
A
L

B
E

R
T
O

 B
IA

S
I

BEYOND           THE VISIBLE



Directed by
Alessandro Paladini

Curated by
Klaus Steinmetz

Essay’s by
Giovanni Granzotto
Klaus Steinmetz

Layout
Alessandro Paladini and Filippo Lotti

Artwork photography
Alessandro Paladini

Translations
Nancy Yamile Sepúlveda 

Special thanks
Esteban, Alejandro e Santiago Paladini 
Giovanni Granzotto
Lucia Toma

BEYON THE VISIBLE
ALBERTO BIASI

October 29th - November 22nd, 2025
BEYOND THE VISIBLE

ALBERTO BIASI

DIRECTED BY 
ALESSANDRO PALADINI 

CURATED BY
KLAUS STEINMETZ

Info
SEA Contemporary Art
www.sea-art.sm - paladini@msn.com

60SW 13th Street, Apt 3602
Miami, FL, 33130 - USA
+1 786 7970799

Via Consiglio dei Sessanta, 23 
47891 Dogana, Repubblica di San Marino
+39 333 8234229

The MOORE - Miami 
Miami Design District
4040 NE 2nd Ave, Miami, FL 33137



5

Since I was a child, art has been a constant and formative presence in my life, thanks to the 
passion of my father, Luciano. He was a passionate collector, but also a patron and gallery own-
er; a man who saw art not only as an object of value, but as a true mission: to convey beauty 
and emotion. His love for artists and his relentless pursuit of beauty taught me to recognize, 
among the multitude of works that crowd this world, those destined to endure over time, to 
transcend, and to be true testimonies of thought and vision.
Today, after so many years, I am aware that this education, rich in inspiration and encounters 
with extraordinary masters, has allowed me to discern not only beauty but also the authen-
ticity, depth, and power of a work.
Among the artists who deserve to be known and recognized, to be studied, to be valued, is 
certainly Alberto Biasi.
His work is a constant invitation to reflection. It is not an art for easy consumption, nor for 
immediate interpretation. His art never succumbs to the temptation to follow fads or tem-
porary trends. On the contrary, Biasi has always possessed the ability to think in a structured 
way, to give form to complex concepts, concepts that stimulate our minds and our emotions. 
His works are not limited to being “beautiful” or “interesting,” but are authentic sensorial and 
intellectual experiences that reveal their depth.
His work resides precisely in this constant stimulation of our perception. In each individual 
piece, one senses the need to look beyond the visible, to dig deeper, to understand not only 
what the artist wanted to express but also how he did it. All his works are an invitation to 
look at reality, science and, in particular, to the quantum world of particles with new eyes, to 
challenge conventions, and to seek a different (than usual) visual harmony.
One cannot help but be fascinated by his ability to blend geometry with emotion, the rigidity 
of his “signs” with the fluidity of his thoughts. In each of his creations, there is a strong refer-
ence to the search for essence, to experimentation, but also to the concept of movement: a 
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movement that can be both physical and mental, visible and invisible, macroscopic and quan-
tistic. His works are like an invitation to enter a flow, to participate in a process that, while 
static in form, is dynamic in meaning.
This catalog is a testament to Alberto Biasi’s value as an artist and his ability to transcend the 
barriers of time. It is an invitation to walk this journey with him, to listen to his works and 
discover what lies behind them. Because Biasi’s art is an experience to be lived, a reflection 
that takes us beyond the visible and the comprehensible, that challenges us to think, to feel, 
and, above all, to never settle for superficial.
I am convinced that Alberto Biasi will be remembered as one of the most significant artists of 
our time, and I am honored to be able to present this collection, this synthesis of an artistic 
thought that, I am certain, will stand the test of time.
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ALBERTO BIASI: THE BREATHING EYE

There are artists who paint, and there are others who build atmospheres. Alberto Biasi belongs to this 
second lineage — those who turn space into vibration and light into substance. Since his first exper-
iments in Padua in the late 1950s, his work has been a dialogue between the visible and the invisible, 
between geometric certainty and the fluid instability of perception.
Before a work by Biasi, stillness is impossible. The gaze glides, shifts, stumbles upon reflections, discov-
ers zones that seem to breathe. Nothing remains fixed: color pulses, lines tremble, forms open as if a 
secret wind lived within them. In these surfaces, woven like fabrics of energy, the viewer’s eye becomes 
the true protagonist — it is the observer who completes the work, who sets it in motion through 
presence alone.
His participation in the Gruppo N marked the beginning of a collective adventure that sought a new 
kind of art — liberated from romantic gesture and the burden of representation. Yet Biasi was never 
a cold rationalist. Within the precision of his structures lies an almost organic sensitivity, a hidden 
lyricism beneath the apparent objectivity of line and form. His Torsioni and Optical-Dynamic Reliefs are 
visual organisms: they breathe light, throb with the movement of air, and vibrate with the viewer’s 
shifting perspective.
Over time, his work has preserved the same purity — the same faith in perception as a site of reve-
lation. Before his pieces, one feels that the eye does not simply look: it feels. It feels the expansion of 
color, the undulation of form, the tension between matter and emptiness. It is an art that does not 
impose itself, but invites; that does not shout, but whispers with hypnotic precision.
Alberto Biasi has built a universe where abstraction becomes emotion. His language belongs not only 
to optical or kinetic art, but to a deeper poetics: light as thought, movement as breath. In his work lies 
a quiet lesson in wonder — a reminder that reality is never fixed, and that to truly see is always an 
act of transformation.

Klaus Steinmetz
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ALBERTO BIASI, THE MASTER OF GROUP N

From the late 1950s, and for many decades thereafter, the theme of the psychology of perception, the 
leitmotiv of the “Ghestalt” was the true driving force and guide of nearly all of Alberto Biasi’s work. The 
Paduan master began with works titled “Stratifications” which seemed to address the observation of 
natural reality through multiple perspectives: the same object, or rather the same field of vision, already 
from those experiments, began to take on different, varied identities, depending on how we observed it, 
and depending on the timing, more or less rapid, of the shifts and transfers of observation, through the 
concentration and superimposition of various retinal impressions. And, consequently, depending on our 
interpretative response to that vision.
The static, central position, typical of Renaissance art, of man standing in the midst of the universe, ob-
serving and ordering its representation from his privileged vantage point, was surpassed by the precar-
iousness and dynamic instability, and by the interpretative fluidity and ongoing operability of Biasi, who, 
for the first time, inserted the concept of space-time into the two-dimensionality of the work of art.
The next step, more nuanced, complex, and at the same time comprehensive, was that of the “Trame” 
born from the observation of silkworms and their beds, the trellises, which already allowed, by their 
very conformation, a sectored, alternating, and iridescent vision of reality itself. Here it was the same 
object of everyday experience that offered the possibility of opening more perspectives on even a 
minimal portion of reality, and even of imagining it in mutation, allowing Biasi to refine and fine-tune his 
discourse on the variability and instability of vision. From these premises, the step towards a greater 
and more declared impulse of an illusory nature in all his creative activity was rather short: in fact, with 
the cycles of the “Ottico-Kinetici” and the “Torsioni”, both born in the early sixties, Biasi, who had al-
ways, more or less consciously, developed a dual activity, both as a member of the Gruppo N, and as a 
soloist also within the Group, because instinctively inclined to carry the cross and play the trumpet, to 
be a performer and an orchestra conductor, ventured into the field of “object hypotheses”, compared 
with the generally represented object, seeking to involve the participatory activity of the spectator in 
strongly emotional, sensorial, psychological terms, on the level of allusive visionariness, however also ex-

