaMLMOHHOE MpeacTaBIeHe
0 Nen3arke 1 0cnabnAlLLMM ero NoBeCTBOBAaTEbHbIN NOTEeHLMa.

CoBceM MHOro noxoda npuaepXmBaeTcsa TpuHUM B «HaTtopmopTax», CHATbIX B goMe [xopmko MopaHan
B [pyuyaHe. 30echb rnaBHy POJb UrPaloT He CTOMBKO MPEOMETbLI U LIBET, CKOJIbKO 06pa3 Kak TakoBOW —
MOAYEPKHYTBIN 1 BMECTE C TEM HeHeTKMN. OHEBMOHO CTREMIIEHME XYOOXHMKA YT OT MOBECTBOBATETBHOCTU.
3avacTyto pa3mMepbl MPeaMETOB YBEMYEHbI: OHU CHATbI HE B (DOKYCe U, Tak CKasaTb, BbIrNaaaT elle bonee
mMeTausmdecknumm, Yem y MopaHay. Bnpouem, kak noavepkmBaeT TpuHYM, Bnarogapst SToMy NpeameThl
«CTaHOBATCH BO1EE aPXUTEKTYPHBIMY» — HEMbIE, OOVHOKME CBUOETENM, Kak Ha kKapTrHax MopaHay, KOTopsbIi,
no cnosam TpuHYK, «CBOOU MPEAMETbI K X MCTOKaM — K MyCTOTE»

EcTb m 4TO-HMOBYOb €eLle, MOMUMO UCKaXKEHHOrO BOCTPUATUS U OTHY>)KAEHWS, YTO OOBbedVHSET TpU Ccepum
doTorpaduin, NpeacTaBAeHHbIE Ha BbICTaBKe B 0Cy4apCTBEHHOM My3ee apxXUTekTypbl MMenu A. B. LLlycesa
B Mockee”? BcnommnHaeTcs elle OavH XyOOXHVK, FoNfandel, — MPoSo/KIAM TeMy, HadaTylo B pas3roBope
o0 «MapuHax». BepHee, OBa xyOooxHuka, Bepmeep 1 Bocx, xoTs cpaBHeHWE C KX TBOPYECTBOM MOXXET
MoKagaTbCsl HATSHKKOM. Kakoe OTHOLLEHME VMEIOT 3T mraHTbl K A0OO J1000BUKO TpUHYN, HE TEpSOTCH S
ero paboTbl PSOOM C HaCeOMEM BEIMKNX MACTEPOB? HET, MOTOMY YTO €CTb HEYTO, YTO COMMKAET VX BCEX U
YTO MOXXHO Ha3BaTb «JIEHbIO» UIW, ECNIN YTOAHO, «MPUBIU3NTENBHOCTLIO» . VI3BECTHO, YTO Bepmeep octasun
KparHe Masio Mpou3BedeHnin. 3a UCKIYeHeEM n3ymMmnTenbHoro «Buaa denbthTa» 1 60nee Cogp»xaHHOM
«ManieHbKOW YI04KM» OH HE OTCTYMNauT OT U3NOOBIEHHBIX TEM: HTEPLEPOB MOITAHACKMX JOMOB, NepenaHHbIX
C TporaTenbHOM 060BBI0 K AETaNSAM 1 OCBELLIEHHBIX SPKMM, MACTEPCKMX BbIBEPEHHBIM CBETOM. [1pK BCEM
pPa3HO00bPa3NM BU3NOHEPCKIX CIOXKETOB KapTUH Bocxa n3BeCcTHO, YTO XyOOXHMK BCEro /b NPOLAOIKIA
PEMECIO CBOMX MPEOKOB, ABa MOKONEHNS KOTOPbIX 3aHMMANIUCh XNBOMWCHIO, OH AaXKE N3MEHWUS CBOE VMS
EpyH AHTOHMCOH BaH AKeH Ha XepTOHreboc — MO Ha3BaHWIO ropoaKa, B KOTOPOM OH MOSBUSICA Ha CBET U
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MPOXKMJ BCHO XKIN3Hb.

