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Ingredients:
1 small squid, about 15 cm long

1 persimmon
Half a handful of pomegranate kernels 

(raspberries can be substituted) and a few rose petals
Chunky shavings of pecorino cheese 
Lemon filaments
Fresh thyme or marjoram

 squid in 
persimmon 

puddle

Presented by Benedetta Bruzziches

Pizza’s Recipes

Elisa Cambioli
Photo Claudia Pozzoli
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Start by preparing the squid: make 8 small diagonal cuts in the head. 
Grill the head first and then the tentacles, until crispy.

Once it is well roasted, roll it in the pecorino shavings and add a pinch of thyme 
(or marjoram) and the lemon filaments.

Meanwhile, prepare the persimmon pulp by blending it to a cream: a puddle, 
in fact. Make sure the squid is still hot when you serve it on the persimmon cream. 

Before serving, garnish with the pomegranate kernels and rose petals.

Who is Benedetta Bruzziches?
Benedetta Bruzziches is a handbag.

Where do you come from?
From a theatre-village made of little streets and fountains. Ancient buildings that play 
hide-and-seek and old ladies who speak a funny musical language. A place where, in 
winter, the fog settles on the houses like icing sugar on a cake, and the favourite sport 
is mushroom-hun- ting, but…be advised, silence is compulsory, or they might 
run away. I come from the “joyful republic” of Caprarola.

Where have you chosen to live?
I chose to live in my hometown because I prefer the 
intimacy of a “my dear” to a detached “Sir” or “Madam”.

How did you get into bag design?
Twist in the plot: I meet a man in an elevator and he 
asks me to design bags for his brand in India, so I turn 
myself into a bag designer and I embark on the 
adventu- re. Until then I had worked in clothing and had 
never dealt with bags, but the idyll started there - to the 
point that on a Kafka-esque morning three years ago, I woke 
up turned into a handbag.

Where does the idea come from? How do you go from project to product?
My last collection is about the end of a love story, an idea that I could happily have done 
without… but I was, alas, so immersed in that situation that I couldn’t avoid being 
inspired by it.
The first bag I designed is a shopping tote that looks like a wine flask, you can try to work 
out why!

Do you work alone or in a team?
A most holy team.



How important is your family in what you do?
We are the only “clan” that hasn’t been assigned to the police.

Do you think it is still a value in contemporary Italy?
Of course it is! Especially in Italy, in such hard times as these, family-owned companies 
can take the knocks better.

How strong is the influence of your studio, the people and objects around you, 
Caprarola, Viterbo and Italy on your work?

Entering my studio is like falling into a fairytale. You find yourself faced with 
wooden men, huge Lego constructions, piled-up wardrobes and all those 

characters that come to life and have a riot in the kitchen at night. 
Living in a fairytale allows me to keep telling fairytales.

Which creation are you most attached to?
My little company.

Who are you talking to when you say 
“Thanks for helping young designers to get older”?
I'm thanking all the people who concretely believe in the power 
of youth. From the journalists who publish us because they grow 
fond of our stories, to the buyers who trust us, to the end 

consumer who enthusiastically shows off our work.

What are you working on now?
A theatre play, the search for a new love, and my new collection.

Why did you choose this recipe? How does it represent you?
With the excuse of the interview I asked all the men in my life what recipe, 

in their opinion, best represented me. It was a lot of fun: I thought I was a dish of new 
potatoes, those teeny-tiny ones that you cook with the skin on but only in August; in fact 
I found out I am “penne all’arrabbiata” (according to the love that just ended); a “pasta 

carbonara” because it is simple but you have to know how to cook it and because the 

name recalls Raffaello’s “La Fornarina” (according to the ex who is an artist); 
a pie with all sorts of everything in it (according to the one I always knew was 

Mr. Right, but he just wasn't into me); a Vaccinara style lobster (according to the 
frankly-honest friend); an apple pie (according to the gay friend); tonnarelli cacio 
e pepe (cheese and pepper pasta) (according to the neighbour who used to work 

as a croupier in the clandestine gambling clubs in New York).
In the end, I chose Carmelo Chiaramonte’s recipe (he's the chef friend); a man who lives 

the kitchen as if it was a bedroom, who turned me into a squid because it walks back-
wards and changes colour when it makes love!



For several years now, alternative locations for art 
have been spreading throughout Italy; independent 

spaces often managed by artists for artists. The 
phenomenon is so important and so interesting 

that even an institution such as Artissima 
(the most international art fair in our 

country) has decided to highlight and 
give it visibility through LIDO, a 

dedicated section. I met with 
Christian Frosi, Renato Leotta 

and Diego Perrone, promoters 
and curators, to better 

understand the nature and 
potential of these 

fundamental cultural 
realities.

Where did your interest for 
independent 

spaces come from?
Christian Frosi/Diego Perrone: 

Everything started with the 
“Eroina” project, from the desire to 

do something together, something that 
could put us in a perspective of 

self-education. The project consisted in 
meeting independent artistic realities that 

are active on Italian territory. We could 
mention the different cultural souls of the 

places we traveled through, or the rivers and 
lakes that we didn’t name while crossing them. We 

don’t think that changing things’ names is enough 
to change their geography, but certainly the gaze of 

a farmer towards a mountain peak called “Mount 
Loneliness” would be different if it was called “Thirst 

for Revenge” or “Peak of Truth”.
Renato Leotta: My interest in independent spaces 
doesn’t exist; what does exist is probably just that 

level of awareness that automatically makes me 
consider the alternative, self-organization and a 

certain number of escape routes. That is to say that I 
find the instinctive reaction to a condition more 
interesting than the form it takes. Independent 

spaces, squats, collectives, workers’ movements, 
rehearsal rooms, bars and crews are the forms 
defined by an X number of thinking heads that 

establish a relationship with each other. Nothing 
could be more normal. What is extraordinary is the 

relationship that this form has with the context, 
here defined by a moment in history where we see 

total dissolution of the identity, media formalism and 
communicative precariousness. The independent 

space is nothing other than an example of a reaction, 
perhaps the most epic, because it has some 

characteristics, like the sound of a saber slicing 
through the air and the Mediterranean taste: it is the 

platforms and laboratories that at the moment, in 
Italy, constitute the bone structure for a new 

anthropologic-artistic search, and will presumably 
leave a mark.

What is the current Italian reality?
CF/DP:  many Italian artists are working all over 
Europe; even the scope of intervention of a young 

artist, wherever he comes from, starts as 
international. Italy’s peculiarity is that it is becoming 

a bizarre socio-political experiment, and the 
contexts of excellence in culture and science are 

forced to overlook it without being able to take 
action. We are on the border of a clear generational 

change with a strong ethical awakening, which could 
develop in a much more sensational way here 

than anywhere else.
RL: the Italian reality is a smart version of the 

Mediterranean reality. A fragmented planisphere of 
contradicting elements, joined by the sea and by an 
attitude based on concepts of chemical similarity. I 
don’t even think it would be too much to assume a 

parallelism between the movements that animated 

Art/
    Independent 
     spaces

(Christian Frosi, Renato Leotta, Diego Perrone)

Lido or 
“On Independent 
Spaces for Art”
The true lymph 
of Italian art.

Federica Tattoli
-----------------------------------

Photo Carlo Piro
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the north-African countries and the turmoil that can’t 
be gathered together in one glance at Italy; I think the 

triggering matrix is the same.

Where does the urge to open an independent 
location, an alternative to the usual circuits, come 
from?
CF/DP/RL: The Italian issue has seen a series of 
“distraction techniques” of public opinion about 
politics, taken to extreme consequences. These 
“distractions” proceeded with amazing organization 
and efficiency in our country, and recent evolution in 
media and technology has quickly worn away the great 
propaganda built up in two decades of control by the 
old media. This has also produced, especially among 
the new generations, an awareness and ability to react 
that are much stronger and more urgent than could 
happen in other western countries.
RL: I was talking recently with some friends about the 
models and rules that determine the artistic 
professionalization in the trades and disciplines, 
and the way to destroy them.

How was Artissima Lido born, and what impact has 
it had on the Italian artistic scene?
CF/DP: It was born in cooperation with Renato 
Leotta and Francesco Manacorda. The immediate 
effect of Artissima LIDO was to bring together two 
parallel economic and emotional ways of managing 
art.
RL: LIDO naturally follows the trail of other moments, 
like the first “Family Reunion” gathering organized in 
Catania in 2010, and formally represents the ensemble 
of all focuses, all exchanges and all energies that have 
proliferated by chain reaction in Italy in the last 5 
years. The effect has been a verification of the system, 
an analytical report of studies and archiving.

Isn’t there a risk that this kind of spaces can 
become self-referring?
CF/DP: Behind these realities there is lots of work and 
above all lots of information, but the problem can 
certainly not be excluded.
RL: I don’t see this as a risk.

all photo: Artissima Lido, productions and main characters.



Pure 
portraits

Andrea Artemisio was born on the out-
skirts of Milan. He had never heard of 
Wolfgang Tillmans when he visited, by 
mistake, an exhibition of his work and 

fell in love with photography. He was 18 
years old and decided that taking 
photographs was to be his future. 

He studied and worked as a 
photographers' assistant for 6 years, 

during which he completed his training. 
He lives and works between Milan and 
London and says of himself: “My dream 

is that someone, some day, will define 
me as a hyperrealist. Contemporary 
hyperrealist sculptors have been a 

great source of inspiration from the 
start. I don't want to do anything other 
than describe the people I photograph. 
When I visit an exhibition, I am always 
more attracted to the spectators than 

the exhibits themselves, and so I decide 
to portray people in empty rooms, 

making them become sculptures inside 
a museum.”

Photo: Andrea Artemisio
--------------------------------------------------------

Curator Elisa Cambioli
--------------------------------------------------------

all models by Women Management
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Nika Mazi
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Leonarda Cianciulli: Story of a debility
---------------------------------------------------

Artworks and text Giovanni Dionisi
---------------------------------------------------

Leonarda Cianciulli drew her first breath on 14 Novembre 1893 in Montella, 
and exhaled her last on 15 ottobre 1970 in Correggio.

People who were scared of her called her The Soapmaker.
It is said that she killed three women. And it's not malicious gossip.

---------------------------------------------------
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What she needed more than anything was to feel full.
But it wasn't a purely physical need. It came from inside, from the centre.

It came from there and rose to her brain.
The feeling of satisfaction was pink. Pink, the colour. It was full; full but not clean.

That primal need was a scream. It felt like when she was pregnant. Like a foetus that grows, but 
much faster, and then starts kicking. It lashes out with feet and fists. It kicks until you have to free 
yourself of it, by letting it out. And that's when she realised it was pink. Like skin that covers flesh.

It wasn't a torment. Anything but.
It was a pleasure. Perhaps it was reminiscent of divine ecstasy.

Like a constant orgasm, 
physical, violent and eternal. Why should she have renounced that 

pleasure? Why should she have silenced that need?
It would have been stupid and unnatural.



It was good that she had no sense of guilt. Normal people acquire it in the early years of life. 
The story of original sin. The sense of inadequacy that
 a child feels when it is met with a disapproving frown.