Giovanni Granzotto
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plored in scientific terms. With whom Biasi intended to weave an extremely close dialogue. The 
initial intention was to free him from the constraints of traditional culture—and in this direction 
the Master sought support (without much effort) in the irreverent propositions and pronounce-
ments of Dada—clearing and completely opening up the panorama. Then, it was clarified that 
the positions, places, and observation points could not be considered fixed or univocal. Finally, 
the viewer was led (precisely through the experience of kinetic-programmed works) toward a 
precise awareness of how the boundary between real and virtual form was continually subject to 
shifts and adjustments. “What happens is that the viewer, faced with these works, imagines what 
is missing: movement, first and foremost. Then he fills and empties it with other presences, as if 
he were transforming himself into an executor of images and the work were becoming a simple 
instrument. In confirmation of what has been said, in ancient times their title was “optical-kinetic 
objects,” meaning that the movement was the product of the mind of the viewer.”(1) 
In conclusion, Biasi’s work seemed almost aimed at underscoring a sort of superiority of the 
virtual form, more vital and creative, over that form that I would no longer call real, but rather, 
original. But if he, with his work as a soloist (undeclared) or as a member of Gruppo N, had 
intended to free the viewer from the slavery of Renaissance static and representative perspec-
tive, now, with new theories and new solutions, in which the illusory potential of vision seemed 
to take on more significant values ​​than the object itself, there is no doubt that even the “Visual 
Dynamics” and the “Optical-Kinetic Reliefs” tended to lead the viewer back to a state of aesthet-
ic-scientific subjection, towards a form of hypnotic dependence. These were, in fact, works that 
appeared born more to fascinate and bewitch than to open new but aseptic paths of knowledge. 
If the ultimate goal was to distance the viewer from the romantic implications that had accompa-
nied the evaluation of the artwork, perhaps the approach could be considered appropriate, but 
if Biasi and his friends intended to protect him from any aesthetic involvement and inspiration, 
they certainly missed the mark here. It should be emphasized that, apart from this author, only 
Marco Meneguzzo, one might add finally, has begun to grasp and explore this difference in Biasi’s 
approach to kinetic orthodoxy, with a perceptive and rather recent intervention. The ideological 
line, dictated once and for all around the discussions of “Nuova Tendenza 3” in 1965, saw the 
concepts of science, perception, production, industry, and mass as priorities... with the ultimate 
result of being overtaken by other avant-gardes... even more radical...” which had led to “...a sort 
of diaspora of artists... towards more rigorous and socially useful disciplines (such as teaching, 
or design” and to “...conceptually impoverish the territory of kinetic art, not yet fully cultivated.

Not that Biasi and his companions didn’t adhere to these directives, which they had partly helped 
to outline, but that wasn’t all. Above all, Biasi hadn’t derived his work from the presumption of 
objectivity, but from something that truly resembled its opposite, while achieving perceptual 
results no less rigorous than those of others. Biasi starts from the “plots” but also from the ex-
hibition where “no one is invited to participate” or the so-called “exhibition of bread” in which 
a phantom and symptomatic Giovanni Zorzon… exhibits forms of bread as a metaphor for art. 
So if the plots are a perceptive texture that has become concrete and the actions just mentioned 
belong to a Dadaist tradition of art, how can they go together? A Manichean vision of art, and the 
acceptance of the “kinetic orthodoxy” we were talking about, could not conceive the contempo-
rary development of these researches… But it is not like that, it was not like that… The cultural 
situation, in which the works of kinetic and programmed art matured, was a completely fluid situ-
ation, not at all governed by a rationalist scientism: if anything, there was a very strong situationist, 
anarchist, movement-oriented component, of which Biasi and his works were an integral part.”(2)

Those works, therefore, exuded such an enveloping expressive charge that they captivated the 
gaze, and even the senses and soul of those who observed them. The imperfect two-dimension-
ality of the “Optical-Kinetic” cycle arose from the superposition of two planes: the lower one 
dedicated to the compositional, linear and chromatic outline, the other consisting of a cascade of 
PVC strips, which produced an optical illusion capable of diverting the viewer from the original 
form, leading them to the identification (and not just imagination) of new and iridescent formal 
realities. Well, that painted object, which also expanded into the third dimension, represented not 
only functional values, it was not identified solely with the perceptual and psychological stimuli it 
was able to offer its viewer, allowing them in turn to become actors. Indeed, in its most success-
ful experiments, it achieved such an ambiguous and sumptuous formal precision, and such a vi-
brant contradiction, only apparently unresolved, between the aesthetic attraction it immediately 
aroused in the observer and the amazement it also evoked, due to the myriad transformations, 
the infinite dynamic solutions inherent in its very morphological structure, that it inevitably be-
came recognized as an object of desire and a collector’s aspiration.
And the same captivating spell, the same engaging and hypnotic properties, were possessed by 
the “twists,” with that restless, divining eye that continually pursued the eyes of others, winking 
and weaving a subliminal web, in which the viewer’s imagination and senses were inevitably des-
tined to fall, and to remain entangled. Even in a field less frequented by him and his friends from 
Gruppo N, namely the more strictly kinetic field of Real Kineticism (more in keeping with the 
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attitudes and interests of his Milanese colleagues from Gruppo T), Biasi managed to put his own 
spin on it, infusing the magical luminous paths of his “Light Prisms” with a vivacity, an intensity, a 
luminous consistency that seemed to derive much from the primary source: Nature.
The virtuality of form, in the reconstruction of natural elements and events, optical illusion, and 
the estrangement of the observer: all these components contributed to creating and consol-
idating the magic of works that seemed to fit into a kind of autonomous aesthetic category, 
halfway between the traditional work of art, the theoretical and methodological research dear 
to, for example, his friends from GRAV in Paris, and the transgressive, iconoclastic, and unsettling 
proposals of the early exponents of Dada, such as Duchamp and Man Ray. On the other hand, 
despite the declared ideological positions, even of a dogmatic nature, those were times of great 
cultural effervescence and explosive contradictions. “… it will be enough to remember how the 
general creative atmosphere, before the orthodox definition of kinetic art – a definition in which 
Enzo Mari on the one hand, Umbro Apollonio and Giulio Carlo Argan on the other had a large 
part –, was all marked by playfulness and Luddism: … a few years before Munari had invented the 
“Macchine Aritmiche”, and above all Piero Manzoni with his Azimut could create the “Achrome”, 
and at the same time box up the “artist’s shit” (it is no coincidence that Manzoni himself main-
tained longer and more cordial relations with the Gruppo Enne than with the Gruppo T: it was a 
question of exhibition strategies, perhaps, but also of creative consonances). Even the anonymity 
practiced with a certain constancy by the Gruppo Enne, derives… also from the tradition of 
the surrealist and playful anonymity of the “cadavres exquis” (surrealist collective game in which 
several people create a poem or a drawing in turn, without each participant being able to see 
the previous one’s contribution, ndr), much more than it derives from the intention to affirm the 
objectivity of the perceptive-gestaltic research in progress.”(3)

