Andrea Jori: the colour of the forms
Poetry’s methods of expression are time and action; plastic arts use those of space and forms. Poetry, therefore, reaches its apex when its hand stops time and gives body to action: and the arts when they give wings to the marble or the canvass and from the threshold of the present they illuminate the past and the future. 
(J. H. Füssli, 239th aphorism on art)

Mantua. 44, Via Accademia. Alchemic workshop.
 Have you never popped into a sculptor’s studio? Have you never watched the genesis of a sculpture, from that moment captured in the sketch to the patient construction of the definitive masses, little by little adding shreds of material, blocks of semi-refractory substance patiently modelled by strong hands, smoothed by a stream of water, etched by the tools? Have you never touched that sort of talcum powder-like dust, dotted by bigger lumps, that covers the whole work area, the finished works, the rough strong papers that are the recipients of the preparatory studies, lines sketched in with dynamic, essential gestures?  A fascinating experience, and one that is doubtlessly far more understandable to the “initiated”, for those who can intuit (in the Latin sense of the term) a precise meaning and an ancient wisdom in each and every gesture. 
The reference to alchemy is not really out of place when talking about this esoteric dimension of art
, but more because of the use of the four main, elementary materials: earth, fire, water and air
. Impossible not to associate all this with God’s
 creation of man. Adam is he who is moulded, «is of the earth, made of dust» according to St Paul
 and it is because of this nature of his that he is so shown by Ambrose of Calepio in his Dictionarium: «Adam: Idem est quod Ruber, quoniam a rubra terra factus est». And in the same way the thread of memory cannot but lead back to the equally esoteric experience of the casting of a statue, where a river of metal, extracted from the bowels of the earth, is melted in the crucible and then poured back into the earth, to return finally to the light in a completely new form. 
The alchemic reference should, however, be read in the purest sense of its meaning: that is, in view of a renewal, a rebirth, of spiritual growth.  This is the purpose of human life and art leads mankind to Beauty.  The redeeming function of beauty, in itself, can do little in the world if not in the prospect of new skies and a new land.  As p. Tomáš Špidlík s.j., in fact writes: «True art knows only one subject, which it represents in a thousand ways: life. And when life meets death then a tragic sigh rises, like that of the Czech poet K. H. Mácha, for example, who sang: “I love flowers because they fade, I love animals because they stop breathing, I love Man because he may vanish”. But death is not a reality that only appears at the end of our journey. It is already present in each and every event throughout our existence. (…) Christian artists are used to presenting two complementary images: the tragic image of death in the theme of the Crucifixion and the image of joy, of life, in the theme of the Resurrection
».

Andrea Jori’s
 art is the true search for beauty and the spirit because the attention given to the plastic values, to the surfaces, to colour, is the result of lengthy searching and it is the means, not the ultimate aim, for interior growth, for a fleeting look at Beauty
. If the artist’s typical and unmistakable forms, the broken, etched masses, the faces on the contrary well defined, are the result of arduous research and the bearers of artistic and mystic ideals, in reality they drive their roots into a past that is certainly different in expression but that in nuce already contained the sculptor’s
 poetics.