This pantomime did not exist in her. There was no trace of it in her head, there was no trace of 
it in her guts. There was no trace of it in the bones that had held her up all these years.

There was no meaningful look that could dissuade her from doing what would fill up her spirit.
Gaze, fixed and serene. Hands, swift and certain.

There was a malicious calmness, sometimes anxious, in those gestures.

For people who define themselves as normal, being sincere with yourself is not a simple thing.
For her, it was natural. 

Falsity was unthinkable. For her.
In vain every attempt to silence the love that she felt.

That love that perfumed like flowers, it was sweet and thick. Sticky and dark. 
Dark but always sweet. It perfumed like flowers; those flowers that, if left too long in a 
badly-decorated white ceramic vase, begin to lose life. With life, they lose their colour. 

They lose their perfume. They lose their taste.

,   

Bones 



f
a

r
g
a

s

Anna Boni (1922 – 1990)
Occupation: heiress, entrepreneur

 and gambler.

In 1942 she was the first woman to obtain a 
driving licence in the province of Modena.
In September 1945, along with her over-40-year-
old husband, she travelled across bomb-destroyed 
Europe in her Fiat Giardinetta, making a 
photographic documentary of the first attempts 
at reconstruction. The journey ended in Cascais, 
50 kms north of Lisbon, at Villa Italia. King 
Umberto welcomed her on his knees, in tears, 
telling her: “I will die an Italian”.

Luca Spaggiari (1979 - )
Occupation: musician, writer.

In 1995 he founded Fargas, published 2 albums 
and a novel, Nozze di strada, all with terrible 
commercial results.
In 2012 he will see the unsuspected release of 
Resoconto di Immagini Imperfette, his third 
album, on vinyl in just a few hundred copies.

Anna and Luca met because Anna is his 
great-aunt. Their first bonding factor was the art 
of the green table games that Anna taught to Luca 
when he was still an infant. This changed his way 
of looking at everyday life, between survival 
instinct and all-out risk.

Anna: Luca, do you still play bridge?
Luca: Of course I do, that’s the lesser risk!

A: And do you still play music in cellars?
L: Yes, I still play in cellars even though I also 
know recording studios and sound engineers; 
strange stooping beings with deep voices and 
extremely long fingers.

A: Will you manage to publish again, 
or have you stopped?
L: I confess there are certain difficulties. Current 
events don’t help, and friendships are even more 
dangerous and distant. Sure, I would like to do 
more, but time is short and I clench my teeth.

A: So they haven’t banished the Regime yet? I 
remember I travelled around Europe for a whole 
year, at the beginning of the reconstruction. 
Houses were no longer empty and in the bistrots 
they were playing bebop records. The roads were 
full of craters and cannonballs, but we still 
travelled and walked. There were many 
murderers still around, but they were far away, 
disarmed, hidden and maybe naked. Now what 
colours can you see outside?
L: Now it is all grey, all cement and everything 
looks like the Lux cinenews. Anna Magnani no 
longer runs down the street, yelling and 
expecting rifle shots, but people die in the queues 
at the post offices and the banks. They are scared 
of moving and working, shops shut down and they 
don't reopen. There is music everywhere, but it is 
all the same: synthetic and aseptic. Trash is a big 
hit in Naples and on the record labels. 
The Chinese give us jobs, and Mussolini is not 
dead. Did you know that?

A: What do you mean he’s not dead?
L: La Repubblica wrote that he resigned some 
time ago! Claretta left him because he preferred 
to bring younger and fresher girls from Africa. 
D’Annunzio never became Minister of Culture: 

Luca Spaggiari
--------------------------------------------------------

Photo Marco Scozzaro
--------------------------------------------------------

Thanks to Veronica Panati
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they preferred another Prophet, a former 
socialist with a passion for writing poems for 
Vanity Fair.

A: I sense a certain distance between you and the 
current social situation…
L: There is no distance, only diverging opinions. 
Actually, I’m almost satisfied. I take advantage of 
other people’s weaknesses to survive. I never had 
the opportunity, as some of my friends did, to sell 
myself to mass consumption, otherwise I would 
have done it as well, to support my infinite vices 
and my dog. Have you ever seen my dog? She’s 
called Nanda, because she was born on the day 
Fernanda Pivano died.

A: No, I’ve never seen her… So, you were saying, 
you would have sold yourself if you had had the 
chance?
L: Of course, who wouldn’t? The independent 
music, photography and contemporary art 
festivals are the “I wish I could but I can’t” of 
those who have never had the opportunity or the 
ability to go a bit higher and allow themselves a 
real freedom of expression. I belong to them. This 
wide circle of incurable fundamentalists of no-
thing, great admirers of their own failures and of 
their art that imitates the great works of the past.

A: Sounds like you’re biting the hand that feeds 
you.
L: Actually, it hasn’t fed me for a long time. 
They've excluded from that circle as well, 
because I loved alcohol and their women more 
than the opportunities they offered me. I would 
like to tell you some names, aunt Anna, but I can’t; 
because I value the publisher that will run our 
interview, and because many of the artists that 
I’m talking about could be published a few pages 
before, or a few pages after, or they might be 
friends. But you can be sure that I conveyed 
my thoughts to the parties concerned.

A: So why did you agree to be in this publication?
L: Because it is well-produced, because of my ego, 
because it is promotion for future concerts and 
our next album. Am I opportunistic enough?

A: Yes, very much so. I'm not sure if I should 
admire you or feel ashamed of you…

- a few minutes pass by in silence –

A: Do you still have dreams, my little Luca?
L: I don’t daydream anymore, no. But at night, 
yes, lots of dreams. Like the beach. Do you 
remember? That beach near Grosseto, beyond the 
pineforest… There's us and you-know-who, in the 
shade of a veranda. In front of us, just an expan-
se of tiny yellow grains and the scent of the sea. 
Then the wind rises and we move like dunes, toge-
ther with the dunes… Until we disappear.

Then Lucca adds: Aunt Anna…
A: What is it, my dear?
L: I'll pick you up tomorrow and we can go on 
another tour of destroyed Europe.

This interview really happened, sometime, 
somewhere, maybe in between curls of hair lying 
on a pillow.

Fargas are Luca Spaggiari, Davide Canalini, 
Claudio Luppi and Alberto Urbelli. They just 
released their third album. At the moment 
they are on-stage in New York City, and 
when they return they will take their music 
around Italy, suffocated by the noise of re-
construction.

www.fargas.it
www.myspace.com/fargascibodistrada



   Ice, hidden treasures and new ideas for 
a better future

Federica Tattoli
Photo Alan Maglio
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Pizza embarks on a voyage of discovery to 
a historical place in Milan: the Palazzo del 

Ghiaccio (Ice Palace) and the former 
Frigoriferi Milanesi which, from being the 
city’s ice-house and ice-skaters’ paradise, 

became with the Open Care company an 
important centre of attraction for 

everything that has to do with art and 
culture. This historic building hides the most 
cutting-edge restoration workshops, artists’ 

and designers’ studios, fantastic spaces for 
exhibitions and cultural events, and a maze 
of vaults that house treasures belonging to 

private individuals and foundations. The 
exclusive images of Alan Maglio and the 

narration of Francesco M. Cataluccio - 
Frigoriferi Milanesi's curation project 

manager, and of Antonella Crippa - 
Open Care’s scientific manager, accompany 

us on this journey.

What is the history of this place?
Francesco M. Cataluccio: It first opened in 

1899 as a supporting structure to the 
Milanese agro-alimentary supply system. 

It is strongly linked to the city's “nutritional” 
activity: it was a big ice factory for Milan’s 

vegetable market, which is still located 
nearby. The tracks of the Porta Vittoria 

station passed underneath it. Frigoriferi 
Milanesi produced the ice to preserve 

foodstuffs; in the basement were big 
refrigerated storage rooms used for keeping 
food. The ice was also loaded on the wagons 

that delivered goods outside of the city. Then 
in 1923 the machines that had been 

acquired for ice-production were used to 
create what at the time was the biggest 

indoor ice rink in Europe, which was 
constructed next to the main building and 
remained operational until 2002. Until the 
50’s this was what Frigoriferi Milanesi was 

about, but afterwards, when home 
refrigerators became common, the place 

underwent several transformations: 
initially a big egg warehouse (thus keeping a 
link to the vegetable market) and then from 
the 70’s it became a warehouse for furs and 

rugs, and so the big underground 
refrigerators were turned into vaults for the 

safekeeping of artworks and valuables. 

How did it change throughout the years?
FMC: We are talking about a building that is 

over a hundred years old, initially 
dedicated to the production of ice for food 

preservation, then turned into safe storage 
for precious objects, and finally a location 
that hosts artistic and cultural activities.

Following the restoration of the complex by 
the Genoese studio “5+1 Architetti 

Associati”, the shape of the building 
changed drastically. Two years ago, 

alongside the many activities related to art 
and the Bastogi head office (owners of the 

building), Frigoriferi Milanesi became a 
place of art workshops, galleries (including 
Kolima Contemporary Culture which is also 

Nicolai Lilin’s Siberian tattoo studio), 
architecture and design studios (including 
Viapiranesi, directed by Luca Molinari and 

Anna Barbara), two psychotherapy schools, 
one restaurant, a communication agency 

and Greenpeace. In addition, it is the 

Milanese office of Slow Food Italia and the 
rehearsal venue of the Carisch Orchestra. 
The activities are many and varied, but 
that’s why we believe they can launch this 
place into the future. We are convinced that 
many realities working under one roof will 
contribute to the development of new ideas 
and original projects.

What will it become?
FMC: Frigoriferi Milanesi is a unique reality 
in Italy. Firstly, because this is a place of 
preservation and production at the same 
time. A lively venue where many cultural 
activities can be organized and hosted, such 
as concerts, book launches and documentary 
screenings, art exhibitions and conventions. 
We would like this to become a place where 
new ideas for the future are generated, and 
this is truly possible if you don’t specialize 
in just one sector. In our opinion, Italy is 
incomparable worldwide in two fields, and 
these are what we must bet on: one is art 
and culture, and the other is food. The future 
of this country lies in these two areas. The 
big challenge that awaits us is precisely that 
of investing on these sectors so that they 
can express their full potential (something 
which, unfortunately, up to now has been 
done too little). Frigoriferi Milanesi, in its 
small way, can be a laboratory where paths 
can be taken in this direction. Bastogi and 
Brioschi Sviluppo Immobiliare, companies 
that are part of the Cabassi Group, invest 
in this project because they believe that 
construction, today, means imagining and 
designing places with a strong aesthetic and 
cultural imprint, where the quality of life 
and work is better.