Added to all this was Biasi’s highly personal and faithful engagement with every aspect of Nature. 
Every natural phenomenon, every small or large marvel of creation, aroused (and continues to 
arouse) in him a formidable and innate sense of fascination, which never ceased to accompany 
any moment of his research, helping to differentiate his position from that of his other colleagues 
in the groups; certainly more inclined to theoretical and conceptual comparisons, and more in-
clined to laboratory-like roles, practices, and associations.
This vitalistic interpenetration with the natural world led the young Paduan artist to prioritize 
operational aspects, including executive ones, without neglecting the stimulating philosophical, 
scientific, and ideological debates. Within Gruppo N, Biasi was the continually erupting volcano, 

the machine always in motion, tirelessly consuming theoretical proposals, feverishly translating 
them into concrete results, material activities, objects, or artistic experiments. Although, as we’ve 
already mentioned, he was also capable of transferring his tireless industriousness to theoretical 
discussions and scientific-sociological analyses. Indeed, a good portion of the texts and concep-
tual premises that enabled and accompanied the Gruppo N experience were, above all, his own 
work, and that of Massironi as well. Moreover, his habit of boasting about being the only one 
to have studied and assimilated Croce’s Aesthetics was well known, and also the only one in 
the group with the dialectical weapons to counter the somewhat arrogant claim of divine-right 
supremacy that his Milanese friends did not hesitate to assert on the logical-speculative level. 
Furthermore, despite having also explored real movement—and with remarkable success—and 
despite having grappled with scooters, electrical plugs, sockets, and all those infernal devices that 
seem more reliable in the hands of a mechanic or an electrician, he never stopped considering 
his Gruppo T colleagues as authentic “machine fanatics”. 
Thus, his field of action would remain the confrontation with the natural element throughout his 
life, in an attempt not to reproduce or represent it, but rather to offer interpretations and tools, 
with an absolutely original and autonomous approach; in an attempt to create his own model 
of reality, halfway between the fantastic and the technically and scientifically correct. However, 
a model that cannot and will never be able to ignore its appearance and aesthetic values. And 
indeed, the same argument applies to the cycles developed after the group period: that of the 
“Polytypes”, begun in the late 1960s, in which the variable luministic effects, the formal and ap-
parently structural changes, due to different perceptual stimuli and the luminous gradient, met 
with multiple morphologies, deriving either from the architectural framework of the work, from 
the layout of the pivots that produced the torsion and deviation of the slats, but also from the in-
sertion of parts with painted geometric compositions, or with figurative references and symbols, 
such as eyes, animal types, etc. Generally, these painted components were executed on wood 
panel or on canvas mounted on wood, enhancing and developing the three-dimensional and plas-
tic effect of the entire work. The same symbols, even if less emphasized, more subtly, perhaps only 
subtly alluded to, will occasionally recur in the Master’s last fundamental cycle: the “Assemblages.” 
These improvisations and figurative memories, accompanied by witty and surprising titles, con-
firmed, once again, that the unconventional, light-hearted, irreverent attitude—in short, the Dada 
soul—had never abandoned Biasi’s work, continuing to intertwine, more or less openly, with his 
formal explorations. Likewise, these fresh and lucid works from his final period, the Assemblages, 
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continue to highlight his need to disorientate and lust after the viewer, ensnaring them in a vision 
imbued with atmospheric dynamism, to the point of leading them to imagine spatial expansions 
and transgressions, almost abandoning the traditional components of Kinetic Art, space-time, 
almost indicating a new path, capable, in the final moment, of freeing itself from the temporal 
dimension. Leonardo Conti has very subtly noted that: “…That is, the extraction of time through 
its measurability is possible. Now, in Biasi’s Assemblages this extraction is no longer possible, 
because the assemblage is a thought-image, in which time has become an existential dimension, 
which exceeds any measurability: time has passed through the thickness of thought”.(4)

Biasi’s experience, in these almost fifty years of activity, has continued to connect all the prob-
lems and themes typical of Kinetic Art and Programmed Art, with a deeply rooted phenomeno-
logical conception, and with an irrepressible urgency to recognize and evoke beauty: “Thus, in 
the seventies and eighties, Biasi’s attempt to refer to a singularity and objectivity of the work of 
art will become increasingly evident, moreover supported by a particular plastic and expressive 
consistency, such as to lead it not only towards the fields of perception, or of dynamism and the 
potential of light, but also capable of proposing it as a plastic object in itself; capable of involving 
the spectator, of deluding him, of enchanting him, perhaps even of conditioning him emotionally 
(against all the premises and assumptions of Kinetic and Programmed Art), to return him es-
tranged to the different, but fascinating, territories of fantasy.”(5)

In any case, as we have seen, from the very earliest stages the main interest had certainly been 
that for the virtuality of form (much more, in truth, than the interest in the theme of movement); 
and certainly this premise, as well as some theoretical clarifications expressed and confirmed 
throughout his artistic career, demonstrated assonances, if not even objective confluences with 
the work, in truth more systematic and methodical, of Francisco Sobrino, the Spaniard (natural-
ized Argentine) of the Groupe de Recherches d’Art Visuel, who from his first experiences carried 
forward, with an authentic missionary spirit, the banner of formal decomposition and articulation, 
not in an imaginary and mental sense (Cubism), but in an objective sense, as a founding moment 
of vision. Certainly the Dadaist aspects of Biasi’s work did not concern him, while, even if, “... The 
objective for Yvaral was never the effect, the spectacle, the surprise, but the calculated achieve-
ment of a visual instability, to whose study a calculated contribution was coming from Le Parc, 
who for some time... had been interested in the problems of movement and light in space...”(6), as 
Luciano Caramel would later say, those aspects were largely present in the experiments of other 
members of the Parisian GRAV, such as Morellet, Stein, Vasarely’s son himself, Yvaral, and above all 

