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In Claudia Losi’s work there is a profound desire to postpone, to delay the time in which 
every experience will seem to be encoded. Those who have never approached this artist’s 
work may find penetrating the stratification of the many layers of forms, words and 
situations a complex task.  
Thinking back through a list of her works one senses something anxious, faced with a 
geography of projects seldom reflected in a definite, fulfilled, conclusive form. 
It is the same restlessness we may associate with the child’s desire to embrace the whole world 
with the body, to suddenly feel as if the environment, the planet that contains us and on 
which we live, is small and within reach. 
From the outset of her career Claudia Losi has managed to gather and project, in her works, 
many of these small and large tensions, conveying the fascination of someone discovering 
and observing each thing for the first time.  
This sense of discovery and marvel increases when we realize that as time passes certain of 
her works we thought we had already seen and known reappear before our eyes as new 
experiences, stories enriched with new chapters.  
These works and projects are not intended to take form and let themselves go as objects. 
They are more like life forms, living beings with a particular condition and a specific “time”, 
which may vary from one organism to the next. Whether it is a microscopic life form like 
lichen, a woman slowly embroidering, or the earth’s largest living being, the whale, Claudia 
Losi knows how to patiently wait for each one, transforming encounters into experiential 
data, and therefore into a deeper knowledge of what she makes and describes. 
This is undoubtedly true of the Tavole Vegetali (1995), one of the first works the artist began 
to compose, journey after journey, collecting photographic images of lichen which were then 
faithfully reproduced on canvas using needle and thread, as in the scientific reproduction of a 
natural event. The performance aspect of these works is intriguing: assimilating and 
appropriating the slow process of growth of these silent life forms, utilizing a thread that 
spreads across the surface of the canvas like a stain, a form. Synthesis of the activity of 
human imagination, form in these works is therefore synonymous with the real.  
The reality we can sense in the various works should not be seen only in terms of the visual 
characteristics and realism of the objects, but also in the capacity for mutation, which we can 
immediately perceive as a real factor. Closer to a need to sense a time that determines an 
image, not vice versa, with her gestures and projects Claudia Losi underlines the changing of 
things, life forms in gestation, the formal destiny shared by everything that lives, grows and 
is transformed.   
Like the lichens, the work begun in 1996, Arazzo, represents one of the many projects in 
progress, offering a glimpse of one of the artist’s visual tendencies, that of outlining physical, 
geographical rather than political territories, which in this and other works become maps of 
continents, subjected to continuous “drift”, reminding us of their condition of belonging to a 



single large organism whose periodically updated, retraced, redefined contours can at times be 
shown in public, on the surface of the tapestry.  
Many “cartographies” are implicated in Claudia Losi’s research: those of the places she has 
traveled, the countries in which her works have found a home, the borders in movement on 
the surface of many of her works. 
On the one hand there is the concrete, mental need to sense the earth, to tread it, to take 
possession of a vast, widespread space to try to understand it and assimilate it according to a 
measure that can only be that of the human body, of walking and the pace of footsteps.  
This tradition of walking can partially position Claudia Losi in an artistic practice connected 
with the experience of Land Art, and of artists Claudia Losi undoubtedly knows and admires, 
such as the English artist Hamish Fulton.  
On the other, there is a similar territory whose contours seem to be traced by the instincts of 
experience, with profiles marked by the instants of sudden, decisive encounters: those the 
artist has collected with authors like the poet Matteo Meschiari and the many people who in 
works like Rinvii, Places, Shigras and others have determined, with their actions and choices, 
their relationship to the artist’s work, a very rich, heterogeneous geography that cannot be 
seen on any map.  
This is why, at times, one is erroneously tempted to describe Claudia Losi’s work by using 
definitions limited to a hasty outline of the economy of the images. Unlike many 
contemporary artistic experiences, her work tends to avoid crystallizing in icons and figures 
of speech. Instead, germination, dissipation, filtration of scattered elements take form and 
become discourse in a heuristic procedure. There is no haste in the work of Claudia Losi, but 
the assumption of a physical, inner time, as taught by oriental practices and disciplines, 
reflected in serene contemplation of nature and the individual.  
Anyone who has seen the film The Blue Planet by Franco Piavoli (1982) cannot help 
comparing this Italian director’s images to the artistic practice of Losi. Piavoli’s film, shot in 
Valbruna, between Mantua and Brescia, narrates the sequence of the seasons, using the camera 
as a sensitive instrument capable of recording the tones of light on things, the colors of 
nature, the atmosphere of the landscape, immersing human voices in the harmonic chorus of 
sounds of wind, plants and all the other living beings of the valley. No judgment, no dramatic 
effect surfaces in the Blue Planet or in the work of Claudia Losi. What emerges is the inner 
narrative of things and their subtle relationships. 
While the artist’s works stand out for their strong sign characterized by a clinging to the 
earth, aware of its terrestrial nature, to the point of investigating primordial matter (as in the 
case of the Etna Project), there is an inner, equally evident vein for the elements of liquid and 
air. Losi frequently “maps” currents in the sea or the winds on her geoids (Aria Mobile, 2005-
06), as if to add visibility to elements – like liquids – that are mutable by definition. 
One work of central importance in this research is the Balena Project, which began in 2002 
and offers a symbol of the poetics of Claudia Losi: the whale, taking the form of a sort of 
anti-manifesto in a range of site-specific projects in different places. A utopian, anarchic 
symbol that has crossed the fates of viewers and places with the transformations of a strange 
body, divided as in the myth of the sirens between earth and water. A positive symbol of 
peace that appears, as if tracing back along a karst river, in distant, scattered places, stopping 
as long as necessary to absorb the energies, ideas and specificities of places and people. As in 
the work Balena Project-Ecuador (2005), where the artist has made a series of contacts with 
the women of the communities of Guamote and Punguì in Ecuador, communicating the 
“idea” of the whale to them, which is sublimated in the creation by a group of Andean women 
of a “carpet” of small animal forms in multicolored wool, embroidered and characterized by 
the individual fantasies of the women, who have never had any direct experience of the sea 
or of whales. 
Forms suspended in air or water, as in the case of the happy matings of animals in Acts of 
Love (2002-2003) or the “beached” carp in Dopo Il Danubio/le carpe al mercato/guardando 
gambe (2000). Here again Claudia Losi’s work makes use of animal forms, suggesting a slow 