Open Care. What does it do?
Antonella Crippa: Open Care is a company 
created for the collectors’ needs, that 
operates in four areas in the field of art 
services. We provide We provide a storage of 
artworks in a very large vault (8000 sqm) 
where we keep paintings, sculptures, 
photographs, documents, jewels and art 
objects. We have a conservation and 
restoration department to take care of 
painted surfaces and pieces made of many 
different materials like contemporary 
artworks, wooden furniture, frames, rugs, 
tapestries, textiles and ancient scientific 
instruments such as astrolabes, telescopes, 
clocks and instruments for temperature 
measurement. We operate in the 
shipping field, moving both single artworks 
and entire collections. Also, we provide art 
consulting services. In particular, our art 
consulting department finds ways to 
value our clients’ goods: some people need 
to understand what it is that they own, 
others would like to sell or buy new pieces 
or are interested in creating small 
exhibitions from their collections. 
To sum up, this is Open Care: the intention is 
for individuals, institutions and companies 
that are responsible for an artwork or a 
collection to have one single partner for 
everything that is required for the 
conservation and valorization of art objects.







Is Open Care a unique reality in Italy?
AC: Open Care is a leader in the field of art 
services.

What excellences have passed through 
Frigoriferi Milanesi and Open Care in these 
years?
AC: In the restoration field, Open Care has had 
the opportunity to take care of truly important 
items such as Giovanni Bellini’s Sacra 
Conversazione Dolfin (Dolfin Sacred 
Conversation) – located in Venice – or the 
clothing collection of the Civic Art Collections 
of the Castello Sforzesco in Milan.
We have contributed to the transportation and 
set-up of exhibitions such as Paul McCarthy at 
Palazzo Citterio (for the Trussardi Foundation), 
Arnaldo Pomodoro at the Marlborough Gallery 
in New York and Bruno Munari at Rotonda della 
Besana; we curated an exhibition of the 
Olivetti collection for the Telecom Italia 
company. Among our clients are people who 
own and preserve great patrimonies; I am 
thinking of FAI (Fondo Ambiente Italiano – 
Italian Environmental Foundation) that 
entrusted us the restoration of the furniture of 
Villa Necchi Campiglio, a jewel of the Milanese 
architecture of the 1930’s. I am also thinking of 
the restoration of Napoleon Bonaparte's 
coronation cape (now in the Risorgimento 
Museum in Milan), of Bacco e Arianna by 
Sebastiano Ricci, of a fragment of Tabriz’s 
“Hunting Rug” in the Poldi Pozzoli museum in 
Milan. Amongst others: the Pirelli Company’s 
affiches and the clothing patrimony of the 
Maison Mila Schön, the scientific editing of the 
artwork inventory for the Cariplo Foundation 
Collection - published online and today available 
to anyone who wishes to study the Foundation’s 
patrimony– and finally, the charity auction 
organized for the High Commission for Refugees, 
the UNHCR.
FC: The cultural activity of Frigoriferi is quite 
recent, but taking advantage of the splendid 
location of the Palazzo del Ghiaccio and the 
newly restructured spaces, we have organized 
concerts and meetings that would be too long 
to list here. Amongst the recent ones, a piano 
concert by Edna Stern, a great Belgian-Israeli 
pianist who played in the big glass and steel 
vault from the 1920’s. Our excellences are l
inked to experimentation with these venues; 
we like to challenge them, as in the case of the 
theatre show Caino by the Val d’Oca Theatre 
with Danio Manfredini - a kind of medieval 
theatre. Or the Cesare Picco concert for which 
we hosted people like Mimmo Cuticchio and 
Marco Baliani, but also trade shows like So 
Critical So Fashion, and larger events such 
as the Communication Week and the Elephant 
Parade. 
In conclusion, all the realities hosted by 
Frigoriferi Milanesi are already examples of 
Italian excellence: one example above all is Slow 
Food.     



designer’s new Milanese atelier, planned and 
designed by the artist Paolo Scheggi. 
Feeling the need of more air and light in her 
workspace, Germana Marucelli left the 
historic atelier of Corso Venezia 18 to move 
to number 35, on the opposite side of the 
road. The old dressmaking workshop, 
formerly Ventura’s house, was in line with 
the French-styled fashion showrooms of the 
time: luxurious, full of frills and baroque. 
Paolo Scheggi, on the other hand, created a 
completely innovative environment for 
her: he emptied the space to create a neutral 
container to receive the garments. Every 
friction, every interference between clothing 
and human being was excluded and the light, 
gliding freely on the walls, consecrated the 
encounter. Paolo Scheggi poured Germana 
Marucelli's poetics into this new place of 
garments, interpreting the designer's 
artistic attitude. " The physical aspect is 
constantly shaped and reshaped by the 
possibilities of interior development – she 
used to say – I create for this ideal woman 
who shapes and reshapes herself, starting 
with her interior development. Every time 
I set myself to this wonderful labour, 
I dedicate my creative abilities to this 
ever-renewing woman. She is my 

In 1964 Fernanda Pivano, one of the most 
eclectic figures of the Italian cultural 
panorama, published Le favole del ferro da 
stiro (Stories from the flatiron), the first and 

only monograph dedicated to 
her friend and great fashion 

creator, Germana 
Marucelli. The book, 

suspended between 
the familarity of 

fairytale and the 
lyricism of myth, 

tells the human 
and artistic story 
of  the “intellectual 
seamstress” (1) 

from the beginning, 
when in 1917, at the 

age of twelve, she 
started working in her 

aunt’s dressmaking 
workshop, to 1964 when 

the book was published. 
Part of the adventure - from 

1964 to 1983, when Germana 
Marucelli died - remains suspended, waiting 
for a sequel that has never really been told. 
The book was presented to the public in 
October 1964, during the inauguration of the 
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Left: Germana Marucelli, Evening Dress introduced to the 1950 Fashion Festival in Venice, 
(in collaboration with the artist Pietro Zuffi), 

Right: Pannocchia  collection, spring/summer 1957.



unreachable tyrant, always dreamed of, 
perfectly elegant because she is harmonious 

in her whole being. She is the one who 
generates fashion. She doesn’t stop at the 

external appearance, in fact that is a 
consequence of her most true and concrete 

being. I like to help her to search my 
collections for that shape that most reflects 

her nature..." (2). The following year, in April 
1965, Germana Marucelli presented, in her 
new atelier and far from the clamour of the 
catwalk shows, her famous line Optical, one 

of the most successful collections and 
previously consecrated by the press

(3) On that evening all her longstanding 
friends were present, from the poet Giuseppe 

Ungaretti to Lucio Fontana, affectionate 
frequenters of her défilés, and, amongst 

others, the “plastic inventor” artist 
Getulio Alviani, 

co-designer of the collection. 
The garments, already officially 

presented in January 
during the “Manifestazione della 

Moda Italiana” (Show of Italian 
Fashion) in Florence, drew their 

innovative power from the 
successful meeting of shape and 

sign. If on one hand Alviani 
transferred the principles of 

kinetic art to Germana Marucelli’s 
garments, on the other hand the 

Florentine designer, with 
knowledgeable experience, chose 

to pair some of the optical designs 
with plissé soleil fabrics. 

The thin folds, 
an interval between the body and the 

environment, became a dialectical place 
between energy fields: interior and exterior, 
the self and the world. Moreover the plissé, 

by suggesting the idea of a transitory space, 
never set and always in mutation, perfects 

the message contained in the sign. In this 
way, the optical illusion of the op garment 

is no longer relegated to just the observer’s 
perception, but is magnified by the actual 

movement of the garment, or better yet, 
of the human being that lives in it. Body, 
garment and gesture together become a 
work of art. This successful partnership 

recurred in 1968 in the fall/winter collection 
1968/69 called Alluminio (Alluminium) that, 
between avant-garde and farsightedness, has 

often found its justly-deserved place 
in museums and galleries. 

Art, fashion and culture - this was Germana 
Marucelli: a pure significant through whose 

life can be read a part of the history of our 
time. It is Fernanda Pivano who defines the 

character when, talking about Germana 
Marucelli, she says: " before being a se-

amstress, she was an intellectual, a creator 
every bit as imaginative and committed as 

a painter, a sculptor, a writer or a film di-
rector can be..." (4) Press and critics of her 

time agree in defining her as “the intellectual 
seamstress” and Vittorio Bonicelli, in an 

interesting article published in “Il Tempo” 
in August 1949 explains: "...an intellectual 
seamstress: and certainly not just because 

once a week she has a lemonade with 
Ungaretti or Montale..." (5) Above all, 

Germana Marucelli must be remembered as 
a fashion pioneer and, in some respects, the 

forerunner of Italian fashion.
Attentive connoisseur of style and the 
feminine soul, with her garments she 
anticipated trends and tendencies. 
Among her most important collections and 
lines that marked a turning point in the 
fashion scenario we find: Stile Impero of 
1951, Fraticello of 1954, Pannocchia of 1957, 
Vescovo of 1960, Scollo a tuffo of 1963, 
Optical of 1965, Unisex of 1966, Totem of 
1967, Alluminio of 1968 and Panta-abito of 
1971. Born in Settignano near Florence in 
1905, since childhood she nourished a 
passion for dressmaking, working in her 
family’s workshop. She was one of the first 
designers who firmly refused the dominion 

of foreign fashion: during the war years 
she moved away from the 

dictates of French haute 
couture, which until then had 
been considered as the only 
source of inspiration, and in 
Stresa, where she was 
evacuated, she began to 
elaborate her stylistic 
language – personal and 
free from all influences. 
From the Fifties she joined 
Giovanni Battista Giorgini 
in his campaign to 
encourage and persuade the 
most creative seamstresses 
and tailors to promote their 

own style, independent from 
that of the French. 

She enthusiastically participated in 
the first events that marked the debut 

of Italian fashion: upon invitation of 
Giorgini, she first presented her own models 
on the 12th February 1951 at Villa 
Torrigiani, in Florence (Giorgini's home) 
and then, on the 22nd July, in the White 
Room of Palazzo Pitti.
The labour and the difficulties related to 
the establishment of Italian fashion brought 
her closer to the art world, to her 
intellectual and artist friends whom she 
saw as moral and creative supporters. 
In some autobiographical papers from 1947, 
kept in Germana Marucelli’s historical 
archive, is written:..."in February the is-
sue of whether to go back to Paris came up 
again, because things were back on the old 
tracks and of course I also had to take mat-
ters into consideration, and I felt that it was 
absolutely impossible for me to go down that 
road again. A whole other process had come 
to completion in me, it had given its results, 
I should say it had built up an organic body 
inside me, that was the creator’s (...) it was 
inside myself that I found the directions as 
to what I should do: in the first place, open 
a cultural circle and then refuse at all costs 
the invitations to abandon Italy".
Thus in 1947 the S. Babila award was 
established; a poetry prize that she 
suggested and supported. The first award 
was given in 1948 to Ungaretti, a strongly 
criticised and unpopular poet at the time, for 
his work Il dolore (The pain). The adventure 
finished in 1952 with the last award going to 
Mario Soldati for his novel A cena col 
commendatore (Dinner with the “commen-
datore”). As the same time as she started 
the S. Babila award, Germana Marucelli 

Germana Marucelli, Alluminio collection, fall/winter 1968/69 (in collaboration with Getulio Alviani)
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established a cultural circle that met at her 
workshop in Via Cervia on a regular basis 

every Thursday night. " Every week we had 
somebody coming in to hold a brief 
conference about their work or art 

experiences - recalls Fernanda Pivano - " The 
intuition that Germana used that enabled 

her to create lines and designs a few years 
before the international fashion world 

decided to do the same, she also used in her 
choice of lecturers: a list of names that are 

now famous (but unknown and often 
treated with hostility by the official critics 
back then) in our contemporary culture ". 