Julio Le Parc, who, in the experiences following the years of the “Boites” and of real movement, 
took up again with truly inspired imagination, in the cycles of the Modulations and the Alchimies, 
the theme of displacement and of the objective and spatial illusion of the spectator. A theme also 
dear to Garcia Rossi, but approached and explored by him through paths much more oriented 
toward the ontological dimension of color, perceived as an entity and value in its own right, yet 
possessing all the qualities needed to redefine a new range of visions, linked to the retinal and 
sensorial perception of color-light relationships.
For the Argentine master, the role of the artist was and is more focused on the direction of the 
object than on that of the viewer, who nevertheless continues to be involved in the construction 
of the vision, but because he is strongly guided by the plastic and dynamic potential of color-light.
The theme of the color-light relationship, approached and explored in an almost metaphysical im-
mersion in the universe of pigments, reaching the most intimate and extreme latitudes, by Hugo 
Demarco, as well as by an Austrian artist who has always lived in Italy, Tornquist. As for Demarco’s 
work, the religion of color had led him to formidable insights, first and foremost the discovery of 
“black light” within the forces acting in the dynamic fields of the “Boites lumineuses”: that color-
ed light or luminous color that gave depth and plastic-chromatic meaning to the very dynamism 
within the light boxes. And the same belief, absolute faith... accompanied him throughout his 
journey dedicated to the study of the structural, luministic, and allusive properties of chromatic 
matter. An operation shared, but on a very objective, I would even say scientific, neo-plasticism 
side, by Tornquist himself, who explored all the prerogatives, peculiarities, and potential of the 
new chromatic spectrum. Returning to Italian artists, even if, in truth, all the artists cited carried 
out a certain part of their activity in Italy, an original, absolutely unmistakable interpreter of the 
neo-plastic conception of chromatic dynamism is certainly Benito Ormenese, who from his first 
experiences with the lamellae, in the sixties, up to the “Levitations” and the “Teatrini” of the 
present day, has continued to attempt to take possession of space, through an illusory, iridescent 
three-dimensionality imbued with light.
Meanwhile, with Franco Costalonga, the last Japanese artist left in the jungle of virtual kineticism, 
we return to the very origins of the movement, with an absolute and monastic dedication to the 
principles and motifs of perceptual variability and instability, enriched, however, by a particularly 
creative and inventive curiosity.
We have already mentioned the Milanese Gruppo T, highlighting their predisposition for a com-
ponent of Kinetic and Programmed Art—real movement—which is addressed here only in-
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directly, having favored other aspects and choices. Moreover, the personalities of artists such 
as Boriani and Varisco, and especially Colombo, who was one of the movement’s most widely 
listened to and followed exponents, were such that they influenced all theorizing, and all forms 
of expression and concrete manifestation of Kinetic Art, including its reference to the virtuality 
of the object. Similarly, while the prophet of Gruppo N remains undisputedly Alberto Biasi, to 
fully understand the historical and artistic history of such a crucial association for postwar Italian 
art, one certainly cannot forget the other members—Chiggio, Costa, and especially Landi and 
Massironi—who left behind examples of fundamental significance, both conceptually and opera-
tionally and creatively.
Regardless of the inevitable questionability of certain choices, and the declared specificity of this 
exhibition at the Hermitage, the absence of an artist like Alviani, who has always worked on the 
front of virtuality and illusion, may nevertheless seem surprising. Well, aside from certain personal 
considerations on the historical origins of that experience, the homogeneity of the path explored 
here by artists outside the Groups is, as can be seen, supported by the bond of the texture-color 
relationship: an aspect that seemed to us, in its second component, rather marginal in Getullio 
Alviani’s work.
However, leaving this discussion for another occasion to expand and reopen, here we simply 
confirm that with Alberto Biasi, Kinetic and Programmed Art experienced one of its moments of 
greatest splendor, but also a further phase of transcendence and innovation, without the marve-
lous thread that ties true art to the passage of time ever being broken.

Notes:
(1) Alberto Biasi, from “From Constructivism to Programmed Art?”, in the catalog of the exhibition “Biasi-Perilli” held 
at the Galleria Rosso Vermiglio in Padua, 2006
(2) Marco Meneguzzo, from “Alberto Biasi, a Heretic Among the Orthodox” in the catalog of the exhibition “Biasi-Le 
Parc, the Art of Instability,” held at the Casa del Mantegna in Mantua, 2005, Matteo Editore
(3) Ibidem note no. (2)
(4) Leonardo Conti, from “Alberto Biasi and the Trigger of Thought” in the catalog of the exhibition “Biasi, Works 
1959–2005”, Vigner Institute (San Francesco), Erice, 2005, Il Cigno Editore
(5) Giovanni Granzotto, from “Biasi Le Parc, Towards Fantastic Perception” in the catalog of the exhibition ibidem note 
no. (2) and (3)
(6) Luciano Caramel, from GRAV, in the catalogue of the exhibition held on Lake Como, 1975, Electa Editore
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“Kaleidoscope” appointed to this exhibition seems to me truly representative of the variety 
of the cycles offered in the exposition and of the extraordinary richness of inventions and 
solutions.
But also and above all it expresses an extreme visionary attitude, directed to donate so many 
little and all-changing occasions to an ideal public, who can decipher and enjoy the endless show 
of nature, reality and fantasy.(1)

(1) Giovanni Granzotto, “Kaleidoscope”, from the catalogue “Alberto Biasi a San Vitale, la luce e gli ambienti della 
storia”, Ravenna, 2014