Te, KTO 3HaKOM C TpuHYM, TakKe MOMyT pacckasaTb O ero CragoCTHOM NEHOCTW, O MSFKOW, HECMELLHOM
MaHepe, KOTOPOW OH MPUAEPXXMBAETCA U B paboTe, U B XM3HW. Kpome TOro, HeMb3st He 006paTTb BHAMAHNS
Ha TO, YTO MOCNEOHWE MPOU3BEAEHUS, CO3OAHHbIE XYOOXHUKOM U MPEACTaBEHHbIE HA MOCKOBCKOM
BbICTaBKe, CBA3aHbl C XOPOLLO 3HaKOMbIMU TpuH4YM MecTamn. OTCTpPaHEHHbIE U 3arafoyHble N300PaKEHNS
N3 cepun «ApXUTEKTYpa» NPeACTaBIAOT COO0M CHUMKI HUYEM He npumMmedaTensHoro [sopua lNpasocyans
BO DIOPEHLMM, CTOSLLETO B HECKOJIbKIX KMIOMETPax OT [MUCTOW, rae XXUBET TPUHYM. TONHOK K CO3AaHMIO
«HaTtopmMopToB» fano nocelleHre TpuHyam goma MopaHau, Haxogsulerocs gasbille oT [cTon, HO TECHO
CBSA3aHHOrO C MecTamu, rae ObiBas XYOOXKHUK Ha MPOTSHKEHUN XKUBHN. «MapuHbl» OblI CHATbI BO BPEMS
noesnku B 'onnaHamio B OKPeCTHOCTSX [aark.

Tak, NpUbAKeHne K TeM UM UHbIM reorpaduyecKnM ToUKaM NpeBpaLaeTcs B NPUOBMIKEHME K CaMOMy
cebe. K cBOMM MpuBbIYKaM, KPYry Opy3er, MHTepecam, BPeMsanpoBOXAEHWIO. He CTONT nckaTe gasiexko To,
YTO MOXXHO HalT1 COBCEM ON3KO. [1aBHOE — HACTPOUTBLCH Ha OAHY BOJIHY C TEM, YTO PSAOM, YC/bILLATb ero
ro/10C, MYCTOTY, KOTOPYHO JIeHb CNOCO6HA LLeApO «OnI0A0TBOPUTL» M MPeobpasnTb, MPeBPaTUTb MyCTOTY B
NoJIHOTY. B HachbliLLiEHHbIE 06pasbl, CMOCOOHbIE O MHOFOM MOBEAATb HalLeMy B3rasay.

AnpraHa lNonbBepoHn

*Damian Ortega, Casino, artistic catalogue-book of the exhibition held at Hangar Bicocca in Milan, 2015



When looking at those images at first sight it seems there is nothing to see. It is difficult to decode such
things: stairs that do not seem to take anywhere, railings that seem to be leaning on non-existent walls,
ceilings that could even be floors, floating in a sort of radical abstraction. You see only what is there. More
than an image it is almost a question. Something that takes you back into yourself, to absence, to your
own self-known void. Even justified words surface: estrangement and confusion that however do not sa-
tisfy the search for a meaning expected by those images.

An enigma, in the apparent innocence of the images before us: lines, curves and angles and all in neutral
colours, almost inoffensive.

Yet this is architecture, an extremely photogenic subject that catches our eye, especially when it shows its
most spectacular aspect, clever creatures that are the result of the liveliness of architects and sophistica-
ted technologies. Howeve, this is not the case, though the images we mentioned at the beginning do not
speak of the functionality of the buildings they are portraying just as the photos of the architecture that fills
our planet do not consider this aspect, rather proposing as rhetoric images that narrate about the thing
itself without ever referring to the use they are designed for. However Addo Lodovico Trinci’s photos are
radically different from the many images of architecture of our time: museums, stadiums and commercial
centres whose aesthetic appeal has ousted, in the public’s eye, the pleasure that art should still give us.
Addo Lodovico Trinci proposes a “suspended architecture”, almost a visual short circuit as regards the
usual reading we give of architectural design and yet gifted with a very strong allure, paradoxically sym-
metric to its being anti-narrative. This suspension, in his very words, is due to the fact that those images
hint to void. Not only, trivially, for the absence of those to whom the buildings he portrays, which appear
naked and thus even more unfunctional, are naturally designed for. And not only, graphically, for that sen-
se of confusion caused by the abstractedness of the lines, but also for that basic idea, typical of Trinci, of
what an image is and implies.