The evolution of the lexicon used by Jori has been lengthy and laborious, wisely sustained by technical capabilities of the highest level, acquired through years of  hard work, experimentation and comparisons, with the humility typical of the artisan, his sights set on the maestros, from Marino Marini to Hans Hartung, just to cite a couple that come immediately to mind, but also on other historical figures such as Minguzzi and Manzù, Nag Arnoldi and Ernesto Lamagna (with whom the artist has had personal contacts) as well as extraordinary Mantuan personalities such as Cesare Lazzarini or Albano Seguri
. However, in this context we feel it important to remember the very interesting physiognomy of Giuseppe Gorni, so well-known for the alternation of wholeness and voids, a cue that is quite close to Jori’s
 poetics. Nor should the great artistic movement of expressionism, which drew impetus from the dramatic events of World War One and which constitutes yet another important reference for the sculpture of the Mantuan artist, pass unnoticed when talking about the cultural climate that characterised the early decades of the twentieth-century.
The transition has been gradual over the past twenty years, uninterrupted and intense. By the end of the 1980s the polished, perfect shaping that had characterised part of his production tends to implode, to break up, to submit to a dismantling that leaves only the face and few other anatomical parts intact. We think this is significant for at least three reasons.  First of all the artist has never lost sight, courageously we dare to say, of his relationship with figuration. In the superabundance of art between classicism and anti-classicism, between figuration and abstraction, the human form has always been the ideal reference for Jori because of the eternal fascination that emanates from the figure. Furthermore, the artist’s language thrusts itself into a material etching that is psychological introspection, where absence alludes to a sure presence, to a possible glance, to a stripping away of the futile.  Finally, it seems possible to observe how his attention to the play on light is the reflection of a spiritual etching that is always present in Jori’s works.  We do not consider it out of place to think that, from an expressive point of view, the artist has had the courage (and with him a small maniple of other great sculptors) to recover the thread that was broken almost a century ago with the advent of new developments in formal communication, whilst maintaining as another reference the contribution and synthesis that is owed to the avant-garde, to the Informal and the essentiality of Fontana. The substratum is obviously nineteenth-century Scapigliatura, that etching of form through light that created a new lexicon, in some ways parallel to that of Impressionism in painting. On this Medardo Rosso wrote: «Light is the true essence of our existence, a work of art that has nothing to do with light has no reason to exist.  Without light it is devoid of unity and spaciousness, it is reduced to being insignificant, without value, mistakenly conceived, necessarily based on matter.  Nothing in this world can detach itself from its surroundings and our vision – or impression, if you prefer – can only be the result of the reciprocal relationships or values given to light and one has to capture the dominating shade at a glance
». At this point it would seem self-evident that figuration is a spiritual and artist need, and here we go back again to the language suspended at the appearance, if we want to call it that, of contemporaneity, and it is accompanied by a formal double etching, due partly to the nineteenth-century expressiveness of maestros such as Grandi, or the afore-mentioned Rosso
, and partly to the extraordinary contribution of the new languages born and developed in the course of the “short century”.  Right from the early years of the 1990s Jori has developed large panellings in alto-rilievo semi-refractory material, with figures that in one portion are submerged in the support while the rest is emergent and broken, with faces that are etched by the movement of light over rough, micro-relief surfaces, and unstructured bodies
, often reduced to dynamism and fundamental lines. Here it would be beneficial to recall the monumental panels of the Nativity brought out annually in Mantua Cathedral, as well as the trilogy that was the subject of the exhibition in the “Sala XC” of Palazzo Ducale
, or the high reliefs presented to the Casa di Rigoletto in 1994 during a wide-ranging project inspired by Leon Battista Alberti and the alchemic-humanistic climate of the epoch
. This type of research has continued, sometimes abandoning the subdivision of the support in panels set side by side but accentuating the contraposition between substance and voids, light and shade, shaping and broken (the tondo Virgo Mater Filia Sponsa Dei  dating back to 1995 and the dramatic Via Crucis in Mantua Cathedral created in 1996 are emblematic) 
.