KALEIDOSCOPE

[…] In short, every new text about Biasi becomes the opportunity to deny, or at least contradict 
a little the previous one, because all his own way grants us the possibility to be visited and told 
through manifold angles and facets, which often reflect contrasting if not opposed interpretations.
In this way an essay I wrote in 2003, entitled “Nature, phenomenology, Kinetic Art and Beyond”, 
referring to a text by Dino Formaggio, highlighted the phenomenological aspects of Biasi’s art, 
without forgetting, anyway, to inform the readers that for Biasi any “… coding cannot be enough, 
it appears unsatisfactory and probably inadequate, even misleading. Biasi was certainly one of 
the founders of Kinetic Art and, for what my convictions may count, the best interpreter of 
“Virtual Kinetic Art” in Italy, but he has been even much more and different. Many souls have 
always coexisted in him, producing a varied frontier of incentives, which in turn have urged a 
continuous source of original, often renewing answers…”
In many other later texts, also after some exchange of views with the Maestro, I have tried 
to underline that the Kinetic Art component had never been so decisive in his conceptual 
elaboration, neither in the planning nor in the implementation of the various creative series. 
The only exception perhaps is “Light prisms”, where, however, the sense of spatial trespassing, 
of optical and glowing illusion is still determinant, much more meaningful than the dynamic 
contribution. The consequence is his capability of enchanting the spectators and of leading them 
towards an immaterial dimension. I have often underlined how the term “Programmed Art” was 
much more suitable, in his case, than the recurrent and abused “Kinetic Art”. Yet, today I feel up 
to going beyond the last interpretations, even beyond my few certainties. Today, coherently with 
the infinite contradictions and provocations of his artistic adventure, it seems to me that my 
friend Alberto has never stopped searching for the perfect artwork.
A handiwork that possesses, from time to time, the requisites of perceptive enjoyability, or of 
formal beauty, or of semantic eccentricity, or of manifest unpleasantness, or of the declared 
dependence on mechanistic laws, on intuitions and provoking messages, whose principal 
objective and ultimate aim is lusting and entrapping the onlooker. In perfect opposition to his 
own declarations and to his own generation’s ones, Biasi’s philosophy represents a precise 
evidence of the aesthetic theory, even before the operative, as well as his works absolutely 
beauty.
Ergo, cannot refuse the relationship and the recognition with the meaning of beautiful and it 
has very little to do with so many pages of “conceptual art”, even if very substantial, which 
have conditioned the way of other colleagues of his generation. That is why, then, the title 
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Optical-Dynamic Relief
relief and PVC on board

183x126 cm. /  72x50 in. 1964-1976
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Dinamica Triangolare / Triangular Dynamics
relief and PVC on board
114x119 cm. / 45x47 in.  1978
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Rilievo ottico dinamico / Dynamic Optical Relief
relief and PVC on board

100x100 cm. / 39x39 in.  1966



37

Blue Rain
relief and PVC on board
122x172 cm. / 48x68 in.  2000



39

Tramontana / North Wind
relief and PVC on board
100x120 cm. / 39x47 in.  2000



41

Fantasia 1 / Fantasy 1
relief and PVC on board

100x100 cm. / 39x39 in.  2000



43

Metaforfosi 6 / Metamorphosis 6
relief and PVC on board
100x100 cm. / 39x29 in.  1999



45

Trasparenze / Transparencies
relief and PVC on board

122x85 cm. / 48x33 in.  1978



47

Il quadrato rotola / The Square Rolls
relief and PVC on board

100x100 cm. / 39x39 in.   2000-2008



49

Red Rain Coming Down
relief and PVC on board

100x100 cm. / 39x39 in.  1996



51

Variabile / Variable
acrylic and PVC on board
100x100 cm. / 39x39 in.   2005



53

Dinamica visiva / Visual Dynamics
relief and PVC on board

102x70 cm. / 40x27 in.  1961-1967



55

Dinamica triangolare / Triangular Dynamics
relief and PVC on board
100x116 cm. / 39x45 in.  1999



57

Si muove su e giù con te / It moves up and down with you
relief and PVC on board
66,5x66,5 cm. / 26x26 in.  2019



59

Arzigogolo / Scribble
mixed media on canvas

100x127 cm / 39x50 in. 2009



61

Parallele al centro / Parallels to the Center
mixed media on canvas

180x130 cm. / 71x51 in.  2006



63

Gabbiano / Seagull
mixed media on canvas

100x97 cm. / 39x38 in.   2006



65

Acrobats Ready to Pirouette
mixed media on canvas
180x195 cm. / 71x77 in.  2004



67

Equalizzazione dinamica / Dynamic Equalization
relief and PVC on board
61x61 cm. / 24x24 in.  2000



69

Separati in parallelo / Separated in Parallel
relief and PVC on board

48x28 cm. / 19x11 in.  2014



71

Drops of Fire
relief and PVC on board

53x37 cm. / 21x14 in.  2012



73

Cinque torsioni / Five Torsions
acrylic and PVC on board
each piece measures aproax. 33 to 37 cm diagonal / 13 to 15 in. 2025



75

Green Polytype
relief and PVC on board

20x23 cm. / 8x9 in.  1985



77

Abbraccio caloroso / Warm Hug
relief and PVC on board

20x23 cm. / 8x9 in.  1981



79

Minimo / Minimum
relief and PVC on board

20x24 cm. / 8x10 in.  1985



81

Torsioni (in due strati sovrapposti) / Torsions (in two overlapping layers)
relief and PVC on wood

87x60x7 cm. / 34x24x3 in.  1985



83

Dinamica Double Face
relief and PVC on wood

154x54x10 cm. / 61x21x4 in. 1998



85

Vedo rosso / I See Red
mixed media on canvas

90x94 cm. / 35x37 in. 2003
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BIOGRAPHY
Curated by Marta Previti