In a recent volume edited by himself the Mexican artist Damian Ortega writes: “If we look at their vast
molecular composition we see the distance among the atoms”. He then asks himself: “How can they be
rigid and solid if such voids open up among themselves? This occurs because the atoms are constantly
being stimulated to weave and form a field of tension”. Ortega is only the last artist to reason over the
idea of void. An idea that quiet surprisingly puts together eastern philosophies and western science that,
according to Zen, Buddhism and Japanese Shintoism on the one hand and Einstein’s relativity theory,
guantum physics and Fritjof Capra’s physics (The Tao of physics) on the other hand, identify in a void the
condition of possibility of all things.

Thus void as something dynamically full, the glue of life itself. What is full is held together by the void. But
the void as the possibility of establishing connections — “the field of tension” mentioned by Ortega — to
activate a grammar of the eye and a syntax of the image. Here Addo Lodovico Trinci converges with his
work. His images lead us to make connections, to dare something beyond the naked and enigmatic geo-
metries that overcome the initial confusion that these produce. Trinci’s architecture demands we advance
in that narration he does not enter and merely suggests.

Perhaps the outcome is not guaranteed and we are unable to decode those images entirely, but | think
that the attraction of his photos lies in this challenge to the eye. His photos testify to how Trinci, after
having measured with this language 26 years ago and having abandoned it until the advent of digital
photography, succeeded in reaching an original maturity. The artist himself confirms his work on void:
«Between two atoms there is a void, and this keeps together the fullness that appears. The more we empty
our mind — as claimed by the Easterners — the more we reach what we visually perceive as something
full: colour, form and design. Architecture is a line that divides two voids, an outside one and an inside
one. The choice of proposing them as empty allows us to return to their origin: the design”. Conversely,
where the print on sandpaper — technique used by Trinci — “gives it a consistency that upsets the author’s
original intention”.

However, the last production of the artist from Pistoia presents other apparently very differentimages from
the Architetture. | mean the series Marine and Nature morte.



In the Marine there are small human figures playing in the sea, walking along the vast beach. They live
there. Here the choice of the image is a clear homage to the Dutch pictorial tradition with those infinitely
small figures as regards the vastness of the environment that they do not dominate, but merely inhabit. An
iconographic tradition, the only one that for a few centuries could compete with the Italian one as regards
the resolution of the language and the perfect composition of the picture, but which radically overturns the
rules of our Renaissance painting that, as opposed to contemporary Dutch painting, places the subject in
the foreground, in a position that rhetorically dominates the environment.

Addo Lodovico Trinci takes up the Dutch choice, the marginality of the subject in favour of the landscape.
Here we can understand the connection with Architetture. The Marine undoubtedly appear as narrative
photos and once more the print on sandpaper gives the image a consistency that departs from the pho-
tograph making it slide ambiguously into painting. However this is not the point though the printing choice
is very seductive and presents a kind of “distortion” that complicates the perception. Here too, though
inhabited, we may say that the protagonist is void: big beaches are dotted with figures, which often stand
in strong chromaticity. And the core of these images is the horizon, a line that, like the architecture, se-
parates two worlds as if full in themselves: the sea and the beach. It is as if the horizon unfolded the light,
the colours, the little story that we see and that we are called to interpret with the few references Trinci
proposes, challenging us with the choice of small size elements, which again “distorts” the canonical idea
of landscape and reduces its narrative potential.

The approach to the Nature morte is different. These were taken in Morandi’s home in Grizzana. Here,
more than the objects and the colour, the main feature is something like a blurred epiphany of the image.
The anti-narrative intention is obvious. Objects are often oversize and we may say that in their non-focus
they seem even more metaphysical than what Morandi would ever have thought of. However, as Trinci
says «they become even more architectural», mute, solitary presences, as the objects painted by Moran-
di who, with his painting, Trinci adds, «went back to the origin of the subject: void»