The search for effects of light appears to be the threshold and support for the colouristic one and characterises his more recent production. By the second half of the 1990s his works in semi-refractory materials show a more intense application of vitreous elements and a greater surface etching, using techniques well known to Jori (oxygen reduction, engraving, various oxides, glazes, and slipping as a support for other operations, too…)
, which on the one hand have led to a substantial evolution of expression in the field of terra-cottas and on the other to similar explorations in bronze.  If the bronze door for a Mantuan parish
 exhibits splendid surface work, with dynamic emergent masses, but a colouristic use of natural or slightly polished metal, in the space of a few years we find we have the results of an exploration into colour that has given extremely interesting results. At this point it would seem opportune to cite Rosso again: «A sculpture is not made to be touched but to be looked at from a certain distance, according to the effect desired by the artist.  Our hand does not enable us to understand the values, the shades, the colours, in a word the life of the object.  To own the intimate meaning of a work of art we would have to open ourselves totally to a visual impression and to all the sensitive echoes that the work awakens in our memory and conscience, not to the touch of our fingers
». If the vices of time and historiography have cancelled from our memory the colour values from sculptures, classical ones, too, technical limits and easier expressive solutions have ordained that in recent times, too, few artists have consciously sought colour in their works. And there is more: many of them limit themselves to painting the sculptures, whilst the study and development of the patinas is quite rare (and unfortunately drastically ratified by workmanship that has by now reached industrial levels).  In fact, over the past few years Jori has researched just such effects, not only using brightly polished, reflecting parts along with others that have been satinized, or opaqued, rough or oxidised. But through long and difficult test sessions he has been able to create different patinas on metal and by studying the application of acids at varying temperatures and at different times, he has created porous surfaces, metal sponges and polished leathers with colours that vary from deep purple to an easy green, to blue or to yellowish striations
. This is a fertile area which should doubtlessly be intensified, developing some of Marino Marini’s experiments but it has very few comparisons and redeems the little consideration Leonardo had of sculpture
. But certain results, which have led to current solutions but unquestionably have their roots in the distant past of the artist’s activities, see an interesting use of different materials, which obviously implies a wide and implicit discussion on colour. Jori has, in fact, managed to create (something that is not at all common) fusions that include different elements in iron, terra-cotta and glass which are inserted into the wax structure before casting begins
. On the other hand the presence in the fusion of parts that are in semi-refractory terra-cotta, in glass and in iron has been made possible thanks to the similar contraction co-efficient of bronze, which creates a multitude of effects and research that requires further exploration
. The dialogue between the art of matter and transparency is one of the key points in Jori’s poetics as he searches for an unthinkable domination of space with these different effects, with a fundamental attention to expressiveness, to “theatricality”, so much so that the possibility of colouring bronze implies an added value for the artist that, when the work is finished, acquires a weight that is just as important at that of the shaping.  The works belonging to the latest generation are extremely fascinating, in particular the self-supporting structures made up of a base on which one or more figures are encamped in the foreground facing towards the wings, quite soaring in their strong vertical dynamism, at the same time supporting yet another figure communicating with the former, final objective and medium of the composition as well as the fundamental symbol of the poetic and spiritual afflatus.