Knowledge of herself and of the world is the 
leitmotiv of her existence as well as of her 
work. She organised “little fashion shows” 

for her poet and artist friends, searching for 
a constructive confrontation. From 1948, 

even before Italian fashion was officially 
born, she started fruitful collaborations with 

artists, whom she involved personally in 
her creations. The first association was 

with painter and scenographer 
Pietro Zuffi, who created patterns 

and embroidery work specifically for 
her garments. In 1951 an item from 

this collection was exhibited at the 
Triennale of Milan, 

to the clamour of the press and 
the enchantment of the public.

Among the other artists that Marucelli 
worked with, it is worth mentioning 

Massimo Campigli who also dedicated 
a portrait to her.

The most important and intense 
collaborations go back to the early 

Sixties (6), when Marucelli turned to 
"new programming" artists, first Paolo 

Scheggi and then Getulio Alviani; to 
paraphrase the art critic Gillo Dorfles, 

to give a form to the formless
(7).When Germana Marucelli met the two 
artists, she was looking for new variations 
on dress, to fully interpret the needs of the 

contemporary woman, constantly and 
continuously changing (8). From the Sixties, 
the dress began turning into an empty, blank 

simulacre where new meanings could be 
inscribed and Germana Marucelli, in a 

1961 article, admitted that she had 
found a great ally and a source 

of inspiration in 
contemporary art (9). Her 

research focused on creating 
garments that keep changing 

before the observer's eyes 
(10). Not crystallised 

capsules that enclose the 
human being, but clothes that 

allow for self-expansion. 
A great example is her 

Assira collection (Spring/
Summer 1962) presented 

at Palazzo Pitti in January 
1962, and created together 

with the artist Paolo Scheggi.
 The prevailing element of this line 

was colour; the designer divided the 
garments in areas of contrasting colour, 

unusual for that time: turquoise and Siena 
brown, pink and mustard yellow, orange and 

green. The garments were 
designed as neutral, and only after they had 
been seen in movement on a live model, were 

the colours chosen. Sometimes the patterns, 
short straight brush strokes handmade on 
the fabric by Paolo Scheggi, covered the 
entire garment; sometimes they were 
limited to the lower edge and other times 
they only highlighted a few details, almost 
in an attempt to schematise the figure.
The artist painted the dress, dashing 
colours like quick and convulsive strokes 
on a canvas. The direction of the strokes 
constructed the volume of the garment that, 
in the stiffness of the fabric, looked like a 
sculpture where the body disappears to let 
movement and life emerge. Interesting 
reviews in magazines of that time recognise 
the artistic value and the substance, beyond 
the shape of the collection "... in the dresses, 
three, four and even five fabrics perfectly 

render the idea of the madness and 
neurosis of our time. Germana loves 

to emphasise her era..." (11). 
In 1972, at the peak of her 
career, Germana Marucelli 
retired from the scene. The 
world was getting ready for 
the Made in Italy whirlwind, 
consecrated in the union of 
fashion and industry, and 
she, the queen of fashion, 
abdicated her crown. 
She retired to teach her 
granddaughters and her 
dearest clients’ daughters 
the “running stitch” and, 

most of all, to focus on 
self-cultivation through 

culture.  She didn’t stop, she went 
right back to the beginning, from 

where she started, almost as if to 
retrieve the meaning of it all. ...and the 

story starts again.
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Three young Italian musicians whose talents 
know no limits, three artists with boundless 
creativity and musical skills. The Esperanza 
project was born with the meeting of Matteo 
Lavagna (Disco Drive and Peluche), Carlo 
Alberto Dall’Amico (Cécile) and Sergio Mag-
gioni (Hot Gossip). Their style, rooted in the 
Italian melodic tradition, carries the listener 
away into a completely new sound, where 
harmony, psychedelics, poetics, tropical vi-
brations, electro music and pure Anima Lati-
na all blend together. They have released the 
EP Sirena and the album Esperanza on the 
German label Gomma Records.

Can you tell us about the inspiration behind 
the Esperanza project? How did you meet?
Carlo: The project started about two years 
ago, and has grown parallel with our 
friendship. Really, this is the first time I think 
about this similarity, but I guess it perfectly 
reflects what Esperanza means to us. 
Matteo and I didn’t know each other, but we 
were both friends of Sergio's, and then we met 
one day due to a recording project of Matteo's 
that I was involved in as well. He came to my 
house and, after quickly sorting out some 
business matters, we played some music. 
We allowed ourselves to drift away, imagining 
the adventures of a girl who lives a love 
story on an island. By the end of the evening 
we had a really long jam track that we 
named after the girl in the story: Esperanza. 
We basically got to know each other by 
playing music, even before we became 
friends. Sergio got involved, of course, and 
as the three of us became closer, Esperanza 
evolved from that initial image into a more 
general concept, based on serenity, travel 
and escape.

Listening to Esperanza one sinks into an 
atmosphere that is rich with positive and 
intense vibrations. Your work ranges 
widely within electronic music; a complex 
style, how would you describe it? What led 
you to choose this musical genre to express 
yourselves?
Sergio: We are glad that our music conveys 
positive vibrations, as this was our intention 
from the start. I would define it as “music 
without preconception”, because we use any 
means to reach what we have in mind, and 
electronic music is an ideal base on which to 
create many different melodies.
Carlo: I don’t like to say it's eclectic because 
that would be presumptuous. But there 
really is a bit of everything in the record - 
from accordions to really acid sequencers - 
playing together in the same track. Probably 
the most difficult part of the whole journey 
has been to synthesise all these ideas into 
something with a meaning.

Personally speaking, I’ve always been at-
tracted by the universal nature of electro-
nic music. What features of the most recent 
club & dance music drove you to experi-
ment with this genre? How did your rela-
tionship with this style evolve over time? 
Is there a current producer that you find 
particularly interesting, or that you would 
like to work with for the first time, or may-
be repeatedly?

Carlo: If I think of Cécile, it's production, 
more than electronic music, that is the area 
I went into from the start, with different 
influences and different results. Even though 
it's all under the same name, the production 
work reflects my personal growth in skills, 
taste and interests. In any case, at a 
personal level we have all followed very 
different paths, which has helped us to blend 
and balance each other. I only recently found 
out, thanks to the Refleksie project, that Mat-
teo is a good producer too. But it is no good if 
we start complimenting each other. 

Let’s talk about others: among our 
favourite producers are Axel Boman, 
John Talabot, Andy Stott, Madlib and J 
Dilla.
Matteo: The Moritz Von Odwald creations, in 
particular Rhythm & Sound, are a source of 
inspiration for us. Music for the mind that 
creates spaces, that knows how to take the 
right time: repetition, depth, reflection and a 
subtle crawling tension in every groove, 
without that ever being the determining 
element. The listener is free to chose 
whether to follow it or not. In recent mon-
ths I have been listening to Rhythm & Sound 
before going to sleep, and I always find the 
shelter I need in it. Talking about producers, 
I would mention Axel Willner aka The Field. 
Again, there is repetition in his work – but it 
is aimed directly at ecstasy. Looping State Of 
Mind, his last record, gets more and more 
beautiful every day to me, in a reassuring 
way: a record that knows how to be 
discovered slowly, with no rush. 
I believe that is a great merit for such 
a recent production.

Let’s talk about something closer: it is 
easy to detect the influence of Italian mu-
sic in every track of your album. Is there 
any present or past artist who keeps inspi-
ring your creativity? How do you relate to 
the contemporary Italian music scene?
Matteo: We don’t believe there is any actual 
scene. We believe there are people. What is 
important is to relate to the ones who want 
to share, cooperate and dare. We don’t want 
to be identified as part of something else. It 
doesn’t matter who we are, what we do in our 
lives, or where we hang out; we want our 
music to speak before anything else. 
There are people that we value and that we 
naturally ended up working with – like 
Alessio Natalizia/Banjo Or Freakout/Walls – 
in different ways, from featurings to 
remixes. There are many creative people in 
Italy, but it is important not to lose sight of 
the self-awareness and transparency that 
let the message reach the consumer with no 
obstacles or interference that would pollute 
its purity. Easier said than done, no doubt. 
When I think of the past, musically speaking, 
I find some pop records incredible and 
unreachable, such as Anima Latina by Lucio 
Battisti or Com'è profondo il mare by Lucio 
Dalla, which raised the bar of Italian music 
standards. It is also true though, that there 
are paths one has follow before being able to 
synthesise everything almost to perfection 
like that. The result depends on the path you 
have followed.

Damiano De Carlo 
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Where does the album cover image come from?
Matteo: The cover is Dario’s artwork, just like the Sirena EP and the single Jaipur. We like to define him as our 
visual alter ego. His images are our music and viceversa. Something very simple that leaves the mind free to 
lose itself in a discreet, intimate, peaceful way. All our releases will be illustrated with Dario’s visions, and this 
makes us happy.

How do you organise the creative process during production? Do you sit around a table, sharing ideas till 
you reach a common viewpoint, or is it something more impulsive, inspired by a studio jam session?
Carlo: This is our first record, so let's say that the work wasn't very structured. Each track was born in a diffe-
rent way, usually starting from ideas that we put on the table and then reworked together. Our most beautiful 
things were born quickly, with no constraints or restrictions. Our only guideline was a constant positive tension, 
a tendency to wellbeing. It’s a bit like building a tree house, a micro-world created ad hoc that allows you to be 
secluded and in peace. That’s our inspiration, but now we call it Esperanza. On the other hand, every time we 
focus on details – whether technical or stylistic, or when we simply think too hard – that's when the spell breaks.
Sergio: For instance, the track Whale was a bass/guitar/Juno 60/808 jam; in Hanamachi we started by playing 
just acoustic instruments: Indian strings, acoustic guitar, accordion, glockenspiel, drums and other percussion 
instruments; in Ink, on the other hand, we started with a little sample and synthesiser. It’s about opposites that 
in the end create very similar effects because they start from the same point: imagining techno tracks lead by 
a traditional popular song vision. Full and empty sounds, progressions or, as Carlo says, “the right climax” are 
the basic recipes of almost all the tracks, but in the end, amongst ourselves, we talk about strophes and refrains.

I was struck by the tracks' titles: Sirena, Aliante Giallo, Fiore, Jaipur. How do you think up the names of 
your songs?
Carlo: Actually, we don’t think much about that. It might sound unpoetical, but when we have to save an idea 
that we have worked on, with a name, then any suggestion or association of ideas that recalls the melody can 
become the title. Then the song might evolve in a totally different way, but the name usually stays as that first 
one that we have grown attached to, and it always sounds right.

How does your music take life on stage?
Carlo: A record is based on production or overproduction. We record so many things for each piece that you 
would need a platoon to play everything as it is. Luckily, behind the whole magnificence there are actual songs, 
and so it is not that hard to go back to the audio tracks and rearrange them for a concert. Basically, whenever 
we play live, we bring an exaggerated load of machinery on stage, that we can barely control.