However, besides the perceptive distortion, the estrangement that unites the three series proposed by this
exhibition that is held in the Schusev State Museum of Architecture in Moscow, is there another leading
thread? | am thinking of another Dutch painter, just to stay on the issue suggested by the Marine. Indeed,
| am actually thinking of two painters, Vermeer and Bosch, though the reference is very daring. What have
these giants have to do with Lodovico Trinci, without by this wanting to belittle the latter’s work? There is
a peculiarity the three of them have in common and that we can summarize with the word “laziness” or,
more appropriately, proximity. As well known Vermeer did not paint much and, apart from the amazing
outdoor View of Delft and the less spectacular Street of Delft, he has never gone too far from his subjects
limiting himself to following the work of his family, painters for a couple of generations, and to changing
his name, Jeroen Anthoniszoon van Aken, into an abbreviation of the name of his native birthplace that he
never left: Hertogenbosch.

Those who know Trinci could speak of a gentle laziness, of a slow and meek feature of his personality and
gestures. But then one should think of the fact that the bulk of his last images shown in this exhibition arise
from the proximity of the places he inhabited. The Architetture, so estranged and undecipherable, are
but pictures of the unattractive Court in Florence, a building about ten kilometres from Pistoia where Trinci
lives. The Nature morte come from the artist’s visit to Morandi’'s home, a little farther, but still very “near” to
the places of his life. The Marine were taken during a brief holiday in Holland, precisely near The Hague.
Proximity can thus be better translated not only into being near something, but also in being near him-
self. Near his habits, curiosities, people he meets and his free time activities. He does not need to look
elsewhere for what can be found under his eyes. It is only a matter of being in harmony with what is near,
of being able to listen to it, grasping the void that his “laziness” can generously fecund and fully transform
that proximity in images that speak to our sight.

Adriana Polveroni

*Damian Ortega, Casino, artistic catalogue-book of the exhibition held at Hangar Bicocca in Milan, 2015



Csetsbie TeHy, 2004, neyatb Ha HaxxgadHowm bymare, 30 x 78,09 cMm
Light shadows, 2004, photo on sandpaper, 30 x 78,09 cm

Xonoa cesiyeHHoro, 2014, nevaTb Ha HaxkgadHom bymare, 40 x 60 cMm.
The cold of the holy, 2014, photo on sandpaper, 40 x 60 cm




TeHu n ceetnbie naTHa, 2004, nevaTb Ha HaxkgadHom bymare, 70,45 x 110 cm
Shadows and lights, 2004, photo on sandpaper, 70,45 x 110 cm 1



To, uTo oepxuT, 2014, neyaTb Ha HaxkgadHom bymare, 25 x 40 cm.
12 What keeps, 2014, photo on sandpaper, 25 x 40 cm



K HoBowt ®OTOIMPA®VIV, 2004, nevaTb Ha HaxkgadHom bymare, 30 x 40 cm.
For a new PHOTO, 2004, photo on sandpaper, 30 x 40 cm 13



bes HasBaHums, 2015, nevaTb Ha Haxkga4Howm bymare, 36,76 x 60 cMm.
14 Untitled, 2015, photo on sandpaper, 36,76 x 60 cm



LBopeL; . Bo ®nopeHLm, 2015, nedaTtb Ha HaxkgadHom bymare, 26,75 x 54,86 cm.
Building G. in FI, 2015, photo on sandpaper, 26,75 x 54,86 cm

o HanpaBeHuo 1 HackBo3bk, 2015, nevaTb Ha HaxkgadHom bymare, 33,52 x 60 cm.
To and through, 2015, photo on sandpaper, 33,52 x 60 cm




B nonyneHHom ceete, 2015, neyatb Ha Haxxga4yHown bymare, 40 x 55,77 cm.
16 Daylight in the afternoon, 2015, photo on sandpaper, 40 x 55,77 cm



On+Ho v crivpass, 2015, nevaTb Ha HaxkgadHom bymare, 81 x 100 cm.
One and rift, 2015, photo on sandpaper, 81 x 100 cm




Ha-ckBo3b, 2014, nevaTb Ha HaxkgadHom bymare, 50 x 76,92 cm.
18 Attra-verso, 2014, photo on sandpaper, 50 x 76,92 cm