Alberto Biasi was born in Padua on 2 June 1937. During the war he moved for a short period to 
his paternal grandmother’s in Carrara San Giorgio, a small village near Padua. A motherless or-
phan, at the end of the war he returned to Padua where he went to junior and secondary school 
and later enrolled in the classical high school. His attitude towards art disciplines, however, 
impelled him to complete his high school art diploma and to enrol, in 1958, in the architecture 
institute in Venice and, in 1962, the higher industrial design course.
In this period he taught drawing and art history in state schools and, from the early 1970s until 
1988, he was professor of advertising graphics in the Padua professional institute. His career in 
art coincided with the formation of the Gruppo Enne, an association of students of architecture 
with whom Biasi took part in such art events as the IV Biennale Giovanile d’Arte di Cittadella, 
where he was awarded a prize conferred by Virgilio Guidi. In 1960 he took part in the series of 
exhibitions at the Galleria Azimut in Milan, and with Enrico Castellani, Heinz Mack, Piero Man-
zoni, and Manfredo Massironi he exhibited in the show La nuova concezione artistica organised 
at the Circolo del Pozzetto in Padua. 
During his frequent visits to Milan, at the time the crossroad of internationally-knoen artists, 
Biasi and Massironi developed the idea of founding the Gruppo N, that in a short time was to 
become a protagonist of the main national and international shows of Kinetic art. Besides open-
ing a gallery in Padua, the Gruppo N joined the movement “New Tendencies” and exhibited at 
Zagreb, Paris, and Venice, coming into contact with other European experimenters. In 1962 the 
Gruppo N exhibited in the travelling show Arte Programmata – a title referring to computer 
software – organised by Bruno Munari and hosted in the Olivetti shops in Milan, Rome, and 
Venice, and in galleries and museums in London and America. In 1964 the Gruppo N was invited 
to the XXXII Venice Biennale and, in the following year, the MoMA, New York, to take part in 
the famous show The Responsive Eye.
The brief history of the Gruppo N concluded in September 1964, despite the attempt by Biasi 
to create in the following year, together with Landi and Massironi, the Gruppo Enne 65. In 1967 
the Stzuki museum, Łódź, devoted an important retrospective show to the Gruppo N, which 
was presented by critical essays by Giulio Carlo Argan and Umbro Apollonio. After these group 
experiences, Biasi continued alone with his art, taking up coherently the results already achieved 
and bringing them up to date with new expressive solutions. His artistic output was constantly 
turned towards perceptive inquiry, through series of works and investigated problems relative 
to visual perception and interaction with the work. In 1959 Biasi began as an artist with his 
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Trame, the results of his observation of nature and consisting of the superimpositions of perfo-
rated paper, cotton gauze, and metallic mesh which, by creating a modulated network, interact 
with the light to generate an optical-kinetic effect.
Another result of visual effects were the optical-dynamic Rilievi, created by superimposing two 
levels in which the first consisted of bladed structures that, distanced from each other, create 
segments from which there emerges the image of the second level, often represented by linear 
or curved forms. Only with the participation of the viewers do these works give up their dyna-
mism and their continuous mutation. The same phenomenon comes about in the Torsioni, these 
too studied to “provoke” the eyes of those who look at them. Made with blades that converge 
towards the centre, these works create an optical dynamxism that stimulates the viewers to 
shift their own viewpoint. 
Again from the early 1960s, Biasi began to plan the Ambienti, works that wedded together with 
the exhibition space to completely enclose the public which became an “actor” and part of the 
work. If with Light Prisms the spatial dimension is constituted by rays of coloured light activated 
by electrical motors, in such other environments as Eco and the triptych Io sono, tu sei, egli è, 
the public is called on to take part and to interact directly with the installation.
From the 1970s the artist developed a new personal language through the Politipi, characterised 
by their geometric forms and shimmering colours, to which in the 1990s he juxtaposed painter-
ly inserts with figurative allusions. In about 2000 he began the series Assemblages, in which Biasi 
juxtaposes and joins various canvases which are then “assembled” together and find a balance 
in their own “breaking point”. These three-dimensional works in a dialogue with space, with an 
apparent rigidity of geometric forms and of a uniform colour, transmit, however, a sensation of 
irregularity given by the blades that violently enter to become a part of the work, interrupting 
the homogeneity of the painted part. Alberto Biasi’s art research continues after almost sixty 
years thanks to the redevelopment of formal solutions that continue to offer new possible read-
ings of his art, a visual art that transmits awareness and knowledge through the eyes.
He has taken part in numerous group shows and important national and international exhibi-
tions, such as the XXII and XLII Venice Biennales, the X, XI, and XIV Rome Quadrennials, the 
XI Sao Paolo Biennale, and various well-known graphic biennales, and has received such awards 
as that of the World Print Competition ’73 of the California College of Arts and Crafts in 
collaboration with the San Francisco Museum of Modern Art. Tributes have been made to his 
artistic activity by Italian and foreign private galleries and public museums, such as the Muzeum 

Sztuki, Łódź, il Museo Civico agli Eremitani, the Hermitage, Saint Petersburg, the Museu Diocesà, 
Barcellona, Palazzo Ducale, Urbino, Palazzo dei Priori, Perugia, MACBA in Buenos Aires, MAC, 
Santiago in Chile, MARCA, Catanzaro, Palazzo Reale, Genoa, and Palazzo Pretorio, Cittadella. 
The artworks by Alberto Biasi are part of the most beautiful and authoritative Italian and foreign 
public and museum collections, among which the Museum of Modern Art, New York, the Galle-
ria Nazionale, Rome, the Hermitage, Saint Petersburgthe Centre Pompidou, Paris, and the Peggy 
Guggenheim Collection, Venice, as well as many other prestigious exhibition venues.
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SOLO EXHIBITIONS

2025
- Alberto Biasi, Dep Art Out, Ceglie Messapica (Brindisi) 
- Alberto Biasi. Politipi, Dep Art Gallery, Milano. A cura di Federico Sardella
- Alberto Biasi: la danza della luce, Museo San Fedele, Milano

2023
- Alberto Biasi. Dinamica Ecologica, Cardi Gallery, London (England)
- Alberto Biasi. DinamicaMente dagli anni sessanta ai giorni nostri, Galleria Poliart, Milano

2022
- Alberto Biasi, Tornabuoni Art, Firenze
- Alberto Biasi, Tornabuoni Art, Paris

2021
- Alberto Biasi. Tuffo nell’arcobaleno, Museo dell’Ara Pacis, Roma. 
- Dare visibilità all’invisibile, M77 Gallery, Milano. A cura di Alberto Salvadori

2019
- Alberto Biasi. Tra realtà e immaginazione, Palazzo Ferro Fini, Venezia
- Alberto Biasi. La materia della visione 1959-2019, Scuola Grande della Misericordia, Venezia. 
- Alberto Biasi, Tornabuoni Art, Paris

2018
- Alberto Biasi. Op Art, Ravizza Brownfield Gallery, Honolulu (Hawaii)

2017
- Alberto Biasi / Agostino Bonalumi. Avanguardia senza fine 1959-2013, Galleria PoliArt, Milano. 
- Torsioni e Assemblaggi, Piero Atchugarry Gallery, Garzón (Uruguay)
- Alberto Biasi, Tornabuoni Art, London

2016
- Alberto Biasi - Light Visions. Visioni leggere, visioni di luce, Dep Art Gallery, Milano

- Alberto Biasi: gli ambienti, Palazzo Pretorio, Cittadella (Padova). A cura di Guido Bartorelli
- Alberto Biasi: a dynamic meditation, GR Gallery, New York

2015
- Alberto Biasi, In the eye of the beholder, MDZ Art Gallery, Knokke-Heist (Belgium)
- Alberto Biasi, Una nuova ottica 1959-2015, MARCA – Museo delle Arti Catanzaro, Catanzaro. 
- Alberto Biasi, Sui confini della luce, Galleria Allegra Ravizza, Lugano (Swiss)
- Alberto Biasi, AMS Marlborough Gallery, Santiago de Chile
- Alberto Biasi, Tornabuoni Art, Paris
- Alberto Biasi. Unlimited perception, De Buck Gallery, New York
- Alberto Biasi y Jorrit Tornquist. De la luz a la imagen, MAC – Museo de Arte Contemporaneo, 
Santiago de Chile