What are your future projects?
Carlo: Right now we have a lot of new material that we’d like to put into our current setlist. We’d like to get these 
songs together straight away and release them as soon as possible, then compose new ones. At the end of the 
day, this first album is the photograph of one and a half years that we have spent together, playing carefree 
music. Now the record holds the memory, but the atmosphere of escape and wellbeing that we created and lived 
is like a drug that gets you addicted. That’s why we will repeat the experience again.



THE DuChESS 
OF CARNEGIE 
hAll

Photo and text Marco Scozzaro
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Editta Sherman is incredible: 99 years old, 
photographer but also ballerina, model and 

public figure. Unanimously appointed The 
Duchess of Carnegie Hall.

I met her after the projection of Lost 
Bohemia, the documentary about the 

community of artists that she belonged to, 
which for decades lived and worked in the 

studios above the concert hall of the famous 
theatre. She looked like she had just come 

out of Metropolis, wearing a black dress and 
a sequined skullcap; incredible enthusiasm 

and energy, a character soaked in the charm 
and elegance of the good old days. As soon  

as she realised that I was Italian, she began 
telling me about her life in our language, in 

front of a row of people who, amused, 
enjoyed the scene without understanding 
a single word. She invited me over to her 

house, apologizing because she no 
longer lives in the wonderful studio 

that appears both in Lost Bohemia 
and in Bill Cunningham New 

York. In fact the Carnegie Hall 
artists’ community has 

recently been evicted by the 
City of New York, owner of 

the building, to leave space 
for more lucrative activities 

that have nothing to do with 
art. Now Editta lives in a 

beautiful apartment next 
to Central Park, and has 
kept some of her former 

neighbours. Nevertheless, 
she is irritated and 

unhappy that she no longer 
has a studio, and has to rent 

one for her photographic work; 
such as her recent shoot of 

Mario Testino, who asked to be 
portrayed by her.

After a few months I call the 
handwritten number on the back of her 

retro-style business card: a shrill voice 
answers “Editta Sherman Studio”, and we 

make an appointment. When I turn up at the 
studio, the Duchess realises that she mixed 

up the dates, and so we postpone the 
shooting until after Thanksgiving Day, but 
we take advantage of the meeting to get to 

know each other better.
She continues telling me her personal story, 

talking about her work, her family and the 
people she has met. She shows me some of 

the material that she intends to submit to an 
editor for an autobiography that she would 

like to publish. She takes me to her archives: 
tables covered in prints of various sizes, 
cabinets full of meticulously catalogued 

negatives, and framed photos of an 
exhibition that Kodak had organised for her 

at the Grand Central Station, lying on the 
floor behind lights and tripods. She shows 

me portraits of stars such as Marlon Brando, 
Henry Fonda, Elvis Presley, Paul Newman, 

Andy Warhol and Joe Di Maggio, asking 
whether I recognise them; photos printed 
on out-of-production paper, very rare dye 
transfer prints, 8x10 and 5x7 negatives, 

magazine pages that talk about her, books, 
interviews, newspaper cuttings.

Born of Italian parents – Nunzio and 
Pierina Rinaldo – in Philadelphia in 1912, 
Editta grew up in New Jersey before moving 
to New York, though she makes a point of 
telling me that she has also lived in Italy for 
some time. As a child, she couldn’t stand her 
name: the mispronounciation of Edith, that 
her mother couldn’t say properly, hence had 
Italianised as 'Editta'. She learned the 
rudiments of the job – how to use an 8 x 10 
view camera and lights, how to take 
headshots, develop and print the film – 
from her father, who was a wedding photo-
grapher. When she talks, it sounds like she’s 
treading the boards, alternating anecdotes 
with sentences in Italian, and she even sings 
me a piece of an opera; the same that she 
sang for Andy Warhol while he was filming 

her for one of his movies. After 
seeing her one night at the 

Russian Tea Room, he asked 
her if he could portray her 

with his Bolex. Thanks 
to her charm, she was 
also the muse of 
Francesco 
Scavullo and Bill 
Cunninham, 
who was her studio 
neighbour, colle-
ague and friend. 
The latter also 
portrayed her in 
period costumes 

with famous New 
York buildings of 

the same era as 
the backdrop, 

interpreting a story 
of fashion and 

architecture that 
inspired the book 

Facades.

The Duchess of Carnegie 
Hall is a magnetic character, a 

great source of inspiration, and it 
was a great privilege for me to pho-

tograph her. To spend a few hours with this 
extraordinary legend of vitality and 
friendliness, to listen to the stories of a 
New York that I have always viewed from a 
distance and that no longer exists; this has 
been a lesson in micro history, a unique 
emotion, a mixture of nostalgia and 
tenderness.
While I was preparing the set she asked 
me technical questions, about timing and 
diaphragm, participating and suggesting 
poses and movements. We worked together 
with several outfits, chosen from her 
wardrobe; dresses, hats and furs from the 
early 1900’s. She was keen to show the 
eccentric and extravagant style that has 
always distinguished her, at the same time 
taking care to be in line with new trends, the 
ones that Bill Cunningham revealed that day 
for his column “On the Street” in the New 
York Times.
After the shoot she thanked me because she 
has always loved to pose, and she gave me 
an appointment for the grand celebrations 
of her 100th birthday in July.      
 



KK

Photo Marco Marzocchi
Stylist Veronica Panati

--------------------------------------------------------
Hair and make-up Isabel Strobl

Model Katerina @Fashion
--------------------------------------------------------

All clothes and accessories Kenzo spring summer 2012 collection
--------------------------------------------------------

Thanks to "HUB" Communications, Viale Col di Lana 8 Milano http://hubcomm.net/
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THAT RULED 

Amongst other things, Kenzo Takada – in art 
Kenzo – was one of the first designers to 
believe in retail; that is, he believed in the 
direct and personal management of points 
of sale in which to sell his own creations.
In 1970, he opened Jungle Jap near the very 
famous Galerie Vivienne.
And that is precisely where Carol Lim and 
Humberto Leon started to rewrite the 
history of this brand.
Partners since 2002, the year that Opening 
Ceremony opened in New York, the duo from 
Los Angeles has revolutionised the concept of 
the shopping experience, through the 
constant search for young designers and 
cooperation with historic brands.

How do your Los Angeles origins and your 
sportswear background affect what you 
are doing at Kenzo?
Since we were really young we have always 
been interested in fashion; even before you 
could follow every kind of European 
magazine through the internet, we loved it.
We have always tried to understand high 
fashion and of course we have always loved 
American sportswear. At this stage we are 
trying to bring all these things into Kenzo 
and it feels incredible. We think we feel exact-
ly how Kenzo Takada felt when he got to Paris 
from Japan in 1969.

What was your first reaction when you 
were asked to design Kenzo?
We were really excited. Next year is going 
to be Opening Ceremony's 10th anniversary, 
and we were trying to find a project where we 
could land a lot of the components to what we 
do there. Partnership and collaborations are 
really part of the language of Opening 
Ceremony, but at that stage we had never 
been able to work 100 per cent on a brand. 
So when the project came up, we thought 
there were a lot of things similiar to us in 
Kenzo. He came from Japan, he was 
influenced by travel and he had the same 

attitude towards discovery that we have.

You come from an independent project. How 
is the relationship between you and LVMH 
going?
It’s been really open so far. They have given 
us a lot of freedom to recreate what the brand 
was back in 1969. At the moment it is not about 
“How do you follow these rules?” but more about 
“How do you bring back the Seventies spirit?”. 
I think they have chosen us because they know 
that we can bring to the house exactly what the 
brand has been missing.

How do you think your experience with retail 
will affect what you are going to be doing at 
Kenzo? 
We have been immediately working in parallel 
on the collections, on the stores and on the 
online communication. We are happy to be 
hands-on through the entire process, 
from creation to sales. 

Collaboration with artists coming from 
different backgrounds has been your 
trademark. How are you going to develop 
it at Kenzo?
Kenzo is about being inclusive. We are trying to 
involve artists, musicians and photographers, 
because we want to work on the idea of 
community. 

What kind of music do you like?
We have a wide range of musicians we like to 
listen to. We grew up in the early Eighties, so we 
definitely love New Wave, Goth and that 
Depeche Mode period. But we do like pop 
music as well, and we listen to a lot of 
independent New York bands.

How is Paris affecting the way you work?
Staying here for a longer time than the usual 
short trip stay has allowed us to live the real life 
of the city, to see friends and, again, to start 
building a community. We are now here three 
quarters of our time, which has meant diving 
right into the Parisian experience.

THE DYNAMIC   DUO
THE HOUSE OF KENZO

Pizza meets Carol Lim and 
Humberto Leon, and takes 
a closer look at their first 

Kenzo collection
Andrea Batilla
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Struggles 
In Italy

A guide to becoming a perfect revolutionary in (less than) one hour.

Riccardo Conti
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If this last decade is distinguished by the 
return of international conflict, the very 

recent years are marked by the 
reappearance of terms and concepts 

that seemed to have been relegated 
to the ‘60s. Such as “The Revolution” 

which, beyond the real and very recent 
phenomena in the Middle East, can be 

summed up more than anything as a 
slogan and a means of communication 

and advertising in the West, 
fundamental for selling 

toothpaste and bras.
But are we sure it will carry on like 

that? The international economic crisis, 
which is also the reflection of a 

substantial cultural void, today finds 
an outlet in the 

unrestricted 
diffusion of 

certain 
information, 

and, after all, 
a conspicuous 

number of 
important 

studies have 
demonstrated 

the vital role 
played by the so-
cial networks in 

recent events 
that enlivened 

the Arab 
Awakening.

So far so good; 
but if we are 

all ready today 
to twitter our 

disdain, to 
share our desire 

to subvert the 
schizophrenic 

rules of 
economy and 

free ourselves 
(so to speak) of the shackles of the most 
hardcore consumerism and capitalism, 
do we have the cultural tools to embody 
the spirit of a real revolutionary? In an 

era where youtube tutorials can teach 
you pretty much anything, there is still 

a serious knowledge gap on “how to 
become a revolutionary”.

There is a singular format that 
explains in 55 minutes how to 

emancipate yourself of your bourgeois 
dullness and revolutionise your 

existence; and, strangely enough, it 
comes from Italy. Yes, a format 

because it is not possible to call it a film, 
a documentary or an advert, and it is 
something that probably wouldn't even 
fit in a gallery or at a contemporary art 
biennial. Lotte in Italia (Struggles in 
Italy) is the title of this product made by 

Jean-Luc Godard and Jean-Pierre Gorin, 
accomplices of the Groupe Dziga Vertov. 
After the Pravda experience, they filmed 
Lotte in Italia just one year after the 
historic ’68 (between ’69 and ’70). 
The film, initially commissioned by RAI*, 
was then rejected and subsequently 
finished as a private production.
Watching this peculiar film again today, 
midway between fiction and documentary, 
it looks like a proper university lecture on 
communism; with notes and practice 
exercises to turn abstract ideas into ac-
tion and start a revolution in your eve-
ryday life, preventing the obsolete and 
dogmatic language of the political parties 
to simplify through slogans.