Lom B lpuijaHe, 2014, nevaTb Ha Haxkga4Hom bymare, 50 x 80,85 cwm.
House in Grizzana, 2014, photo on sandpaper, 50 x 80,85 cm 19
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B oxugaHum, 2013, neyatb Ha HaxxgadHowm 6ymare, 31,53 x 80 cm.
Waiting, 2013, photo on sandpaper, 31,53 x 80 cm



lNoka HukTO, 2015, NeyaTb Ha Haxxga4Howm 6ymare, 28,73 x 70 cMm.
Nobody yet, 2015, photo on sandpaper, 28,73 x 70 cm




BeictaBka Agno JlopoBuko TpuHum “Bes/MpenensHOCTs” B OCYAapCTBEHHOM My3ee apxXUTEKTypbl MMern A. B.
LLlyceBa OTKpbIBAeT Ce30H BbICTaBoK B 2016 roay, opraHn3oBaHHbIX VTtanbaHckumM IHCTUTyTOM KynbTypbl B MOCKBe,
HanpaBEeHHbIX Ha MPOABVKEHNE COBPEMEHHOIO UTaTbSHCKOrO UICKYCCTBA.

®doTorpacdum AoAo J100oBUKO TpUHYM CPaBHUMbI C MOSTUHECKVMI MPOU3BEAEHVSMA. Kakapih CHUMOK, paspaboTaH
B CBOEM W3bICKAHHOM COBEPLLEHCTBE, OTCbIIAET HAC K VHbIM BCENEHHbIM, MPEBOCXOAALIMX MPEACTaBAEHHYIO B HUX
0OBEKTUBHOCTbL. Kak 11 B M033UK - IAe rpaHnLbl KaXKyTCS HEMOCTOSHHBIMU 1 HEYCTOMYMBBIMU - MIHOBEHWE, YIOBIEHHOE
XYLOXKHUKOM, SBNSETCH MOABELLEHHBIM U KONEOMOWMMCS, Kak Obl HE dXXeNaloLLyM KPUCTa/TM3MPOBAaTECS B MyraloLLen
HenoABVPKHOCTL. B 3TOM mopbiBe OTIMYHOM OT cebsi, OCOBEHHO B CEpUM BOOXHOBIEHHOW HaTtopMopTaMun [DKOPMKO
MopaHau, npegmeTbl, 3aPUKCUPOBaHHbIE OOBEKTVBOM TPUHYA OXXMBASIOT KOMAO3ULIW, FPpaHnYallme C XXMBOMUCHHO,
CO3[aBas OLLyleHVe NPUCYTCTBMSA MeTaMopdo3bl, Korga camn NpedMeTbl He OMPeaeMCh elle B BbIOOpe CBOEW
npvpoabl, (hoTorpadun UM XXUBOMUCH.

Cepus MOCBSLLEHHAs apXUTEKTYpe, NPeaCTaBgeT A3blK 3CTETVKM HACTOMIbKO 6eCnpeAMETHbIM, YTO MpedoTBpaLlaeT
pacnosHaHne “n30bpaKeHHbIX” 30aHWIA, B CBOEN BEYHOW CMOPHOW Urpe MeXay PpeasibHOCTbio 1 abcTpakuymen. Tovka
3peHns poTorpada 4O Takom CTeneHn nsbuparenbHa U UCKTIOHYUTENbHA, YTO CO30aET ahdeKT OTHY>KAEHNS, NpeBpaLLas
S13bIK CBOMX MPOCTPaHCTBEHHbIX MCCeO0BaHU BIM3KMM K Bonee repMeTUHecKnM pabotam AHTOHBLOHM. “NpPOCTpaHCTBO”,
XOT$ 30ECh CK/IOHEHHOE K Pa3fIYHbIM 3HA4YEHNSM 1 (DYHKLMSM, MOXKHO BHOBb BCTPETUTb B CEPUN MOPCKUX MNEN3aKen.
Mbl BUOVIM pacCLUMPEHHBIN FOPU3OHT, CO3AaHHbIN 13 Heba, Ty4, MOpPs 1 MeCKa OAyLLEBNEHHbIN KPOLLEYHbIM NPUCYTCTBMEM
YenioBeKa, Kak B HEKOTOPbIX Nerdaxxax IxeHa byaeHa, BocnesaTenb Heba 1 Mopst HopMaHaum v B BUOaX XapakTepHbIX
0N dhnamaHOcKom »XUBOMUCH.