2014
- Alberto Biasi. Exordiri/le Trame, MAAB Gallery, Milano
- Alberto Biasi. Optical/Dynamic 1959-2012, The Mayor Gallery, London
- Alberto Biasi, Dinamismo virtuale, Galleria d’Arte L’incontro, Chiari (Brescia)
- Alberto Biasi a San Vitale. La luce e gli ambienti della storia, Museo Nazionale di Ravenna e Mau-
soleo di Teodorico, Ravenna
- Alberto Biasi, MDZ Art Gallery, Knokke-Heist (Belgium)
- Alberto Biasi y Jorrit Tornquist. De la luz a la imagen, MACBA, Buenos Aires

2013
- Alberto Biasi, opere dal 1959 al 2013, Galleria Allegra Ravizza, Lugano (Switzerland)
- Alberto Biasi, Fondazione Šutej, Motovun (Croatia)
- Alberto Biasi. Rilievi ottico-dinamici, Dep Art Gallery, Milano

2012
- Prismi e ombre, Torrione Passari/Chiesetta della Morte, Molfetta (Bari). - Alberto Biasi. Cinque 
grandi opere, Galleria Allegra Ravizza, Milano
- Alberto Biasi. Politipi, MAAB Gallery, Padova
- Il senso c’è e si vede…, Perl’A Gallery, Venezia
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- Alberto Biasi, Fondazione Zappettini, Milano

2011
- Alberto Biasi. Gli anni ’60 gli anni 2000, Narodni Muzej Slovenije, Metelkova (Slovenia)
- Alberto Biasi. Oeuvres 1959-2008, Galerie Messine, Paris
- Alberto Biasi. Ricerca dal Gruppo Enne all’ottico-cinetico, Galleria Allegra Ravizza, Milano
- Alberto Biasi allo Studio GR, Studio d’Arte G.R., Sacile (Pordenone)
- 50° della Mostra “Arte è pane... Pane è arte” (1961-2011), Centro Culturale Altinate – San Gae-
tano, Padova
- Alberto Biasi e Jorrit Tornquist, Galerie Leonhard, Graz (Austria)

2010
- Gruppo N “a porta chiusa: nessuno è invitato a intervenire” /11-13 dicembre 1960-2010, Allegra 
Ravizza Art Project, Milano

2009
- Alberto Biasi. Vedere in dubbio, Galleria PoliArt, Milano
- Arte Scienza Progetto Colore, Museo Civico di Santa Caterina, Treviso
- Alberto Biasi dall’arte programmata al caos, Colossi Arte Contemporanea, Brescia
- Alberto Biasi, Kaleidoscope: dalle trame agli assemblaggi, Palazzo Reale, Genova
- Il Gruppo N. Oltre la pittura, oltre la scultura, l’arte programmata, Villa Carpegna, La Quadriennale, 
Roma
- Gruppo N. Ricerca, invenzione, progetto, Galleria Valmore, Vicenza

2008
- Alberto Biasi e l’occhio a nord est, Palazzo delle Contesse, Mel (Belluno)
- Alberto Biasi, opere dalla Collezione Prestini, Osservatorio d’Opera, Brescia
- Alberto Biasi scultore, Fioretto Arte Contemporanea, Padova
- Movement as a message_ Alberto Biasi Between History and Topicality, Národní Galerie, Praha 
(Czech Republic)
- Alberto Biasi, la forma programmata, Libreria Ferrarin, Legnago (Verona)
- Rilievi ottico-dinamici, Galleria Dep Art, Milano

2007
- Alberto Biasi. La concezione dinamica, Galleria Milly Pozzi Arte Contemporanea, Como
- Alberto Biasi. L’immaginazione: il movimento, lo spazio, Galleria Nazionale dell’Umbria, Palazzo dei 
Priori, Perugia
- Alberto Biasi ¡settanta!, Museo Nazionale di Villa Pisani, Stra (Venezia)
- Alberto Biasi, la imaginació: el moviment, l’espai, Museu Diocesà, Barcelona
- Alberto Biasi, visioni dinamiche, Galleria del Liceo Artistico, Treviso
- Alberto Biasi, il cinetico, Casa Cillo, Cappella Maggiore (Treviso)

2006
- Alberto Biasi, Cinetismo e arte programmata. La mostra dell’Ermitage di San Pietroburgo, Loggiato 
San Bartolomeo, Palermo
- Alberto Biasi, Galleria PoliArt, Milano
- Alberto Biasi: testimonianze del cinetismo e dell’arte programmata in Italia e in Russia, The State - 
Hermitage Museum, Saint Petersburg 
- Dal costruttivismo all’arte programmata?, Galleria Rossovermiglio, Padova
- Alberto Biasi, Non solo minimi, Galleria d’arte Tarozzi, Pordenone
- Alberto Biasi, fra percezione e immaginazione, Studio d’Arte GR Sud, Caserta
- Alberto Biasi. Immagini dagli occhi, Studio F22, Palazzolo sull’Oglio (Brescia)
- Alberto Biasi, Galleria Van Sent, Ancona

2005
- Oltre l’instabilità, Galleria PaciArte, Brescia
- L’arte dell’instabilità, Casa del Mantegna, Mantova
- Alberto Biasi. Opere 1959-2005, Fondazione Ettore Majorana, Erice (Trapani)
- Biasi – Licata, Una generazione fra utopia e sogno, Parlement européen, Bruxelles
- Biasi – Licata, Una generazione fra utopia e sogno, Istituto di Cultura, Ambasciata d’Italia, Berlin
- Biasi & il Gruppo Enne, Galleria d’Arte Serego, Verona

2004
- Alberto Biasi, Galleria PoliArt, Milano
- Alberto Biasi, Palazzo Ducale, Urbino
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- Alberto Biasi, Fidesarte, Mestre (Venezia)
- Alberto Biasi – Julio Le Parc, Palazzo Regazzoni-Frangini-Biglia, Sacile (Pordenone)
- Alberto Biasi – Julio Le Parc, Museo Civico d’Arte Moderna e Contemporanea, Arezzo

2003
- Biasi – Le Parc, La nouvelle révolution française et italienne des artistes latins, Maretti Arte, Monaco
- Alberto Biasi. La concezione dinamica. Percorsi recenti, Musei di San Salvatore in Lauro, Roma

2002
- Alberto Biasi, luce viva, Castello di Boldeniga, Boldeniga (Brescia)
- Alberto Biasi, Galleria Cardelli e Fontana, Palazzo Civico, Sarzana (La Spezia)

2001
- Alberto Biasi, Opere 1962-2000, Galleria Rino Costa, Casale Monferrato (Alessandria)
- Trasposizione, Loggiato di Palazzo della Ragione e Piazza delle Erbe, Padova