If it is man's social 
existence that 
determines his thoughts, 
the daily exercise should 
be practice-theory-
practice. Theory that is 
born from an objective 
analysis of daily practice 
and is turned into 
action. That is the theory, 
precisely. As far as the 
cinematographic 
“practice” is concerned, 
the two authors perform 
the usual formal 
revolutions: long shots 
of actors from the back, 
asymmetrical frames, 
edited links of abstract 
black, red or empty 
spaces à la Guy Debord, 
reflections of a mystified 
reality, work of the 
capitalist and 
consumerist communion.
The work is divided into 
four parts: the first, full 
of these allegorical black 
and red holes, shows the 

contradiction between “red” action and 
unconscious compromise with the 
pervading bourgeois ideology, that needs 
to be uncovered, analysed and 
destructured. In the second part, 
the holes start to fill up, and the 
mysterious path of initiation to 
problem-hypothesis-thesis finds a 
meaning. The third part sums up what 
has been “learned” in the previous 
segments. But this transformation process 
is also a beautiful and somewhat ironic 
portrait of the young Marxist militant 
Paola Taviani (played by Cristiana 
Tullio-Altan) who in this game of mirrors 
(sometimes literally) or Godardian comic 
strips, talks to the public about herself. 
In order to follow her, one needs to 
abandon oneself hypnotically to the flow of 
her voice (which is not an actor's one) and 



to the images that are repeated, insistent 
and blended into the sing-song, calm tone 
of her voice.Metaphorically, the form of 
the film reproduces the content: that is, 
the passage of the main character from an 
un-matured phase of protest, in which 
action and theory don’t coincide, to more 
conscious behaviour through the 
reformulation, in the field, of her 
revolutionary thought.
And yet, with austerity and low-file 
minimalism, Lotte in Italia – in its attempt 
to reproduce the dialectic process of 
alignment and relationship between 
images – vibrates today, even in such a 
different historic context, with a 
propulsory power that incites change.
In the film, anti-dogmatic and pragmatic, 
there is a playful element that 
sometimes makes it look like a training 
manual for young revolutionaries. And it 

is thanks to these formal, 
aesthetic and anti-spectacular 
features that Godard’s film even 
manages to confer something unique 
and glamourous to the imaginary 
that revolves around the young 
revolutionary Paola Taviani. He did 
the same in films like La Chinoise 
(1967) and was to do it again in the 
same period in Crepa Padrone Tutto 
va Bene (tout va bien) (1972). That 
full-length movie, again shot with 
his assistant Gorin, also focuses on 
the theme of identity, amidst crisis 
of political commitment and conflict 
with the world of consumption.
Disconcerting, as it seems to foresee 
(or anticipate) our contemporary 
news events, is the juxtaposition of 
images from newspapers and 
magazines showing us on one 
side the propaganda of our State 
Railways advertising superfast 
trains, on the other side pictures 
of conflicts and striking workers. 
It was 1970.Lotte in Italia couldn’t 
finish without a straight comeback 
to reality. In the fourth and last part 
of the film, the fight moves to RAI, 

which commissioned the work and then 
censored it; this is one story of RAI's 
internal censorship, among other 
illustrious “victims” like Michele alla 
ricerca della Felicità (Michele's Search 
for Happiness), 1978, a film about prison 
conditions, shot by the master of Italian 
experimental cinema, Alberto Grifi.
Even today this final attack on RAI as 
the voice of power sounds like a very 
urgent warning to make of this product 
something more than a film, maybe an 
instrument for the revolution or simply a 
shining example to understand how even 
representation can turn into social and 
political action.

Here is the speech read by 
Paola Taviani in the final 

sequence:
“Today I am talking to RAI, but 
how should I do that? I mean, for 
whom shall I speak? And against 
whom? And above all: those who 
came before me on this screen 
and those who will come after 
me, basically who holds RAI? The 
State. The State is now Avola and 
Battipaglia in Pisa, the State to-
day is the Christian Democracy, 
tomorrow the Social Democrats 
and the day after tomorrow… 
Yesterday and today the State is 
Agnelli, Costa and Pirelli. So every day a State 
delegate comes to speak to the Italian people, 
that is to say they speak against the workers, 
the farmers and their allies who respond by 
organising themselves in the fight against the 
daily violence imposed on them. Destroying, 
changing everything to make a revolution, that 
is to say thinking of another way to make the 
revolution, attempting a small step forward 
today to be able to take two or three steps to-
morrow. Speaking for two or three minutes in a 
different way today, here, in RAI. They told me: 
“Between a variety show, a drama and the news, 
you can talk about yourself because we don’t 
deny that people like you exist, because we are 
democratic, humanist, liberal, because we are 
objective”. I can talk about myself here just 
like every day an employer and a Fiat factory 
worker talk or have talked about themselves. 
So I started talking about me, letting them talk 
about me and the first part of the film came out; 
the bourgeois story of a bourgeois transformed 
by circumstances, a bourgeois dealing with her 
militant tendencies of an intellectual bourge-
ois, progressive, allied with the working class 
in contradiction to herself without knowing 
how to resolve her contradictions, because she 
still doesn’t know where ideas come from – 
right or wrong – nor what is their purpose. But 
I had to stop there, start the second part of the 
film and face the problem about right or wrong 
ideas, the antagonistic relationship of right 
and wrong ideas, so I stopped talking about 
me and started analysing. First, analysing how 
and why I had talked about myself in that way 
in the first part of the film: the reality of my 
ideas had started surfacing in my talk, the re-
ality that produces my ideas, which for me is 
the Italian reality. But what to do with this ap-
parition? Something that can transform me, or 
nothing? I said: “The social existence of people 
determines their thoughts”. This is a right idea, 
but right ideas can remain abstract. I know 
that, for a right idea to become material power, 
there is a further step to take; I have shown 
the direction in the third part of the film, but 
it is a tough path and what I said is more than 
anything an indication to work and fight, work 
and fight, work and fight, work and fight…”

*RAI (Radiotelevisione Italiana S.p.A.) 
is the Italian state owned public service 
broadcaster controlled by the Ministry 

of Economic Development.



EVElyN
FUR-
LAN

A few questions for Evelyn Furlan, degree student on the Fashion 
Design course at the IUAV University of Venice which is directed by 
Maria Luisa Frisa, visionary creative and the only Italian fashion 
curatrix. Evelyn has just completed the three-year course and 
presented a collection project that distinguished itself from those of 
her colleagues for its freedom and lightness. A project inspired by the 
work of the artist Maurizio Anzeri and by street culture, investigating 
new old shapes of contemporary femininity.

How old are you, where were you born, where do you live, what is your 
education?
I am 23, I was born in Bolzano and currently live there. I went to the 
German-language fine arts high school Walther von der Vogelweide and I 
studied piano at the conservatory of Bolzano; I continued my studies at the 
fashion school Italmoda in Verona. Now I am attending the fashion design 
degree course at the IUAV University of Venice, where I just completed my 
third year.

Why did you enroll in a fashion school, and why did you choose the Fashion 
Design degree course at the University of Venice?
I had studied arts and music, I wanted to stay in a creative environment and 
merge my interests: fashion, art and music. The IUAV university was one of the 
few valid fashion schools in Italy that enabled me to have a 360 degree view of all 
my interests.

What are you planning on doing, now that you have a diploma in fashion 
design?
For the moment I’d like to graduate successfully, then go abroad for a while. 
Last year I had the chance to do an internship in London, which opened up a 
different world and left a great impression on me.

Your thesis project, your first experiment with womenswear collections, is 
inspired by the work of Maurizio Anzeri. What is your relationship with art? 
What do you think is the relationship between art and fashion? 
I have a very close relationship with art. I love to go to all kinds of art exhibitions, I like 
photography and I often travel to go to exhibitions and concerts. I knew the work of 
Maurizio Anzeri, but when I saw his embroidered photographs at the Saatchi Gallery in 
London, I fell in love forever. There is close contact and strong contamination between 
fashion and art. They are both part of my working process and I believe fashion is a 
form of art.

Sabrina Ciofi
--------------------------------------------------------

Photo Alice Schillaci 
Stylist Veronica Panati

--------------------------------------------------------
Hair and make-up Monica Migliavacca using MAC

Model Charlotte @NEXT

--------------------------------------------------------
Shoes Simona Vanth

Underwear stylist's own
--------------------------------------------------------

--------------------------------------------------------
All clothes are made of black and beige crinoline 
and silk tulle with multi-color hand-sewn bands

--------------------------------------------------------
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Earrings stylist's own

--------------------------------------------------------

--------------------------------------------------------
Underwear stylist's own

--------------------------------------------------------



Your collection is totally different 
from those of your colleagues which 
are characterised by  construction and 
deconstruction of tailoring traditions, 
neo-ethnic elements and the need to 
define the body. Why is your work so 
different? How was your project born 
and how did it develop, technically?
My work doesn’t begin with the assum-
ption that you have to change the forms 
and rules of construction. I used basic 
shapes, drawing on street style and on 
Anzeri’s work; he uses coloured em-
broidery threads and vintage photos 
as a base for his creative explosions of 
embroidery and colours. Over my three 
years of study, I have grown very 
interested in threads, lines, weaving 
and embroidery. These elements 
accompanied me in all my project 
planning workshops. I love illustration 
and drawing, so I used fabrics as if they 
were canvasses and yarns as if they 
were paints, trying to reproduce my 
ironic and chaotic drawing style in the 
clothes.

How important are individual 
research, your home country and the 
collective European aesthetic in your 
work?
Individual research is very important if 
you want to create something personal 
that satisfies and reflects you. 
My country, Italy, is strongly rooted in 
traditions that the young people of today 
could shake up and renew.

Fashion, young people, Italy. What do 
these words, that have become so 
commonplace, mean to you?
From my point of view, Italy needs new 
creative energies that can only come 
from the young. Maria Luisa Frisa, our 
school’s director, believes in young 
people and shows it, giving them 
visibility through participation in 
international competitions and 
communicating their projects through 
the media. Thanks to people like her, we 
young people have a chance to 
modernise Italian fashion.

What is your future idea?
I hope in the future to fulfill myself and 
find a job that suits me, stable and 
creative, maybe abroad. I am also 
considering the idea of carrying on my 
studies, with a post-graduate 
specialisation.



AFRO MIlANO--------------------------------------------------------
Photo Alan Maglio

--------------------------------------------------------
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------------------------------------------------------------------------------------------------------------------------------------
Today a thousand million African immigrants, mostly coming from Morocco, Tunisia, Algeria and Egypt 

but also Senegal, Nigeria, Ghana, Eritrea, Burkina Faso are living in Italy. 

Though the elements of Department of the Interior assert that immigration didn’t cause any augmentation 
of criminality and that the crime rate between native and foreign inhabitants is the same, 

a case of criminalization of the non-UE immigrants has been in act in the past times.

In the meanwhile foreign communities have become a richness for Italy, not only economically but also 
culturally and their huge cultural depth is transforming this country radically and definitively.