“‘Bes/MpenenbHOCTE” ABASETCA YacTbio HoraTon akcnoanumm MockoBckol hoTobreHHane 2016 roga, CBUAETENBCTBO
COBMECTHbIX XY[AOXXECTBEHHbBIX MPOEKTOB U LLEHHOCTEN.

Onbra Ctpaga
OupekTop VTanesHCKOro MHCTUTYTA Ky/bTypbl B MockBe

The exhibition at the Schusev State Museum of Architecture of Addo Lodovico Trinci’s works “End/les-
sness” inaugurates the season of exhibitions organized in 2016 by the Italian Cultural Institute in Moscow
carried out for the promotion of Italian contemporary art.

Addo Lodovico Trinci's images may be compared to poetic compositions. Every picture, elaborated in its
sophisticated perfection, refers to other universes that transcend the objectivity thereby represented. Just
as in poetry, where profiles are fluctuating and fleeting, the instant captured by the artist appears suspen-
ded and vibrant, almost as if it would not crystallize in a freezing stillness. In this movement meant to be
something different from itself, especially in the series inspired by Giorgio Morandi’s Still Life, the objects
captured by Trinci’s lens give rise to compositions that border painting and suggest we are assisting to a
metamorphosis where the objects themselves are uncertain whether to choose their own nature, pictorial
or photographic.

The language of the series dedicated to Architecture is so abstract that it does not allow us to recognize
the buildings “portrayed”, in an eternal game between reality and formless. The photographer’s viewpoint
is so selective that it creates an estrangement effect and renders his language of space research near to
the most hermetic Antonioni. Space, though declined with different value and function, is also present in
the series of the Marine. A widened horizon formed by sky, clouds, sea and sand and animated by tiny
human presences, as in some landscapes by Eugene Boudin, bard of the sky and the sea of Normandy
or as some of the typical views of Flemish painting.

“End/lessness” is part of the rich programme of the11th Biennale of Photography in Moscow, testimony of
shared artistic projects and values.

Olga Strada
Director of Italian Cultural Institute in Moscow

OnaunHokuii n HeT, 2014, nevaTb Ha HaxkgadHom bymare, 135 x 75 cm.
Lonely or not, 2014, photo on sandpaper, 135 x 75 cm 22






OnHum gHem meHbLie, 2014, nevaTb Ha HaxkgadHom bymare, 90 x 133 cm.
24 One afternoon less, 2014, photo on sandpaper, 90 x 133 cm



To, 4to ocTaetcs, 2014, ne4aTtb Ha Haxxaad4Hom 6ymare, 90 x 142 cm.
What remains, 2014, photo on sandpaper, 90 x 142 cm 25
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npenblaylias ctpaHnua/Previous page:
lNocasiyeHme, 2014, neyaTtb Ha Haxxpa4Hown ymare, 75 x 116 cm.
Homage, 2014, photo on sandpaper, 75 x 116 cm

SnemeHTapHo, 2014, nevaTtb Ha Haxxga4Howm 6ymare, 80 x 117,09 cm.
Elementary, 2014, photo on sandpaper, 80 x 117,09 cm



lMocesiyaetca Mo, 2014, neyaTb Ha Haxkga4Hown bymare, 90 x 135 cm.
TO MO, 2014, photo on sandpaper, 90 x 135 cm 29



ANONCTNHE CHaCTNIMBA, YTO YAAIOCH OPraHM30BaTh AAHHYHO BbICTABKY B MPECTKHbIX 3aU1ax [ 0CyAapCTBEHHOMO
My3sest apxmTexTypbl UM. LLIyceBa, B pamkax XI MockoBckon DoTobreHHane. 370 elle OavH NoBof, MokasaTb
BCHO UCKJTIOYNTENIbHOCTb TBOPYeCTBa ALOO TPUHYM HA MEXOYHAPOOHOM XyOOXECTBEHHOW apeHe.

AL0O TpUHYM - XYAOXHUK, KOTOPbIN MOCPEOCTBOM METAU3NYECKOM CYLLIHOCTM CBOUX W30DOParKeHWN,
OOCTUraeT Ty CyOCTaHLMIO, KOTOPYIO (OpaHLy3CKuin (hnnocod 1 BoCTokoBed AHpK KopbeH onpenenseT kak
«MUP OyLn», TeM CaMbiM OTKPbIBas Hallemy B3rasay HOBble FOPU30HTLI.

