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Interview:
Renato  
D’Agostin

You know it’s a D’Agostin when you see it. Born in 

Venice, 1983, photographer and artist Renato D’Agostin 

has accomplished an impressive international career. 

But most importantly, he has successfully established a 

highly identifiable visual language: isolated subjects, 

layered architectural compositions and an intellectually 

satisfying sense of silence and abstraction.

D’Agostin’s work combines traditional darkroom 

virtuosity with contemporary photographic expression. 

His prints carry the unmistakeable texture and tonality of 

masterful silver gelatin printing.

We interviewed Renato to learn about his thoughts on 

photography, book-making and future projects.
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Portrait by Kyle Myles

Can you tell us about your 
book-making process? How do 
you fine tune your project ideas 
and then execute them?

Books have become essential 
to my work since I started to 
see them as a natural extension 
of the photographic process. 
What interests me is the fact that 
a book preserves the project 
in time without being revisited 
or interpreted based on factors 
that usually come into play in 
exhibitions, such as selection, 
curation, installation and space 
considerations. Books remain 
identical for eternity. Without the 
possibility of being changed over 
time, they retain all the choices 
the photographer made at the 
time of the process. As such, they 
belong to that certain moment, 
but they keep being experienced 
by the viewer as well as the 
photographer later and under 
different nuances of light. I came 
to a point that before starting a 
new photographic project I start 
thinking about the book itself, 
and while shooting I try to keep 
the layout of the future book in 
mind.

You appear have a pretty 
impressive photography book 
collection. If your house was 
on fire and you could only save 
one book, which one would it 
be and why?

I think they would find me burnt 
in front of the bookshelves still 
thinking about which one to save! 
Jokes apart, I would probably 
pick the 1972 copy of A Hunter 
by Daido Moriyama, one of 
those books that made me fall in 
love with Japanese photography 
and made me go to Tokyo and 
see how I could shoot there. 
Another one would be the 1965 
copy of Milano by Carlo Orsi.

You seem to be able to shift 
effortlessly from B&W to colour. 
How do you change your mind-
set?

Colour has been a quite recent 
approach in photography for me. 
Black and white and its connec-
tion with the physical process in 
the darkroom, from development 
to printing, has always played a 
major part in my photography. I 
find it closer to the ‘visual silence’ 
I like to find in my work. Recently, 
for several reasons, I’ve used col-
our for certain projects. The most 
recent one, for example, which is 
about to be a book on the Mon-
umental Garden of Valsanzibio. 
Being a garden, the answer was 
immediate, and I chose colour. 
When I start working on a new 
project, I immediately decide if 
it will be in black and white or 
colour, and the approach to it 
follows this decision. Shooting 
in one way or the other changes 
enormously what will drive my 
eye and how I will determine the 
architecture of the image.
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Are there any points in your 
life that you could say were 
a ‘lightbulb’ moment in your 
photography?

When I was 22 and already 
at full speed in my passion for 
photography, I was looking for 
the dots to connect, or at least to 
start aligning them. I was looking 
for a photograph that could 
take me to the next dot. I was in 
Paris, in a museum and a series 
of lines of the architecture in the 
space suggested to me a correct 
composition. I realized that by 
compressing the layers of reality 
I was entering a zone of isolation 
from everything else around, 
focusing on a few elements and 
leaving room for silence. This 
became my approach to pho-
tography and, even now, I look 
for that relation between layers 
of what is in front of my eyes and 

what the subject can become 
if distilled and dislocated from 
reality. 
Years later, when in Los Ange-
les shooting for a new series, I 
shot what has been so far my 
favourite photograph from all my 
work: the jumping man, which 
is actually a man on a swing in 
Santa Monica. By positioning the 
focus of the image in a precise 
spot, I put the focus slightly out 
on the contours of the subject, 
leaving him floating in the air, 
letting my imagination or the 
viewer’s find its own path of 
interpretation.  When back in the 
darkroom I didn’t print it right 
away, it took me a few days to 
test it. The subject pushes towards 
the back of the image, almost 
escaping from the photograph 
itself. I found a sense of infinity 
and eternal symmetry in it that I 
was looking for. 
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Can you tell us more about your 
most recent book Proxemics? 
What prompted you to see this 
publication through to comple-
tion?

Proxemics has been an amaz-
ing experience with The M 
Editions, the French publisher 
who did a great job in finding 
an alternative way to present 
my work. Proxemics is the study 
of human use of space. I often 
talk about my photography as 
intimate distance and I found 
Proxemics as a suitable title for 
putting together a collection of 
photographs that, disconnected 
from the location or the series to 
which they belong, enter into a 
dialogue together. They belong 

to the same suspended dimension 
I try to create in my imagery. The 
M Editions suggested printing on 
black paper, with white ink. I was 
initially scared by the process 
as I was not sure how my heavy 
contrast images would render 
using such a technique, but once 
I saw the result, I was speechless. 
The usual way to see a book is 
to have the black ink to slightly 
reflect the light around you. In 
this case, the black portion of the 
image is the matte black paper, 
therefore the feeling of images 
that had already been printed 
before, changed drastically, in a 
positive way. The whole project 
has rendered my imagery in a 
new dialect of the same visual 
language.
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I’ve never done it before. For this 
project about Provence, colour 
darkroom work will allow me to 
study tonalities in the depth I feel 
necessary to bring out colours as 
part of the subjects.

What does the future hold for 
your photography projects? Do 
you have any new book or ex-
hibition projects in the pipeline?

The Valsanzibio book will be 
presented in September 2017 
and will mark a new path for the 
way I experience my photogra-
phy. From the layout of the book 
to the subject, my work has been 
questioned and I find that very 
exciting. The Provence project 
and book add to that feeling 
and I will continue working on 
it over the coming months and 
plan to present it next year. 
Also, in the immediate future I’m 
working on a new book together 
with Vittoria Gerardi, a great 
photographer and my girlfriend. 
The project will be called Dirt and 
will come out as an accordion 
book, with a series of photo-
graphs I shot at a Demolition 
Derby in Utah, USA and a series 
of photographs she shot in Death 
Valley, California. Dirt will evolve 
around the idea of extremity and 
violence; human violence with 
the carcasses of the cars at the 
Derby and natural violence with 
her interpretation of the desert.

What music do you listen to in 
the darkroom?

I listen to music at every step of 
my photography: when I shoot, 
when I print and when I edit for 
books. When I shoot and print, I 
usually listen to music in a loop. 
I find something I like and I insist 
on it, to keep searching that path, 
almost ending up exhausted by 
it. I range from classical to hard 
rock, but nothing outside of this. I 
find a common pattern between 
the two…and some variations 
between  them. 

When I am at the final stage of 
finding the sequence for a book, I 
always listen to the same compo-
sition that has been haunting me 
for many years, by an Estonian 
contemporary composer. I find it 
to be the closest music to silence, 
a music that shortens distance 
and, according to my senses, the 
perfect rhythm for balancing my 
visual pattern.

www.renatodagostin.com

Will you lean more towards 
colour photography and colour 
printing in the future? If so, 
why?

In the past two years, I’ve shot 
more colour than black and 
white. It has been an exciting 
process and I’ll continue experi-
menting with it, but I also feel like 
I want to get back to black and 
white soon; after I complete a 
new project I’m working on right 
now about Provence, France. This 
project is in colour and will take 
me into the colour darkroom, 
which I’m looking forward to as 