------------------------------------------------------------------------------------------------------------------------------------
Andrea Batilla











Photo Marzo Marzocchi
Stylist Veronica Panati

--------------------------------------------------------
Stylist assistant Giulia Porotto

Make-up Isabel Strobl
Make-up assistant Ginevra Daniele

Hair Sarah Mierau
--------------------------------------------------------

Models
Alessandra@FASHION

Maylin@FASHION
Lena@NEXT
Laura@NEXT

--------------------------------------------------------
Location, Thanks to COMEFORBREAKFAST showroom, via Friuli 26/A Milano

Lights

from right to left
----------------------------------
Maylin
----------------------------------
white viscose/leather gilet, Ilaria Nistri
light grey cotton leggins, Comeforbreakfast
necklace, Gogo Philip
-----------------------------------
Lena
----------------------------------
printed cotton t-shirt, Marios
grey cotton skirt, CO|TE
earrings, Ornamenta
-----------------------------------
Laura
----------------------------------
light blue cotton shirt, Camo
printed bomber, Marios
light pink silk trousers, Comeforbreakfast
ring, Gogo Philip
-----------------------------------
Alessandra
----------------------------------
beige sweater, Gianni Serra
printed cotton baggy trousers, Marios
necklace, Ornamenta
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Alessandra
-----------------------------------
Pink cotton dress, Giuliano Fujiwara
Multicolor earrings, Ornamenta
Pink/brown plain leather sandals, Casadei
Socks stylist’own
 

Laura
-----------------------------------
White/blue striped shirt, Stella Jean
Printed linen trousers, Comeforbreakfast
Grey cotton blazer, CO|TE



Lena
-----------------------------------
Pink polyester dress, Rochas
Brown glasses, Giuliano Fujiwara

Lena (left)
-----------------------------------

Cotton trench coat, Alcoolique
Ring, Ornamenta

Laura (right)
-----------------------------------

Cotton trench coat, Alcoolique
Light blue cotton/silk dress, Ilaria Nistri Roque

Necklace, Coliac



Maylin (left)
-----------------------------------

pink cotton t-shirt, AI_Andrea Incontri
Printed cotton skirt, Stella Jean

Necklace, Coliac

Alessandra (right)
-----------------------------------

Light blue cotton t-shirt, AI_Andrea Incontri
Printed cotton trousers, Stella Jean

Necklace, Coliac

Alessandra 
-----------------------------------

Light blue cotton t-shirt, AI_Andrea Incontri
Printed cotton trousers, Stella Jean

Necklace, Coliac



Laura
-----------------------------------
White/blue striped shirt, Stella Jean
Printed linen trousers, Comeforbreakfast
Grey cotton blazer, CO|TE

Maylin
-----------------------------------
Yellow silk dress, Ilaria Nistri
Black glasses, Giuliano Fujiwara



from right to left
-----------------------------------
Maylin
-----------------------------------
light yellow cotton t-shirt, Marios
beige cotton salopette skirt, CAMO
light yellow trench coat, Tuscia
earrings, Gogo Philip
-----------------------------------
Laura
-----------------------------------
Beige/yellow silk dress, Angelos Bratis
Bracelet, Gogo Philip
-----------------------------------
Alessandra
-----------------------------------
White linen shirt, Gianni Serra
Printed cotton skirt, CO|TE
Necklace, Ornamenta
-----------------------------------
Lena
-----------------------------------
Yellow cotton sweater, Comeforbreakfast
Knitted and printed trousers, Marco De Vincenzo
Earrings, Gogo Philip
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Angelo Flaccavento is one of the best fashion 
journalists of today. 
Young enough to still be a talent, he is old 
enough to be acknowledged by the 
international fashion audience as one of the 
most brilliant pen in the fashion system.
The culture which rooted him, Flaccavento 
was born and raised in a South Italian 
bourgeois family, is evident in his writings 
as well in his style. A real gentleman and an 
elegant thinker, Angelo Flaccavento is an 
icon of good manners in men's dressing 
up. In the name of our friendship 
and trust, and according to 

his fascination 
with the work 

of our 
multita-
lented 
menswear 
fashion 
editor 
Giovanni 
Dionisi, 
Flacca-
vento 
decided 
to put 
his own 

identity 
in the hand 

of Dionisi and 
deconstruct his 

style. In the protec-
tive shell of the historical 
walls of the Grand Hotel et de Milan 
and under the eye of our genius photo-
grapher Luca Campri, Angelo Flaccavento 
shown one of the many unfamiliar aspects 
of his personality. Few words written by 
himself will take you on a journey inside his 
clever mind and his multifaceted person.

ANGELO 
FlACCAVENTO

Italian Fashion Icon

Sabrina Ciofi
--------------------------------------------------------

Photo Luca Campri
Stylist Giovanni Dionisi

--------------------------------------------------------
All clothes are stylist’s own

Shoes Dr. Martens
Jewellery Vernissage

--------------------------------------------------------
Location Grand Hotel et de Milan

--------------------------------------------------------



Sketch
A self-portrait in broken lines.
Fill up the blanks as you wish.

I am a joker hidden under conservative layers.
I am bearded, bespectacled, a writer and a dreamer.

My most important possession is a pen. 
Not a bowtie, nor even a necktie.

I, for me, stands for: isolation, independence, insularity.
D for: disorder, disappearance, duplicity.

Discipline, I’m sure, is not a dirty word.

I like asceticism, nihilism and ridicule.
I embrace paradoxes, contradictions and absurdities.

I know that nothing lasts, nothing finishes, nothing is perfect.
I am taken by flaws, errors and imperfections.

I prefer immaterial to material, precision to perfection, 
furry to smooth, subtraction to addition.

The smell of ink makes me think of kink.

I can be brutally honest, just as much as I am constantly making 
it up.

You decide.

I believe in mindscapes. Reality is a product of the imagination, 
if Wallace Stevens was right. I believe he was. 

My favorite activities are: deceiving expectations, looking like a 
priest, pretending I’m a pornstar.

Everything and nothing, I think, is possible at once: it’s not what 
you do, but how you do it.

A little mistake, something wrong, for me, is mandatory.

A, for me, stands for: abstraction, absence, abandonment.
H for: horny, hairy, humble.

V for: vain, visceral, visionary.

The imagined life of books, films, paintings, music and dreams 
thought me all I know about style.

I keep fit by thinking and dreaming, walking and reading.

Things that inspire me: exoticism, bohemia, London in the 60s, 
early punk, Irving Penn, Sarah Moon, Richard Avedon, mid-cen-

tury modern, rococo, masks, brutalism, Leigh Bowery, decadence, 
decay, sublime landscapes, solitude, radicalism, idealism, japoni-

sme, minimalism, maximalism, classicism, order, chaos, mistakes.

I prefer the process to the product.

I can’t stand arrogance, vulgarity and primadonnas. 

I enjoy keeping distance, using gentleness and manners 
as my shield. 

Steamed rice is my comfort food, followed by ice cream.

Once, I was fat. 





I try to do more, with less, and enjoy deprivation.  

I bare it all when I cover up.

I cure horniness with pink satin ribbons.

When I look utterly proper, I am not wearing any underwear.

My biggest regret is living in a country with a glorious past in art 
and humanities ruined by the filthiest mix of politics and TV. 

Total white is my idea of bliss.
I am adamant that what is personal is always political. Ditto for 

everything that is esthetic. 

I sometimes use words just for the sound they make.

C, for me, stands for: cock, creativity, concentration.
L for lurex, lightness, luxury.
S for sex, silence, subversion.

Rituals and repetitions make me feel safe.

Words I live by: It’s not where you take things from, but where you 
take them to – JL Godard

I was told: Talent is God-given. Be humble. Fame is man-given. Be 
grateful. Conceit is self-given. Be careful. I agree.

I am a bear, in every sense. I love solitude, just as much as I hate it.
I feel free, when I am alone.

Ignore all of the above. I am a liar. 

(af, 26/XII/11)



Ferrè
Gianfranco Ferrè, Drawing, 1975

And India
Paola Maddaluno
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Many personalities have left their mark on 
the scene of Italian fashion from the 1980’s to 
the present day. Gianfranco Ferré is the most 

knowingly complex one, skilled in playing with 
the pay-off that has accompanied his name and 
his life.Ferré, the architect-designer, and more. 

He has been, above all, the extraordinary 
interpreter of important moments in the 

history of fashion.He doesn’t want to give 
fashion just one face. He thinks of a style 

without limits, and he does not define one 
model. He moves like a magnet in his work 

attracting many suggestions. He scrutinises 
them, he questions them, he overturns them, 

giving them original and uncommon identities. 
He has always avoided the obvious, the 

already-known. He is enchanted by the new, by 
the different horizons that can become real only 

thanks to the imagination.

In Midnight's Children, Salman Rushdie told 
the story of a thousand and one children 

born on August 15, the day on which 
India proclaimed its independence. 

They are special children, each one 
possesses extraordinary talents: 

Herculean strength, the ability to 
become invisible or travel in time. 

These children have 
supernatural powers, and they 

can turn dreams into reality. 
Ferré was born on August 15.

A casual correspondence. A 
strange coincidence. He too 

follows a dream: to give a 
depth to fantasy.

He uses fashion to distance him-
self from daily routine. He 

gives himself up to the lightness 
of dreams in order to project him-

self elsewhere. 
He wants to join 

together imagination and substance 
in the elusive language of fashion.

Free of the ephemeral, he designs 
clothes characterised by multiple 

inter-woven textiles and bold compositions. He 
harmonises ancient and modern artisan 

techniques, an experiment in daring synthesis. 
He blends the particularities of Made In Italy 

with Japanese asymmetry, with the abundance 
of caoutchouc fringing, with the fluidity of the 
abaya, with the earthy tones of the garments, 

with Mediterranean nuances and with footwear 
that recalls the gaucho's botas de potro.

An operation accomplished to reveal different 
meanings that modify the identity of the pieces. 

He is able to overlap and align different 
materials; he views the collections as a 

testimony to celebrate cultures and traditions 
in every season. With an alchemist’s approach, 
he cites contemporary art, folkloric stories and 

high literature, with no fear of revisiting 
consolidated stylistic motifs. He aligns multiple 

communication systems, making his clothing 
like ‘texts’ to be worn. Dyed or plain threads, 

embroidery and lace compose unique and 
beautiful stories. In the narrow space of a pleat, 

a curve, a ‘crease’, is often hidden the 
description of an immediate and natural 

relationship with the body and the soul. Every 
sign expresses itself through a code composed 
of a vocabulary made of fibres, colours and cuts. 

