Roberto Fallani. Artfully seated and illuminated

Fortunato D’Amico

Catalogue text 

The genesis and triumph of form
Just between ourselves, writing about Roberto Fallani and his design is no easy task if the parameters for measuring the value of his art are set by the Minimalist notions in vogue in the past few decades. A stance determined to mark contemporary thought and to leave traces, for future generations, of an active confrontation antithetical to the world of mass design is the distinguishing element of the militant image of Roberto Fallani, designer, and explains his good-humored capacity to go against prevailing opinions and to arrive at the result prefigured by his design intentions. The excitation imparted by the creative idea, experienced as a tool for change, progressively infects everything that surrounds Fallani’s planet and soon becomes itself a stimulus to criticism of the objects of massmarket industry and to condemnation of their detachment from the affective existence of their possessors. This premise could help us not to confuse the primacy of form enunciated in Fallani’s works with that of aesthetics tout court, which with a certain offhandedness – and without examining the reasons for the decisions – pretends to educate the public by imposing ideological and materialistic parameters on consumption of icons.

Fallani’s conception of design is in balanced alignment with his activity as an artist, begun in the 1960s and integrated with his profession of designer and creator of interiors. 
Fallani has been identifying with duplicity in expression since the very start of his working activity – so much so that it has never been difficult for him to see himself as the designated bearer of the signs inherited from observation of the future, prepared in the crucibles of times that belonged to the peoples of the past. The modern alchemist’s laboratory assumes its own connotations, appropriate to the contemporary age: spurting, sprinting, fluid, liquid, mutable. 
“For me, change in man’s ways of thinking has always been my basic leitmotif. In ’66 I was painting and I traveled to New York to present my canvases to Leo Castelli, who said to me: you are a postatomic painter and there is no outlet for you here; here, everything is pop. I quit painting and started creating installations.”

As a resolute inventor of ancestral visions placeable outside of the temporal dimension, Roberto Fallani tends to draw energy fromantinomies, frompolar inversions, fromtrends consolidated in the immobilism of the contemporary soul and spirit, to generate new forms of life which only for convenience’s sake are called objects. The critical stance taken toward a sterotypical(ized) society unable to conceive of goods on a plane beyond their functional value transforms design of objects manufactured to serve man into a profound process of blossoming awareness. 
The creative genesis of new forms of life, shaped as though they were true animated elves, always ready to do the bidding of their creator, stands in analogical assonance to the archaic thought of the animistic civilizations. Without a doubt, it may seem strange – on a planet on which “one-dimensional man,” to use the coining of philosopher Herbert Marcuse, has surrendered to a totalizing social order and is impotent in the face of the depthless perspectives offered by packages of virtual freedoms sold at bargain prices – to come up against the incorruptible affirmations of this Tuscan designer and artist who is always ready to lead us toward the true essence of magic: the genesis of form. Intuition, emotion, thought, action arrive at an illuminated synthesis as they transit the hands of the artist – understood as a designer aware of his development and path as creator. His is the hand of the midwife who introduces the animated invention to the light, just as the manual skill of the designer invents the work and translates it into perceptible three-dimensionality. 
Roberto Fallani has always used his hands to build the models that later on are prototyped. And he is right when he says that “something is missing in those too-perfect iron sculptures, produced in slavish adherence to the design: that heat of the imperfect, the heat generated by the hands used to define theirmass.”
Everything becomes matter to recount something else, as in the case of the light and the illuminated bodies with their curious names: Gordio, Berenice, Argo, Alchemica. Objects in which the rigidity of the metal and of rectilinear form converses with the buoyancy of the filamentous substances, pendent frills, colored spirals enticed into ascensional dynamics. The dicotomic contrast between light and dark manifests clear analogies with the biological evolution of the animated bodies, which begins in the obscure labyrinths of the invisible and is made perceptible only through a programmed temporal sequence in which the events, the combinations, the grafts, the hybridizations – apparently chaotic – all resolve into creation that gives rise to an object destined for users in harmony with its usefulness and its manner of use. A perennial flow, activated by the inspiration drawn from Techne (for the Greeks Art embracing Craft), unites the fluent sign of Roberto Fallani’s seating elements with the innovation projects implemented at the companies engaged in experimental production of his Antropomorfa and Lavica seats or in stabilization of the movement inherent in Cingolato. 
A marriage celebrated between highs and lows, between science and science fiction, between forays and returns and all those fortuitous circumstances possible only if the efforts of those charged with putting together the objects of the habitat truly reach out toward an unusual temporal dimension impossible to calculate with normal timepieces. Marriages of unpredictable concepts – as the Ambrogio armchair teaches – ambivalent as to semantic placement and psycho-physical interpretation, slipped in somewhere between the images of the alcove and the comfort of the maternal womb yet always identifiable as a site elected to perform functions of restoration and recreation. Dynamics, understood as the science of movement forwards or backwards in space-time, is mysterious in Roberto Fallani’s design. His clocks seem to be stopped and statuary yet present, with their perfect mechanical movements, to tell the observer of the past, with its abundance of vestiges. They could be perceived as tracks left behind in matter, to be used like Ariadne’s thread, a light cord grasped to advance beyond the portals of appearance. And at the entrance, obliging elves await to teach those who, loving these objects, are willing to transit beyond the laws of appearance and continue between the lines on the road toward the origin of things, to what they were before form-action.