The iter taken in the creation of the sculptures in terra-cotta, and in particular in the colouristic research of the surfaces, is both different and similar. We have already mentioned the semi-refractory material panels on which, at least during the 1990s, high relief structures more or less synthetic and etched, were constructed. Their characteristic is that they show the unadorned semi-refractory material, with the very delicate inclusion of pigments, glazes and glass in some places, especially along the lines of dynamism or where the masses are connected. Over the past few years we have reached yet another stage, a rapid and intense evolution.  The first step was towards freer works, released from the basic plan, which carried on the preceding series of the “full relief”, enriching it however, with new values: above all a greater etching of the masses, with hollows and dismantling both of the “bases” and supporting surfaces (always admitting that the artist wants to give such a meaning to certain load-bearing parts of his composition). Research that has also made progress in areas that were previously left more defined and considered, such as the faces, for example.  At the same time greater attention has been paid to colour: on the one hand with an intense treatment of the surfaces through slipping, glazing, the application of glass and other elements, in such a way as to hide a large part of the semi-refractory material, which then simply becomes the support for the new decoration; on the other hand an important innovation concerns the application, the assemblage, so to say, of other materials.  In particular the insertion of bronze elements, conceived purposely and intentionally treated in such a manner as to leave more or less potential for light and reflections, was a decisive step towards the latest, the most recent evolution in Jori’s works.  This is the research he has been carrying out over the past few months which contemplates a further synthesis of the figure.  There, where the artist is free of the impositions of his clients and the necessity of immediacy, he demonstrates new knowledge: the dismantling of the above-mentioned masses resolves itself into a dismantling of the masses that make up the figure. Now the decomposition no longer concerns the single surfaces, but in excellent synthesis is able to decompose the whole form.  The surfaces appear truly less tormented, revealing a skin which is repeatedly etched through small incisions, through reduced reliefs which, from a distance, appear to change into a vibration of light across the surface. But the surprise concerns colour: from differently tinted skins, sometimes with iridescent hues, we have passed to black glaze. This is the most recent step, which does not turn into a negation of colour: as a result of this research the bronze inserts and glass details stand out more clearly; that same skin, which from a distance appears jet black, when close up at times reveals nacreous tints and warm shades dissolved in the pigment, whilst the surface to which it has been applied appears to be in continuous movement, with reliefs and light incisions under the skin, towards the semi-refractory material, or with light and measured grooves that have been partially filled in with a brownish-grey layer, all of which contributes to increase, at a distance, this effect of light vibration on the surface.  Some contemplation, finally, is required to put the exquisitely artistic and technical aspect into a “spiritual” context again, in an afflatus of the world and in the world, but which lifts the eyes and looks for a transcendent breath, the driving force and interpretation of all creation. In fact in Andrea Jori’s art his attention to the sacred is not a limit.  And this expression should be understood in the totality of its meaning: of what is bound to divinity but also what is the antithesis of the profane (that is, what remains outside the temple, at the mercy of the public and society). It is evident that Jori passionately researches a transcendent dimension through his works that are dedicated specifically to faith and liturgical use, but are also dedicated to something more intimate, more personal and reserved, such as personal meditation.  Even in subjects which could be considered as belonging to a “secular” dimension the sculptor concentrates what could be called a singular introspective attention and energy in his works.  As already mentioned the fractioning of the surfaces, thus becoming decomposition and synthesis, is a kind of interior look (certainly participating in the oriental philosophical disciplines which, more than any others, are dedicated to the dialogue between substance and void and to the equilibrium between these two components, each of which in nuce contains the other, too) 
, of laceration of the appearance, of knowledge, of the laying bare of that essence that is evidently accompanied by theophany. The human form is the desire for perfection and spiritual tension which reveals itself in the dialogue with the divine through the partial renunciation of self and those necessarily worldly negative values. Jori’s concept of beauty does not seem to be far, then, from that “classical” research that sets the formal expression of tangible beauty to the visible allusion side by side with transcendent good.  That relationship between theology and beauty, which has always supported Christian theology and which, together with the Augustinian tradition, heir to the Greek world, has had, as we are reminded by the theologian Father Bruno Forte
, another great opportunity in the religious thoughts of Acardo di San Vittore: «Acardo di San Vittore thinks that the feast of the manifold and the quiet harvesting of the One unite in beauty.  Beauty alone is the place without a place where everything is remitted to the One, where for everything “reduction ad Unum” is fulfilled.  God, the unspeakable, the Other, lives in this abyss, where all things are resolved in unity and peace, in this deepness which is destiny because it is primary, mysterious and silent.  Acardo declares, therefore: “Deus a quo pulchrum est quidquid pulchrum est, et sine quo nihil pulchrum esse potest” (De unitate Dei et pluralitate creaturarum, 1, 6) 
». It is here that Jori’s “theology of beauty” would appear to have its roots; in a look, a glance at the transcendent that arises through art, which, in its turn, contemplates the measure of the opposites, revealing the sacred.  If you prefer, an overcoming of the Kantian concept according to which beauty is the symbol of moral Bonum (and here it finds a kind of universal consensus, because in it the soul feels ennobled beyond the simple ability to receive pleasure from the impressions of the senses) and that opens the possibility of an act of conscience, of an ascetic potential, of enjoying an instrument of growth, elevation, meeting.  It does not appear at all out of place, in conclusion, to recall yet again a passage written by Cardinal Tomáš Špidlík s.j. (who, moreover, expressed a desire to participate in this book with an essay of his own): «the beauty of the world leads us, therefore, to the knowledge of God.  But the matter can be seen from another point of view: he who knows God discovers the true beauty of the world like a revelation. (…) the essence of the world consists in that which in him is a distant resemblance to God, and this is perceived in the perception of his beauty.  The world is a theofany, a self-revelation of God.  So, both Theandricity and Theocosmism are revealed to us»
.
� We’ll get back return to the incipit of one of our previous articles dedicated to the Mantuan sculptor: P. Artoni, P. Bertelli, Tra alchimia e Umanesimo. L’omaggio albertiano dello scultore Jori, published in «La Voce di Mantova» on Tuesday 6th December 1994, page 29.


