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ISOTTA PAGE  

 
 

My work explores social sculpture as a uniting and humanizing force in the wake of digital and dematerialised forms of cultural 

production. Broadly, my studio practice is inspired by craftsmanship and artisanal making, material manipulation in the form of 

studio research and sculptural installation and assemblage. Because my practice is highly process based I often make a series of 

interrelated works ranging in materials and scale.  Reclaimed or scrap materials are often an point of departure for me, especially 

elements from the heavy industry which I utilise as socio-cultural signifiers of obsolescence, contemporary ruination and the 

passage of time. 

Central to the series Take It or Leave It is the subversion of antiquity and classical motifs. This is rooted in my upbringing in Italy 

and interest in the art historical legacy but is also influenced by my experience in traditional fine arts academia. Recently, classical 

antiquity has manifested in my work as a symbolic visual tool in the process of deconstructing staged exhibition formats, and in 

reimaging the exhibition as an active environment fostering social interaction and communal encounters. Specifically for the degree 

show I proposed to insert a partial reproduction of the fountain steps from a Piazza in Rome into ECA. From the steps one could 

survey the rest of the exhibition, which visually responds to the Parthenon frieze (hanging in the cornice of the exhibition room), 

while having the opportunity to socialize, reflect or rest.   

Take It or Leave It is the series I created for my final portfolio, throughout the development of this series four areas of research 

have been particularly instrumental: ‘learning through making’ or studio based sculptural practice, contemporary artist research as a 

form of conceptual contextualization and personal development, assemblage and installation in the form of exhibitions, project 

spaces or impromptu displays, and finally sites and key locations, which have had an unmeasurable impact on my work and 

influenced the nature of my thought and creative processes. Below is a thorough exploration of these research domains along with 

the necessary documentary materials. 
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1. Learning through making  
 

 

Studio research or ‘learning through making’ is an integral part 

of my practice, I begin by identifying materials I want to 

investigate or by singling out certain creative processes that 

interest me. From there, I work through a trial and error phase 

where I document my results. Often inspiration for a large 

work or series comes directly from the material or from the 

fabrication process itself. 

 

During periods of intense fabrication this approach to studio 

practice manifests somewhere in between active 

concentration and muscle memory. 

 

Because I am constantly aware of my own changeability, I 

have increasingly sought out intentionality in my work, and 

accepted that certain moods and states of mind guide my 

actions and shape my creative process. This has been 

especially true during COVID- 19, where my studio has 

moved into a communal courtyard adjacent to my flat and the 

boundaries between creative and domestic life blur.  

 

Working outside and watching the changing weather 

conditions on my work has re-shaped my recognition of 

sculptural durability and permeance. Making and exhibiting 

outdoors is something I hadn’t considered before, so this 

development has really opened up a new area of studio 

research for me which I will be exploring further in the coming 

months.  

 

https://vimeo.com/416397225  
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ECA Studio C04  
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Home Studio  
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2. Artist Research  
 

I have always been interested in the notion of ‘the hand of the 

artist’, those imperfections or elements in an art work which 

show the humanity of its maker. I think the roots of this are 

connected to the frescos, statues, fountains and other bits of 

heritage and art history I grew up seeing. Because of this I’ve 

never thought of my work in a vacuum, instead I have always 

been aware of my influences and surroundings.  

 

Contemporary artist research plays a major role in my practice 

and I have always been concerned with the legacy of art 

history in contemporary art. Artists such as Paulo Nazareth 

and Urs Fisher have influenced my material choices and 

fabrication forms. Meanwhile, Kara Walker and Céline 

Condorelli  have challenged me to think conceptually and 

broadly about sculptural display and public engagement in 

exhibitions. 

 

As my work and style develop, I have been looking to artist 

research also as a means of contextualizing and widening my 

perspective on diverse creative methodologies and 

professional trajectories. Carol Bove and Olafur Eliasson’s 

writing and interviews have been particularly helpful in 

broadening my understanding of a professional art practice 

after university.   

 

Bove has spoken openly about the anxiety and insecurity 

around being an artist.  I found her words very useful in 

contextualizing my current thoughts about the art - life divide 

and the intersection of self (emotional, physical, cultural) with 

one’s artistic working method and output. 

 

Artist research has introduced me to a global community of 

linked minded individuals further affirming my desire to create 

work beyond the academic context.   
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The Four-Hour Art Week? Read Carol Bove's Self-Help Guide for Artists, Carol Bove, 2017. 

https://www.artspace.com/magazine/news_events/book_report/carol-bove-akademie-x-52712  
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Bather, Carol Bove, May You Live in Interesting Times, Venice Biennale 2019. 
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‘It’s great to be in a situation when you feel on a deep level 

that your surroundings reflect your emotional need. Because 

then you say I am needed.’ 

 

‘I grew very confident with this potential that art has to be 

connected to the world, producing reality… being a reality 

machine and yet also criticize the world and be socially 

engaged with the world.’  

 

‘What is the context is the meaning in the work of art itself I 

believe it is in the conflict or celebration between the work and 

society, the artistic potential is not in the object as such but in 

the way the object produces reality.’  

