CABRIELE RISSO
VITA IMMOBILE



In Latin languages, ‘still life’ is translated as ‘natura
morta,’ but that doesn’t quite capture the sense of
stillness in English. It's the quiet immobility of things
that makes a place possible. | would translate it into
Italian as vita immobile (‘immobile life’).

GR



Introduction by Catherine Li: In Vita Immobile, Gabriele Risso presents
a selection of sculptural works developed since 2024, marking his
debut solo exhibition. Presented at The Chapel at Brompton Cemetery,
the exhibition explores how sculpture gives presence to space and
how ordinary objects, approached through measurement and making,
can open onto broader questions of perception, representation, and
convention.

The exhibition unfolds across three tables: a circular table at the
centre of the Chapel with still lifes, and two side tables with scale studies
for large scale works. Organised through interconnected themes, it
follows the path of the artist’s study series, tracing how he returns to
similar compositions as if guided by a rigorous geometric logic, while
at the same time probing the truth of sculpture and space through
both measurement and imagination. Working from what might seem
the most conventional sculptural premise, still life, Risso reconfigures
ordinary objects and familiar representations to question how they are
seen, both individually and in relation to one another, treating them not
as static subjects but as occasions to rethink how sculpture, and the act
of sculpting, can disclose form and spatial presence.

Risso works primarily with figurative imagery, which appears less
as a fully conscious decision than as a direction emerging through the
process of making. Although the work was initially grounded in a more
abstract engagement with space and the body, it gradually turned
towards representation by beginning from things directly observed and
physically accessible within the studio environment. What fascinates
the artist is the way figuration opens onto a deeper search for the
fundamental nature of things through the most ordinary objects.

Risso’s sculptural practice is profoundly informed by the legacy
of pioneering modernist sculptors including Constantin Br&ncusi,
Alberto Giacometti, Isamu Noguchi and Eduardo Chillida, as well as
contemporary artists such as Antony Gormley and Rachel Whiteread.
Equally important is the influence of his first sculpture tutor, Massimo
Chiappetta, with whom he studied in Genoaq, Italy. He returns through
them to sculpture’s most persistent questions: what is sculpture, and how
does it give meaning to space? At the centre of his practice is an ongoing
re-examination of the sculptural method itself, particularly through the
tension between revelation and concealment in the making process.
As Risso has said, this is a way of “purify[ing] the eyes from the most
conventional methods” of approaching a simple block of stone.

Conceived in relation to the cemetery setting, the exhibition
reconsiders what can be seen and what remains unseen, and to the
way the gravestone, as a motif of death, activates space through the
slippery quality of stone itself: shifting from nature to culture, from object
to landscape, from place to monument. The setting holds particular
significance in relation to the artist’s own attachment to the gravestone,
as seen in his Stone Tears series, which is not included in the exhibition.



| conceive space as a dense and undefined matter.
It is the sculptor's task to give it orientation,
direction, and movement. Only then does form
reveal its own limits, and space becomes palpable.

GR



Digital drawing of Centrepiece, 2024, Concrete, Study model 13 (60 x 45 x 6,6 cm)
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Starting from the
table

a conversation  with
Gabriele Risso

Catherine Li | your table series [fig. 1], why is the space divided and
composed in this way? How do you determine those divisions? What kind
of measurement are they based on?

Gabriele Risse Thjs is very much connected to Eduardo Chillida. | was
really interested in something he said: he once defined space as
fast matter, and matter as slow matter. Air is matter too, just a
faster one, whereas the matter of a solid object is slow, solidified
matter. It is the same ideq, really: everything is matter.

So if | consider all space as undefined matter, then it is up to
the sculptor to bring measure, to bring order, to bring movement to
something that does not have any of that at all. If you look at this
slate slab, which is quite beautiful, it is almost like a Mark Rothko -
an infinite space. A dark space without definition. Just the frame
of a painting, and if you really fall into it, it becomes an emotional
space of dark colours. Nothing exists. This is, in a way, emptiness.

And when you carve, you carve vision. As soon as | draw the
figure of the table, you begin to see what is low, what is high, what
is left, what is right. Then, when | start to carve into it, that carving
becomes a way of shaping vision - of carving depth, understanding
distances, building an organised world. That is why | really like the
flat surface as a metaphor: the flat surface of the slab as without
sign, as nothing, as an indifferent space. As soon as you mark it,
something happens. At the same time, you end up dealing with
something close to a picture, because there is always this sense
of frontality, even though | am carving in and making space by
subtracting material. It still has something to do with images, with
painting.

| am testing the same composition across all the table series.
This piece, | want to call it Centrepiece, because by evoking the
symbolicimage of the table, itislike elevating the ground. Carl Andre
made a paving and said: this is sculpture, because by making the



Fig.1. Centrepiece, 2024 - 29 concrete pieces, study model 1:3, 60 x 45 X 6,6 cm

ground, by making a space for things to be, you create something
that was not there before. It is about trying to return to a more
original way of thinking, before all the habits and assumptions we
have as human beings.