� See: E. Canseliet, L’Alchimia. Studi diversi di Simbolismo Ermetico e di Pratica Filosofale, Rome, Edizioni Mediterranee, 1985 (Paris, Jean-Jacques Pauvert, 1964), in particular page 89.


� Genesis, 2, 4-7.


� See First Letter to the Corinthians, 15, 45-50.


� p. Tomáš Špidlík s.j., La croce, albero di vita (riflessioni intorno al crocefisso di Otmar Oliva), in p. Tomáš Špidlík s.j., p. Marko Ivan Rupnik s.j., Parola e immagine, Roma, Lipa, 1995, p. 9.


� It is certainly not a mere coincidence that the door to Jori’s studio is decorated with bronze panels showing sacred scenes on the theme of salvation. See: R. Signorini, Nuovo testamento sulla porta, published in the newspaper “La Gazzetta di Mantova” of Saturday 6th April 1996, page 29; P. Bertelli, Portale in bronzo e storia dell’uomo, published in “La Voce di Mantova” of Sunday 25th August 1996, page 22.


� In this regard see the works obtained by assembling various materials such as electronic circuits, metal sheets and plexiglass, all typical of the artist’s early period. At the same time he paid particular attention to graphics and painting. For example, some works “al nero” have survived with figures etched (or graffito) in white with rapid, very precise designs and with “inclusions” of background painting in oils created with the miniature technique going back to the end of the ‘60s or early 1970s. Expressive modes that are certainly different to today’s but which subtend the same tension and identical interest in research.  See: A. Sartori, Artisti a Mantova nei secoli xix e xx, Dizionario biografico, iii, ad vocem “Iori Andrea (Jori)”, Mantova, Archivio Sartori Editore, 2001, pages 1509-1519 re Jori’s artistic activity. A classic example for understanding the poetics of this artist and, finally, see the conversation with Paola Artoni in this volume.


� But also (and it appears evident both observing some of the artist’s research as well as consulting his library full of catalogues and art books) Richard Hesse, Arnaldo Pomodoro (who has traced a sort of conceptual breakwater), Salvatore Cipolla, Henry Moore (who the very young Jori wanted to see in the exhibition dedicated to him in Florence, being impressed by the graphics and preparatory studies), Leoncillo e Giuliano Vangi. Herewith some bibliographic references regarding the Mantuan artists.  For Cesare Lazzarini: A. Sartori, A. Sartori, Artisti a Mantova nei secoli xix e xx, Dizionario biografico, iv, ad vocem “Lazzarini Cesare Leonbruno”, Mantova, Archivio Sartori Editore, 2002, pages 1579-1588. For Albano Seguri: A. Sartori, A. Sartori, Artisti a Mantova nei secoli xix e xx, Dizionario biografico, vi, ad vocem “Seguri Albano”, Mantova, Archivio Sartori Editore, 2004, pages 2892-2909.