S cunTaro, YTO MMEHHO CErofHsi, Kak HUKOraa npexxae, YenoBe4eCTBO Hy>KOaeTCs ObITb HanUTaHHbIM
KpacoTOW 1 MO33MEN.

“Ecnm npasga, 4to B3rngg 06/1a0aeT CKPELLEHHOW CTRPYKTYPOM, B KOTOPOW MEPECEKAOTCS MVP U YENOBEK,
TO 3TO 3HAYUT, YTO 3afada UCKYCCTBA - AeaTb HEBUOVMOE BUOMMbBIM, BbISBASTb M PACKPLIBATH TO, YTO Mbl
00bIYHO He yraBvBaeM B3rnsaoM. BHe Bpemern 1 BHe npocTpaHcTsa “(9.P.).

Opvika PaBeHHa DbOPEHTUHM

| am very happy of the opportunity to organize this exhibition in the prestigious venue of the Muar, in Mo-
scow, on the occasion of the Xl edition of the PhotoBiennale Moscow so that Addo Trinci’s exceptionally
good work can be seen and known on the international art scenario.

Addo Trinci is an artist who enhances, through the metaphysics of his images, that dimension that the
French philosopher and scholar of Eastern culture Henry Corbin defines “ the world of the soul” and thus
proposes new horizons to our sight.

| believe that never before, as in the historic period we are going through, was it necessary for humanity
to thrive on beauty and poetry

“If it is true, in this sense, that the eye has a chiastic structure where man and the world meet, what art
does is make the invisible visible, reveal or unveil what we generally cannot see. Beyond time and spa-
ce.”(E.R.).

Erica Ravenna Fiorentini
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1. KpacHas To4ka, 2008, nevaTb Ha HaxkgadHon Bymare, 6,8 x 20 cm.
Red point, 2008, photo on sandpaper, 6,8 x 20 cm

2. Baone mvHvm, 2008, neyaTb Ha Haxkga4Hown bymare, 6,9 x 20 cm.
Alignment, 2008, photo on sandpaper, 6,9 x 20 cm

3. O6bwymvi ropnaoHT, 2008, NnevaTb Ha Haxkga4Hown bymare, 8,25 x 20 cm.
Common horizon, 2008, photo on sandpaper, 8,25 x 20 cm

4. ¥ mops 2, 2008, nevaTb Ha HaxkgadHom bymare, 8,8 x 20 cm.
Ammare 2, 2008, photo on sandpaper, 8,8 x 20 cm

5. Kynanbymkm, 2008, nevaTb Ha HaxkgadHom bymare, 45 x 78 cm.
Bathers, 2008, photo on sandpaper, 45 x 78 cm

6. BocriomuHaHwe o kapTuHe, 2008, nevaTtb Ha HaxxgadHowm 6ymare, 8,2 x 20 cMm.
Memory of painting, 2008, photo on sandpaper, 8,2 x 20 cm

7. Mpoxoa, 2008, nevaTb Ha HaxkgadHom bymare, 4,8 x 15 cm.
Passages, 2008, photo on sandpaper, 4,8 x 15 cm

8. Mepsbivi nnaH, 2008, nevaTb Ha HaxkgadHom bymare, 9,9 x 20 cm.
Foreground, 2008, photo on sandpaper, 9,9 x 20 cm

9. Yepes, 2008, nevaTb Ha Haxkga4Hom bymare, 16 X 67 cM.
Through, 2008, photo on sandpaper, 16 x 67 cm

10. Ctpountenn, 2008, ne4aTtb Ha HaxxgadHowm 6ymare, 8,3 x 20 cMm.
Builders, 2008, photo on sandpaper, 8,3 x 20 cm

11. lpotms ceeta, 2008, nevaTb Ha Ha)kgadHom bymare, 7 x 15 cm.
Backlight, 2008, photo on sandpaper, 7 x 15 cm