‘Connecting the past and the future because what constitutes 

now and myself  is very much a sequence of things, from the 

perspective of the future, what is the world in fifty years from 

now, the path is really what makes the difference.’ 

  

Olafur Eliasson. 

https://www.youtube.com/watch?v=vds6z9HzgaY 

https://art21.org/watch/extended-play/olafur-eliasson-become-

your-own-navigator-short/. 

 

 

 

 

       
Olafur Eliasson, Room for one colour, 1997. 
 

Olafur Eliasson, Weather Project, Turbine 
Hall, Tate Modern 2003. 
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Fons Americanus, Kara Walker, Turbine Hall, Tate Modern 2019.  
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Revision part II, Celine Condorelli,  2010.  
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Spatial Consideration 13, Celine Condorelli,  2019.  
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We the People, Danh Vo, Brooklyn Bridge Park 2011-14. 
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Column One, Urs Fischer, 2014. 

@bizarrecolumns IG page  
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Untitled (Rape of the Sabine Women), 
Urs Fischer,  Venice Biennale 2019. 
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Old Hope, Paulo Nazareth, Mendes Wood DM, 2019. 
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Untitled (Doors), Rachel Whiteread, 2013. Asset Strippers, Mike Nelson, Tate Britain 2019. 
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3. Installation and Assemblage 
 

Central to my working method is sculptural arrangement and 

the grouping of works. I’m interested in accessing the 

communicative power of art through assemblage. This is a 

curatorial concept which dates back to classical antiquity, 

when statues would be arranged to ‘converse’ with one 

another. Constructing a dialogue between a work of art and 

the audience is in my mind integral to successful display.  

 

Recently my work has investigated the relationship between 

art and viewer in depth by redefining and contextualizing 

Joseph Beuys’s concept of social sculpture. To me, social 

sculpture includes many things and seeks to achieve many 

goals. I utilise it as a uniting and humanizing force between 

people and artwork in the wake of technology’s impact on social 

life and dematerialised forms of cultural production.  

 

My vision for the display of the Take It or Leave It  series is that of a 

simple sculptural assemblage where people encounter two distinct 

works of art, a series of columns and a step sculpture. The steps 

which are modelled after a section from the Piazza Madonna dei 

Monti fountain serve as both a viewing platform and a space for 

social or reflective encounters.  Here, the antisocial and isolating 

atmosphere of a traditional exhibition is transformed to mimic that of 

an urban communal encounter, thus the assemblage challenges the 

academic norm and inserts the opportunity for institutional critique.   
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4. Sites: Piazza Madonna dei Monti – Fountain of the 
Catechumens 
 

It was on the steps of this fountain that my experience of 

urban communal life was formed. Here, I learned how to 

observe my surroundings and understand my place in the 

world. These steps were instrumental in shaping my definition 

of social sculpture as a uniting and humanizing force, that 

creates a communal experience around a work of art.   
 

This sentiment can be summarized by Eliasson’s quote: 

‘Culture has the highest public trust levels of any economic 
system and it can bring about not only the potential for feeling 
but also for acting’.  
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Foro Romano 
 
Columnar forms appear throughout the Take It or Leave It 
series, these are all references to the Foro Romano, the 

Ancient Roman Forum in the center of Rome. Here I grew to 

love the monumnetality of ruins, and understood their strength 

as signifiers of human potential.  
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Centrale Montemartini Museum 
  
The visual and conceptual parallels presented in this museum 

shaped my interest in the relationship between industrial and 

classical monumentality. Presented here in a 

decommissioned power plant is a collection of Roman 

statuary. The relationship between the marble statues and the 

machines is a powerful signifier of the techno-cultural 

obsolesce I’m interested in, this visual aesthetic has defined 

the take It or Leave It series. 
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Blast Furnaces Belval 
 
This is an incredibly well preserved industrial ruin, retro 

futuristic forms are frozen in time here. The textures and 

surface finishes of the various Furnaces influenced my 

treatment of the decommissioned tools (in my series), and 

inspired their transformation from functional objects to 

sculptural elements.  
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HangarBicocca  
 

Is an alternative exhibition venue in the periphery of Milan, 

which aims to parallel contemporary art and industrial 

heritage. I wrote my dissertation on Anselm Kiefer’s The 
Seven Heavenly Palaces a permeant installation housed 

there. That work interrogates the parallel histories of World 

Word Two in Germany and Italy while speaking to 

contemporary issues of urban regeneration, industrial 

ruination and social gentrification initiatives. 
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ECA 
 
Over the last two years my studio in C04 was in close 

proximity to the extensive Elgin marble cast collection and 

directly below a section of the Parthenon frieze reproduction. 

All of my work over the past year has responded to the 

classical heritage presented at ECA. 
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Villa Medici Sculpture Garden  
 

This assemblage, truly depicts the communicative power of 

sculpture. Unfortunately, it is hidden away, in the private 

gardens of the French Academy in Rome. I have only been 

able to visit it three times but the image of it has stayed with 

me and impacted my work greatly.  

 

 
 
 
 

 