� Medardo Rosso, The Impressionism in Sculpture, in the London daily «The Daily Mail», 17th October 1907, also recently republished in the Italian version in M. Rosso, Scritti sulla scultura, edited by L. Giudici, Abscondita, Milano, 2003, pages 15-20. Significantly the above-mentioned text continues: «There is furthermore another point that has not yet been discussed but which is very important; this is the fact that when we first look spontaneously at some object in nature we experience a change in shade, an enlargement of the thing in front of our eyes, in front of our spirit – an effect that changes after that first moment. The reason for this is that after this first flash our eyes, our mind go back to their customary laziness and thus destroy that first instant of real life, of total vision, during which we experience a transposition of values that, although materially in front of us, seem to be pushed back, and vice versa. But, although all this is acutely accentuated in that first moment it is none the less true that it remains visible for a few successive moments».


� Around Giuseppe Gorni: A. Sartori, A. Sartori, Artisti a Mantova nei secoli xix e xx, Dizionario biografico, iii, ad vocem “Gorni Giuseppe”, Mantova, Archivio Sartori Editore, 2004, pages 1415-1427. Recently: E. Banali (edited by), Giuseppe Gorni. Opere 1916-1975, Mantova, Publi Paolini, 2006.


� Research and retrieval that truly fascinate contemporary sculptors: see in particular, with reference to Medardo Rosso’s bronzes and waxworks, examined and reproposed in modern language, some of Michelangelo Galliani’s recent works, the subject of an important one-man exhibition. Cfr. Marmi Gemelli, exhibition catalogue (Mantova, Galleria Bonelli Arte Contemporanea, 11th September – 20th October 2004), Mantova, Bonelli Arte Contemporanea, 2004.


� This “digging” of the surfaces and bodies portrayed is, in fact, the outcome of a “battle” between the past and the present; it is the result of a long period of meditation on becoming. In an epoch where doubts and uncertainties about the future abound an artist interprets the current moment through a series of substances and voids, symbols of observation and contemplation, signs of the uncertainty given by both the world and research. Last but not least, as we have already mentioned, the psychological implication, introspective, and study of the sacred beyond every aspect and vanity (and here our memory returns to the famous passage from Ecclesiastes where the worldly desire for beauty and riches leaves nothing in the face of death and infinity).


� For this: Andrea Jori. Vita Nuova, exhibition catalogue (Mantova, Palazzo Ducale, Sala XC, 20th March – 4th April 1993), Mantova (Canneto sull’Oglio, Eurograf), 1993; R. Guadagno, Nella terracotta c’è anche l’anima, published in the newspaper “La Gazzetta di Mantova” dated Friday 12th March 1993, page 39.


� See: Andrea Jori. Omaggio a Leon Battista Alberti, exhibition catalogue (Mantova, Casa di Rigoletto, 20th November – 11th December 1994), Mantova (Canneto sull’Oglio, Eurograf), 1994. Around the exhibition: R. Signorini, Tutto Leon Battista nella creta di Jori, in the newspaper “La Gazzetta di Mantova” dated Sunday 27th November 1994; P. Artoni, P. Bertelli, Tra alchimia e Umanesimo, cit.


� On the tondo on display in the Cathedral in 1995 there is a text by R. Signorini entitled I misteri della Trinità e della maternità della Vergine in un’opera di Andrea Iori esposta in Duomo, edited in a leaflet printed for the public exhibition. On the Via Crucis in the Cathedral: Andrea Jori. Via Crucis. Occidit oriturus, Sommacampagna (Vr), Cierre, 1996; R. Signorini, «Via Crucis» per il Duomo, in the daily newspaper “La Gazzetta di Mantova” dated Tuesday 26th March 1996; P. Bertelli, Pasqua in Duomo con la Via Crucis, published in the daily newspaper “La Voce di Mantova” on Sunday 31st March 1996, page 31.