compiling, on the part of the artist, of an alphabet developed over the course of human 
history by the relationship between man and animal. Animal as a first metaphor of man. 
Letters, images, words, fragments of nature and history hover and settle from work to work, 
like notes in a score. Precisely this transparent, ultralight world seems to be the 
contemporary echo of the Japanese figurative tradition of the Ukiyo-e (imagery of the 
floating world). The recent series of works entitled Celacanti (2006) projects the viewer into 
a suspended, muted environment with a monochrome look provided by the pale pink of the 
padded fabric on which diaphanous images overlap: familiar and unfamiliar faces, landscapes 
visited or simply imagined, floating zoomorphic elements. There is no specific time of the 
representation, but an infinitely suspended moment that lets figures and situations emerge on 
the surface that welcomes, with its softness, the gaze of those who linger before the works, 
tracking the movement of the coelacanths and other presences that swim and float in a 
remote space, immersed in air and water. The fact that the artist has chosen to represent, 
through patient, precise embroidery, the rare coelacanth or “fossil fish” once believed to 
have become extinct millions of years ago, and until recently known to biologists only 
thanks to fossils discovered in certain zones of the planet, is also intriguing. 
Once again, in the work of Claudia Losi, matter is ideally sublimated from one state to 
another, almost as if to give the work the property of densification of the aquatic, aerial and 
mineral world, transforming those images into clouds, soft bodies, and at the same time fossils 
of memories and sensations the artist wants to rediscover and bring to the surface, in a 
practice similar to that of an archaeologist, operating through analysis of slowly deposited 
layers. 
All these elements appear in the work of Claudia Losi, in a marvelous dance, a poetic 
approach to the flow of life and to the small and large actions that mark the pace of making 
and planning projects. 
Works like the Shigras (2006) are examples of paths that intertwine different languages and 
intentions, converging in forms that find their fulfillment in densification and multiplication. 
Shigras are traditional bags of the Andean Cordillera in Ecuador, made out of wool by the 
women of Guamote with typical, traditional local colors. They appear to us as nests or hives 
whose outer surfaces of colored wool are punctuated by traditional decorations and the words 
written by the artist: a complex artifact packed with meanings, giving these objects crafted 
with humble materials a depth and density that protect their precious content. The internal, 
invisible space, in fact, harbors the void, the remaining space, to be filled with the words and 
thoughts Claudia Losi has picked with the women who weave the Shigras and the people who 
have shared the truth of an experience with her.  
In the masterpiece of Kenji Mizoguchi, Ugetsu (Ugetsu Monogatari, 1953), the tale of the 
characters and images develops as on a scroll of paintings: the potter Genjuro is captivated by 
the beauty of the ghost of Princess Wasaka, and only when he comes back to his senses, in 
front of his wheel, does he grasp the truth of the void, gaining the opportunity to understand 
true beauty. 
Mizoguchi warns us that art must first of all serve man, helping him to discover his innermost 
reality rather than enthralling him with pure formal beauty. The opportunity to understand 
the reasons of things, perhaps even the truth of things. Or to sense the coagulation, in 
different forms, of the mutable, the wavering. To know that the real, pursued and 
approximated by artistic activity, is revealed in simple, common forms that are part of 
everyday life.  
Claudia Losi brings together, in her artistic research, cultural and natural teachings, 
constructing a coherent, consistent language capable of using words with deep, ancient roots. 
She is like a scientist who isolates, in a test tube, something we need very deeply: the lost 
alphabet of reality. 
 

 
 