So if this is the centrepiece, then all the space around it is
organised in relation to it. This is what gives proportion to the
surrounding space.You canimagine its surroundings as a room, and
this is the centre, the table in the middle of the room. It simply gives
measure to the space around it. That is what sculpture does. If a
room is empty, and then you place a sculpture in the middle, the
space becomes palpable. It becomes something you can feel.

So again, what gives measure to space is the sculpture. The
centrepiece dictates the proportions of the surrounding space. It
solidifies the surroundings, it solidifies the room.

€L It makes me think of the way we curate exhibitions. For example,
when working on your exhibition, we have to measure the works and then
measure the space in relation to them. If we were not placing anythingin
a space - not organising an exhibition, not installing any work - we might
never think of measuring it in that way at all.

It mirrors the curatorial process beautifully, because we do not
usually notice space through its proportions until something asks us
to. In your case, you were trying to make the round table correspond
to the circular aperture above, and we kept looking at the dome simply
because it is beautiful, without really thinking about its scale. You were
also looking closely at the pillars, the sides of the doors, the divisions
between the windows, and the way the walls are split. It felt like you were
reading the architecture proportionally. So in a way, it seems that you are
reading the exhibition space just as you read the space within sculpture,
understanding how the work defines it, and how it makes space more
solid, or more palpable, for us.

CL  Let's talk about this piece, Desk [fig. 2]. What is the process?

GR |t is literally a table and a chair. Then | block everything between
them. You have the table, you have the chair, and these blocks
occlude the spaces between the legs of the chair and the table.
| block out the space until the whole thing becomes a solid block.
And this work is a very strong reference to Rachel Whiteread.

I am still thinking about the titles. | like to play with them. The
ones | call Still Lives are obviously still lifes. For this show, | am not
sure about some of the titles. Some work well; others do not feel
definite yet. Words like Block, Fastened, Occluded, Wrapped, or
Enveloped can give a key to reading the piece, but | do not want to
rely on titles that are simply open-ended verbs. For me, that is not
enough.

CL | can see that, but at the same time it feels quite different. It may
be a kind of homage to Rachel Whiteread, but it is different. She is trying
to reveal a space we cannot normally see, often by replicating everyday
objects through casting, by taking the cast of the real thing. What you
are doing feels different: your focus is on making proportion, looking at
the measurement of space. | think that is one of the major differences
between you and her. It is like showing a different way of looking at the
same thing.

| know that Antony Gormley is also another major influence on
your work, and he also looks into proportions. How do you see his work
particularly in relation to what you are trying to figure out?

GR For Gormley, everything goes back to his own body. The thing
that gives measure to everything for him is always his own body.
Then he finds ways to map the inside of the body, and he invents
the rules. For example, in works like Domains, he uses a system of
sticks. Let’s say he has six different lengths: the longest is maybe

Fig.2. Desk, 2024 - 20 concrete pieces, study model 1:3, 36 X 27 X 27 cm



CL

a foot, then another at three-quarters of a foot, then half a foot,
then a quarter, and so on. With these six different lengths, he maps
the inside of the body. In this way, he invents the rules of the game,
invents a language.

In another work, if the body is made from blocks, he might
have five different block measurements, and he uses those to map
the inside of the body. Gormley deals with representation in a very
radical way, but always through his own body. In that sense, he is
close to Rachel Whiteread, because she takes casts of space, while
he takes casts of his own body. From there, they build their whole
poetics, which is very strong. But that is the starting point for both
of them.

Looking at these two artists, how do you position your own practice

in relation to what Gormley and Whiteread have done?

CL

GR | never begin from casting. | feel close to them, but at the same
time what | do is different. If we stay with Rachel Whiteread for
a moment: she takes casts of spaces. | do something else. For
example, in the work Desk, | use the image of the table, but it is not
a real table. | use the idea of the table as a starting point for the
sculpture. Whiteread remains close to reality. It is an actual table,
and she takes a cast of it. What | am doing is different: | begin from
the idea of a table and ask how | can sculpt it, how | can construct
it, how | can shape it in space.