� Frequenting the sculptor’s studio, which has the great merit of being open to visitors, has enabled us to watch part of the preparation of his works. In particular, regarding the colouring of the terra-cotta, we were able to note the use of numerous techniques, often used simultaneously or in a pre-established order. Just to mention some of them (and we shall merely touch on them to help the reader understand and protect a certain reservedness on the part of the artist) the “skin” is enriched with shiny or satinized effects using glazes, the more opaque results come from the oxides (mineral colours that withstand the high fire temperatures and are fixed with glass, giving a rough result), the use of the engobe is well constructed (base for the earths, efficient glazing – if applied very thinly – with a noteworthy transparency effect but also useful as a corrector of undesired results). For further information on the techniques mentioned here see “ceramics” in the Enciclopedia universale dell’arte, iii, Firenze, Sansoni, 1958, coll. 272-414.


� Serravalle a Po, about 20 kilometres from Mantua towards Ostiglia, built in 2000. For the inauguration of this work the parish gave the press a small publication (printed by Editoriale Sometti in Mantua) entitled Christ: the door of salvation with texts by Roberto Brunelli (“I am the door: if one enters through me he will be saved”) and Paolo Bertelli (The doors of hope).


� Medardo Rosso, The Impressionism in Sculpture, cit., pages 15-20.


� The artist’s research is noteworthy here, too but we shall only give a brief account at this point. A fairly common base to many patinations is that of potassium sulphide which, undiluted, gives the work an antique burnish.  More complex are the operations obtained by adding various substances to this base, acids and reagents that are brought up to temperature with a flame and variously treated and cooled until the desired effect of surface and colour are obtained.


� This inferior regard for sculpture compared to painting emerges (evidently) in the 34th paragraph of Trattato della pittura (Treaty on Painting): «If the bronze stays black and brown this painting is full of varied and vague colours; and of infinite variety» (discussing the eternity of the arts and comparing sculpture in bronze with painting on copper).


� What stands out in particular in recent production is Cavallino that contemplates simultaneously the three above-mentioned materials that have undergone fusion in bronze and various patinations spread appropriately in relation to the different materials that make up the sculpture.


� The combination and use of different materials has always been a prerogative of Jori’s, as is the careful attention to colour and “timbro”. In this regard we noticed in the artist’s studio a curious work created in 1970, showing a human figure swimming with some dolphins. This turns out to have been a rather curious experiment, with rather particular and advanced results, and created by firing a sheet of Pyrex glass set on a raised base in earth covered with alumina. At these temperatures glass becomes ductile and as in a mould takes the form of the base. The projecting parts have been left transparent but those “in the background” have been treated with a layer of terra-cotta – less than a millimetre of thickness – with extremely interesting colour results.


� Certainly due to the philosophical interests of the Sixties and Seventies, as well as the numerous journeys he has made ever since the days of his youth all over Europe and the Orient.  What is more modern physics accepts the importance of the void as the complementary reality to matter.  Here Jori is looking for the osmosis between spaces, a transformation, a contamination between fullness and emptiness that are structured in equivalence to arrive at the image. 


� In contact with Andrea Jori who, on his advice, has created in Trinitarian theme the bronze door panel for the parish of Villa Garibaldi, a hamlet of Roncoferraro (it lies about ten kilometres east of Mantua.).


� B. Forte, La porta della Bellezza. Per un'estetica teologica, Brescia, Morcelliana, 1999 (quarta edizione 2002), page 21.


� p. Tomáš Špidlík s.j., L’idea russa. Un’altra visione dell’uomo, Roma, Lipa, 1995, pages 220-221.


� p. Tomáš Špidlík s.j., L’idea russa. Un’altra visione dell’uomo, Roma, Lipa, 1995, pages 220-221.


� p. Tomáš Špidlík s.j., L’idea russa. Un’altra visione dell’uomo, Roma, Lipa, 1995, pp. 220-221.