2000
- Soffio di colore, Loggiato di Palazzo della Ragione, Padova
- Alberto Biasi. Ricognizioni e oltre, Fioretto Arte Contemporanea, Padova
- Cerca un altro titolo, Galleria Cardelli e Fontana, Pietrasanta (Lucca)
- Alberto Biasi, Galleria Palladio, Udine

1999
- Biasi: arte cinetica e oltre dal ’60 al 2000, Valmore Studio d’Arte, Vicenza
- Alberto Biasi: acquerelli e altro, Galleria Vasquez, Padova
- Alberto Biasi, Ca’ Lozzio Incontri, Oderzo (Treviso)

1998
- Alberto Biasi: acquarelli come fiori, P4 Arte, Brescia
- Alberto Biasi, San Biagio Galleria d’Arte Contemporanea, Matera
- Accordi di luce, Galleria del Teatro, Parma
- Alberto Biasi, i colori dell’anima, Galleria Civica, Riva del Garda (Trento)

1997
- Alberto Biasi, Galleria Melesi, Lecco
- A. Biasi, Forme Inquiete, Chiesetta dell’Angelo, Bassano del Grappa (Vicenza)
- Alberto Biasi, I colori dell’anima, Oratorio di San Rocco, Padova

1996
- Incontro con le opere di Alberto Biasi, Galleria Rino Costa, Casale Monferrato (Alessandria)
- Biasi & Biasi, Galleria Civica al Montirone, Abano Terme (Padova)

1995
- Biasi e il Gruppo N, Villa Pisani, Stra (Venezia)

1994
- Omaggio ad Alberto Biasi, XXVII Premio Vasto, Vasto (Chieti)
- Incontro con le opere di Alberto Biasi, Agorà, San Giovanni Lupatoto (Verona)

1992
- Biasi & Biasi: dopo il periodo del gruppo enne e opere recenti, Galleria Melesi, Lecco
- Biasi & Biasi: multipli e cinetiche del periodo del gruppo enne, Galleria Melesi, Lecco
- I politipi di Alberto Biasi, Galleria Contemporanea, Padova
- Alberto Biasi, Galleria Lo Spazio, Brescia
- Insieme, Castello Inferiore, Marostica (Vicenza)

1991
- Opere su carta di Alberto Biasi, Galleria Cristina Busi, Chiavari (Genova)
- Alberto Biasi: opere dal 1970 al 1990, Arte Struktura, Milano

1988
- Alberto Biasi. Antologica, Museo Civico agli Eremiani, Padova

1987
- Alberto Biasi, Accademia dei Concordi, Rovigo
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- Alberto Biasi, Galleria Ariete, Lecco

1986
- Alberto Biasi, il ciclo dei politipi, Galleria La Chiocciola, Padova

1984
- I minimi, Galleria Adelphi, Padova
- Arte Concreta, Palazzo del Ridotto, Cesena
- Biasi e i multipli, Centro Culturale Sincron, Brescia
- Visualità provocata, Creart, Udine
- Galleria Cristina Busi, Chiavari (Genova)

1983
- Linguaggio e comportamenti della ragione, Palazzo Crepadona, Belluno
- Alberto Biasi. Politipi, disegni, grafiche cinetiche, Studio Racconigi, Racconigi (Cuneo)

1982
- Convergences Cinétiques, Musée Départmental des Vosges, Épinal (France)
- Palazzo del Ridotto, Galleria Comunale d’Arte, Cesena

1981
- Evo-Medio-Art, Castello di Marostica, Marostica (Vicenza)
- Nel luogo del Palladio, Basilica Palladiana, Vicenza

1979
- Gruppo enne, Galerie Annasäule, Innsbruck
- Alberto Biasi. Una raccolta di opere dal 1961 al 1979, Galleria La Chiocciola, Padova
- Alberto Biasi, Galleria Verifica 8+1, Mestre (Venezia)
- Alberto Biasi, Art Research Center, Kansas City

1978
- Strutture cinetiche e progetti, Centro del Portello, Genova

1977
- Poesie per gli occhi, Galleria Barradue, Ascoli Piceno

1976
- Antologica, Padiglione d’Arte Contemporanea, Ferrara
- Alberto Biasi, Galleria RS, Como
- Alberto Biasi, Galleria Il Chiodo, Mantova

1975
- Alberto Biasi: dinamiche e politipi, Galleria A, Parma

1974
- Alberto Biasi. Politipi und serigraphien, Galerie Latzer, Kreuzlingen (Swiss)
- Alberto Biasi Galleria Il Cavallino, Venezia
- Alberto Biasi, Galleria Arte Verso, Genova

1973
- Alberto Biasi, Galleria Peccolo, Livorno
- Alberto Biasi, Galleria La Chiocciola, Padova
- A. Biasi. Disegni, piccoli formati, serigrafie cinetiche dal 1960 al 1973, Galleria Fiamma Vigo, Roma
- A. Biasi. Disegni, piccoli formati, serigrafie cinetiche dal 1960 al 1973, Galleria Numero, Venezia
- Alberto Biasi: dinamiche, multipli e politipi, Galleria Il Gelso, Lodi
- Alberto Biasi: multipli, Galleria ST, Mantova

1972
- Alberto Biasi, Galleria Vinciana, Milano
- Alberto Biasi, Galleria La Chiocciola, Padova
- Alberto Biasi, Galleria Sincron, Brescia
- Alberto Biasi, Muzeum Sztuki, Łódź (Poland)

1971
- Alberto Biasi, Galerija Suvremene Umjetnosti, Zagreb (Croatia)
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- Strutture ottiche di Alberto Biasi, Galleria Images 70 Alpha Zero, Abano Terme (Padova)
- Alberto Biasi, Galleria Ferrari, Verona
- Alberto Biasi, Tizian Gallery, New York

1970
- Alberto Biasi, Galleria La Chiocciola, Padova
- Alberto Biasi, Galleria Il Segnapassi, Pesaro
- Serigrafie cinetiche di Alberto Biasi, Galleria Adelphi, Padova

1967
- Grupa N, Muzeum Sztuki, Łódź (Poland)
- Grupa N, Muzeum Slaskiego, Wroclaw (Poland)

1965
- Enne ’65, Galleria La Polena, Genova
- Enne ’65, Galleria La Chiocciola, Padova

1964
- XXXII Esposizione Internazionale d’Arte. La Biennale di Venezia, Venezia

1963
- Groupe N, Studio F, Ulm (Germany)

1961
- Invio di pitture nere, Premio Marche, Ancona
- Alberto Biasi del gruppo enne, Studio Enne, Padova
- Mostra del pane, Studio Enne, Padova

1960
- Mostra chiusa, nessuno è invitato a intervenire, Studio Enne, Padova
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