12. []JHeBHbie kpacky, 2008, nevaTb Ha Haxkga4Howm bymare, 8,45 x 20 cm.
Daily colors, 2008, photo on sandpaper, 8,45 x 20 cm

13. InskHasa xu3Hb, 2008, nevaTb Ha HaxkgadHom dymare, 5 x 20 cm.
Beach life, 2008, photo on sandpaper, 5 x 20 cm

14. BosBpalueHune, 2008, nevaTb Ha HaxkgadHom bymare, 31 x 77 cm.
Return, 2008, photo on sandpaper, 31 x 77 cm
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BUOIrPA®UA / BIOGRAPHY
ADDO LODOVICO TRINCI (Pistoia, 1956)

Anno Jlogosuko TpuHum poaunca B 1956 B [NcTome, roe OH XKUBET U paboTaeT Nno Cen AeHb.

B 1992 ropn oH npuHsan ydacTtue B IX BoicTaBke «Documenta» B Kaccene, 3aBoeBaB BHUMaHWE 3pUTenen 13
Pa3HbIX CTPaH.

B 1999 rogy oH y4actBoBan B chectrBane «Extension» B My3ee «XeT [lomenH» B Cuttapae, NonnaHous. B
TOM >Ke rofly COBMECTHO C (DIOPEHTUNCKON XyooxHMLEeN daHnenon e JIopeHLo OH co3aan MHCTanNSaumnio,
NMoKa3oM KOTOPOW Havasio CBOK paboTy BbICTABOYHOE MPOCTPAHCTBO «e/static» B TypuHe. B 2005 rogy oH
NpUHSN ydactie B BbicTaBke «(In)Visibile (In)Corporeo», kypatop Meep Jlynmxn Tauum, XyaoXKeCTBEHHbI
My3en Hyopo; B 2006 rogy — B BbiCTaBke «lM3mepss Bpems», Kypatop [pkoBaHHa YuuaHu, Mysen
COBPEMEHHOIO VICKYCCTBA M UCKYCCTBa ABaauaToro Beka, MoHcymmaHo Tepme (Mnctons).

Cpean nocneaHmx BbICTABOK C €0 y4acTUEM: KOJIIEKTMBHAS BbicTaBka « CBET U3HYTPU», «Oprka PbOPEHTUHM
ApTe KoHTemnopaHea», Pum, kypatop Jlyoosuko [Mpate3n, 2011; Manepes Hukonbl Puydn, Kappapa,
kypaTop Hukona daewae AHmkepame, 2012; «3a npegenamu caga», Manauuo @abporu, MNuctorns, KypaTop
Jlyposuko [lMpatesn, 2013; nepcoHanbHas BbicTaBka «AQAo TpuHYW, BHe BpemeHn», kypaTtop JlyaooBrko
MpaTesu, «3Spuka PbopeHTrHU ApTe KoHTemmnopaHea», Pum, 2013.

Addo Lodovico Trinci was born in 1956 in Pistoia, where he lives and works.

He prevailingly works outside the conventional circuits and intervenes with installations, some of which
permanent, within inhabited or public spaces. In 1992 he participated to the IX edition of the Kassel Do-
cumenta, drawing the attention of the international scene.

In 1999 he took part in the review Extension, at the Het Domein di Sittard Museum in Holland. The same
year he develops an installation with the Florentine artist Daniela De Lorenzo with which the exhibition
space and/static of Turin is inaugurated.

In 2005 he participates in (In)Visibile (In)Corporeo, curated by Pier Luigi Tazzi, MAN - Museo d’Arte di
Nuoro; in 2006 in Misure del tempo, edited by Giovanna Uzzani, Mac,n- Museo d’Arte Contemporanea e
del Novecento, Monsummano Terme (PT).

Among his most recent exhibitions mention must be made of the following: the collective Le luci di dentro,
Erica Fiorentini Arte Contemporanea, Rome, curated by Ludovico Pratesi, 2011; Galleria Nicola Ricci,
Carrara, curated by Nicola Davide Angerame, 2012; Oltre il giardino, Palazzo Fabroni, Pistoia, curated by
Ludovico Pratesi, 2013; the solo show Addo Trinci. Fuori dal tempo, curated by Ludovico Pratesi, Erica
Fiorentini Arte Contemporanea, Rome, 2013.
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