For her, it is the imprint of a real space. What she has done
is extraordinary, and | learned a great deal from her. | am grateful
to her, because she made space itself into a protagonist: space
as a material, space solidified. That is a beautiful and important
achievement. For me, | want to go further. | do not want to take
a standard table or standard measurements. | want to design the
table itself, and determine the spaces between things through
the act of making. That process is the work. | want to create
measurement, to think about measurement, and not to take it as
something given. So yes, | am dealing with similar questions, but
| am not taking casts from reality. | am trying to construct those
relations sculpturally.

Is this process of measurement similar to the way Antony Gormley

uses his own body to create a language, or do you think it is different?

GR |t is a bit different. The measurements | arrive at are not invented
in the same way. He really invents a system for mapping the inside
of the body, which is extraordinary. For now, that is not what | am
doing. In the end, because | work with stone, and because stone is
veryimportanttome. If lhave todraw atable, or a chair, or anything,
| think in this way: | am drawing something very conventional, very,
very conventional, but | begin from the idea that not even the space
around the object exists - space and object are the same thing.
Until | begin to set limits, nothing exists. Cutting space is really what
| have been doing.

So yes, | feel like | am a son, or a kind of disciple, of them. We
could say Antony Gormley and Rachel Whiteread are like my father
and my mother - they are of an age where that is almost literally
true. Maybe Gormley could even be my grandfather. But | would
not exist without them. They educated me. And | think | am slowly

CL

arriving at my own way of making and thinking, which is related,
but at the same time, hopefully, distinct.

| think it is really interesting to speak about the artists who influence

you as parents, and it actually makes a lot of sense. There are already
so many talented artists ahead of us, but that does not mean we need
to stop making, or stop creating. It means we need to create more, think
more, and go beyond them too.

CL

CL

GR Yes. My mentor always, from the very beginning, told me that
you should look at and study the great masters of our time.

But if Rachel and Antony are your parents, how about Noguchi?
GR Well, | love Noguchi, and | will always continue studying him.

| think Noguchi creates a universe, because he seems to care about

more things. There is the human body, daily objects, furniture, but also
landscape - almost everything.

GR Yes, and that is why | love Noguchi. But at the same time, you
canlove all the artists in the world and still have affinities you cannot
help. My mentor always pushed me to look at Br&ncusi and Noguchi
more than anyone else. But | could not help feeling much closer
to Giacometti. Not necessarily more, just closer, closer in the way
things felt to me. And they are completely different kinds of artists.
| forced myself to look at Br&ncusi more. But in the end, because
of who | am, | found myself elsewhere. You really understand your
affinities when you try to make sculpture yourself.

| wish | could be closer to Noguchi or Brancusi, but | find that |
have to stay with something very basic - like reality. When | finished
my studies, | wanted to leave behind the happiness of studying
and simply begin making sculpture. | remember wanting to do
something, so | took three objects and tried to begin by representing
them. And then | realised that what came out was something very
real, very honest - something that truly came from me.



€L Couldyousay alittle more about that starting point? What was your
background, and what led you to sculpture?

GR |t was always sculpture, although in a slightly different way from
here. In Italy, art education is still very traditional: you choose a
department, just as you do at the RCA for your Master’s. So in Italy,
| applied to the sculpture department for my BA, and then again
for my MA. | studied sculpture throughout my university years.

But | also have to say that | went to art school without any
real idea of becoming an artist. | knew nothing about art before
that, really nothing at all. Before art school, | was not very good
at school in general. | got to a point where | either had to go to
university or start working. | did not want to work, but | also did not
want to study economics or anything like that. My parents knew |
was good at sport, and | was very good at running. The coach at
school said to them, “If Gabriele stops being lazy and comes every
day, he could become a professional athlete.” So | thought, fine, |
will run. | preferred that.

At the same time, my parents said, “Let’s think of an option
B.” Art school was really the only option. Then | went and met my
sculpture professor, who immediately blew my mind. Very soon
after, | realized | did not want to run. | did not have a real passion for
it, but this man, my professor, made me deeply care about what he
was doing. So | said to myself, | want to become like him. His name
is Massimo Chiappetta. He initiated me into art, and from the very
beginning, he made me understand that becoming an artist was
an extraordinary ambition. For the first five years at university, | was
really just trying to begin, trying to look at everything, but mainly at
what he suggested.

In the final year of my studies, | was living in Paris on an
Erasmus exchange at the Beaux-Arts de Paris. It is an amazing art
school compared with the one in Milan, which has a big name, but
it is terrible in terms of facilities; there were no proper workshops,
not even proper spaces to work in. In Paris, the environment was
much more supportive. They had a workshop for every material.
Appear, 2020, concrete, 30 x 35 x 11 cm. | remember not knowing what to do, so | just went into every