“Costume”, according to Roland Barthes, “is a 
sort of never-ending text, within which we need 
to learn to delimit the significant units”.
An interpretation which allows us to explore the 
iconography of the tribal populations, to deci-
pher the enigmas of the Ottoman façades, to lose 
ourselves in the luxurious and opulent decora-
tion of the Asian territory.
In his collections, alongside references to the 
Americas, Africa, the Mediterranean and 
Oceania, Ferré sets up a direct and privileged 
relationship with the Orient. In this sense, his 
intense and stimulating dialogue with India is 
fundamental. His first visit was in 1973. 
At the conference Exotic Inspirations, hosted by 
the International Herald Tribune in Istanbul on 
8 December 2006, he said: “Knowing and loving 
her deeply, I realise that India has a thousand 
faces and a thousand souls. Her history and her 

reality are so complex that they are 
constantly to be discovered; 

unfathomable and unexplored. 
India is always able to 

surprise you, enchant and 
engage you, thanks to 
the millennial 
lavishness and 
refinement, but also 
to the high-tech of 
Bangalore and 
the virtual 
splendours of 
Bollywood. 
The subcontinent 
represents magic 
history, which I 

allow to conquer 
me every time, re-

presenting it throu-
gh paraphrase and 

citation. In this pas-
sionate exploration, 

I have always tried 
to transmit just how 

pure and strong, ener-
getic and free, modern 

and stimulating the ancient 
soul of this surprising country 

really is […] Among the 'unforget-
table' events, I like to remember one 

evening in Delhi, when I found myself before an 
infinite number of Sikhs: imposing men, their 
naked torsos smeared with ointments, who were 
singing and dancing, waving their scimitars and 
emanating a pungent odour that mingled with 
that of the drugs. Then the women, with the 
extraordinary colours and infinite variety 
of saris, the symbolic value of the jewels and 
the marks on the body, like that on the forehead 
[…]. A never-ending source of inspiration”.
Years earlier, in January 1988, Ferré wrote 
in the magazine ‘Ulisse 2000’: “Bombay, […], 
the sky was turquoise blue, the walls ochre with 
sea-green shutters at the windows. I couldn’t 
see the road, only people wearing white and co-
lours. […]. They run, on the turquoise 
pavement, the porters dressed in khaki, with 
black belts, gold badges with numbers and their 
turbans of fuchsia-coloured gauze. In Crawford 
Market, […], the fruit-sellers dressed in white 
are seated, cross-legged. New Delhi, Red Fort 
with its red walls. […] Agra, Taj Mahal, I walk 
accompanied by a woman wearing a light grey 
linen sari. The corset is pale like a rose, 
the bracelets are of red coral.”
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These suggestions made deep impressions on 
Ferré, who conceives fashion as a meditative 
project, construction of the physical identity, 

intersection between warp, weft, body and 
culture. Synthesis. Point of convergence that 

finds its fulfilment in the sari, a “band of unsewn 
fabric”, to quote Cesare Brandi. “The sari 

models the body like a sculptor’s thumb. No-
thing can be seen and everything can be felt; the 

line that spirals around the body, 
emphasised by the flounce of the sari, gives line 

to the figure and lengthens it, so to speak. 
And then that last strip of fabric that goes over 

the head and rests on the shoulder, and 
flutters joyously with every step”.

Complex and isolated, the women 
wrapped in the sari are the 

emblem of beauty for 
Ferré; they convey the 
way they feel their 

own physicality, 
how they accept 

it, why they 
refuse it. They 
display a regal 

demeanour that is 
the expression of 

eternal forms. 
They possess a 

rare vitality, 
passion, 

sometimes 
unexpected 

opulence. 
Protected by 

metres of fabric, 
they carry out 

the most humble 
jobs with freedom and 

ease. The de-structured 
solution of the outfit confers 

functionality and practicality. 
Studying this clothing, it is possible 
to harvest the central theme of Ferré's 

work: the deep meaning of corporeality, 
understood as architecture defined by precise 

coordinates. The sari, therefore, helps us to 
understand the link with India. It is emblem of 
simplicity and, at the same time, of artifice. On 
one hand, it represents geometric linearity; on 

the other hand, a formal sinuousness. The 
geometric linearity refers to Ferré's design 

methodology. Design, for him, is a true 
obsession. With rare skill, he sketches 

quickly and instinctively. He uses lines to sketch 
clothing, threads and accessories. He gives the 

form of the drawn figure a dynamism that is 
dense with futuristic echoes. He uses a palette 
that is based on “categories” such as area and 

order: area as distribution of coexisting 
elements, and order as intrinsic law of 

symmetry. He uses the paper as a surface on 
which to elaborate and perfect persuasions, 

memorise maps of places visited, architecture 
caressed, threads examined. Designs, for Ferré, 

are travel logs, in which distant lands mutate 
into patchwork, graphics and hues.

The formal sinuousness, on the other hand, 
refers to the habits Ferré returns to in crea-

ting clothes. It is reflected, in particular, in the 
ready-to-wear collections of Spring/Summer 

1991 and Spring/Summer 2002. 
Rita Airaghi is Director of the Gianfranco Ferré 

Foundation, “custodian” of a precious 
patrimony and spokesperson for the way of 

making and spreading fashion that is dear to 
the stylist. She affirms: “The first collection 

reveals emotions that are real and lived in 
this moment, the second is born from 
emotions conserved in memories”.
Spring/Summer 1991: on the catwalk, 
the luminosity of the hues, the incisive form 
of the veil and the sparkle of monumental 
jewellery and the rattling of bangles. 
The show becomes a theatrical 
performance. The first act is introduced by 
a garment of monochrome earth-colour 
taffeta, tied at the neck, with a ruffled 
structure that runs the length of the dress. 
Second act. The sari becomes an ample skirt, 
still of taffeta, made of ruffles and harmo-
nic disalignments. The bodice is covered in 
transparent stretch tulle, with pearls and 
precious stones at bust and chest level. Final 
act. The sari is reduced to a “band of unsewn 
fabric”. The model walks the catwalk holding 
up the corners of the taffeta with her arms 
wide open. She completely reveals herself. 
With a costume of stretch tulle that leaves 
the breasts completely uncovered, she uses 
jewels as though they were threads. 
Spring/Summer 2002: The theme is 
Bollywood and the metamorphosis of the clo-
thes. Protagonist is the sari. A cocktail 
of materials. Models who communicate 

contamination between East and West, 
and above all, they describe the 

Indian women's enchantment 
with our home-made stylistic 

motifs. In a techno 
framework, the sari slips 

over tight trousers like 
leggings, over pleated 
skirts, over sheer 
organza jeans with 
jacquard patterns and 
woven with metal 
threads, over dresses 
trimmed with lead 
shot, over details like 
metal studs and 
aluminium buttons. 
The sari shaped by 

jewels and transparen-
cy, like the women of the 

south of the subcontinent. 
So, traditional India and 

contemporary India. Both the 
S/S '91 and S/S '02 collections 

describe Ferré's extraordinary 
ability to put on-stage a fashion that 

reinterprets itself. The unconventional 
mix of materials and the innovations in form 
are metaphors that allow us to read Ferré's 
poetics together with some of the principal 
stylistic trajectories of our times. 
The mastery with which Ferré blends, in one 
piece of fabric, materials, cut, colours, prints 
and culture is even prophetic. We are faced 
with a wisdom in tailoring and anthropology 
that seems to anticipate the multicultura-
lism typical of today's society; abolishing, 
thanks to fashion, racial diversity and can-
celling every type of discrimination. Evo-
king, in every catwalk show, the value of 
democracy, equality and dialogue between 
populations.

Ferré, the portrait of a precise era.
Ferré, the intuition of our era.

Gianfranco Ferrè, Drawing, 
Spring/Summer 2002, prêt-à-porter collection

Gianfranco Ferrè, Dress, 
Spring/Summer 2002, prêt-à-porter collection
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SWITCH ON
-----------------------------------------,,,,,,,
3 young upcoming designers, 
3 points of view on menswear.
Vincenzo Lattanzio, 
Ludovico Loffeda 
& Fabio Misceo, 
graduated  in Fashion Design 
at IED Moda Milano, 
are going to show us their idea of man.

Photo Luca Campri
-----------------------------------------

Styling Giovanni Dionisi
-----------------------------------------

Model Shiva @2morrow Models
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------------------------------------------------------------------------------------------
Wool sweater Vincenzo Lattanzio

Black stretch pants with skirt Fabio Misceo

------------------------------------------------------------------------------------------
Blue navy shirt Fabio Misceo

Wool black pants Vincenzo Lattanzio
Cotton shirt Ludovico Loffreda



------------------------------------------------------------------------------------------
Fur jacket Ludovico Loffreda
Wool grey tshirt Fabio Misceo

------------------------------------------------------------------------------------------
Printed tank Ludovico Loffreda
Knitted leggings Fabio Misceo

Boots Dr.  Martens



------------------------------------------------------------------------------------------
Black pants and long black pleated skirt Ludovico Loffreda

Sunglasses Stylist’s own
Boots Dr. Martens

------------------------------------------------------------------------------------------
Black wool shirt Fabio Misceo

Sunglasses Stylist’s own



------------------------------------------------------------------------------------------
Printed and overlayed t-shirt Vincenzo Lattanzio

Wool coat Fabio Misceo

------------------------------------------------------------------------------------------
Knitted Cardigan Fabio Misceo

Black leather and stretch pants Ludovico Loffeda



------------------------------------------------------------------------------------------
Wool sweater Fabio Misceo

Black pants Vincenzo Lattanzio
Sunglasses Stylist’s own



PIZZA interviewed Matteo Lucchetti, creator and 
curator of the project, and also art critic and 
historian. Born in 1984, he graduated in 
Contemporary Art History from the  University of 
Florence and specialised in Visual Arts and 
Curatorial Studies at NABA in Milan. His curriculum 
is already studded with many distinctive projects. 
Amongst others: Practicing Memory (Cittadellarte - 
Fondazione Pistoletto, Biella, 2010; DEPO, Istanbul, 
2012); Ancora ancora la nave in porto, by Michelan-
gelo Consani (CAMeC pianozero, La Spezia, 2011); 
Altri Discorsi/Attraversamenti dell'archivio video 
DOCVA (Careof, Milan, 2009); Co-curator of the 
Visible platform. Where art leaves its field and 
becomes visible as part of something else 
(Fondazione Pistoletto and Fondazione Zegna) 
and web editor in 2010 of the European project 
Former West (BAK, Utrecht). From February, in the 
Kadist Foundation gallery in Paris, he is presenting 
the second part of “Enacting Populism”, the project 
inaugurated a year ago in Belgium at Extra City 
Kunsthal Antwerpen.

Let's start at the beginning. How was this project 
born?
The stimulus was a residence that I was offered in 
Belgium. In 2004, Vlaams blok, an extreme 
right-wing xenophobic party, achieved the highest 
number of votes in the European elections, creating 
an international precedent. This, together with my 
strong interest in the study of forms of political 

Enacting Populism is an open platform on the 
possible relationships that weave between 
artistic practices and populist aesthetics. Looking 
at the dynamics in action between political class, 

its representation in the media and 
relative aesthetic production, 

it examines the historic 
evolution post-Cold War. 

The result has generated 
residences for artists, 

seminars, discussion panels 
and above all an exhibition 

at the Kadist Foundation 
in Paris, which opens 

on 17 February. This 
is a project that has 

reopened a very topical 
debate, providing various 

stimuli for the ensuing 
dialogue.

Much is said about Europe 
in this period, and almost 

always, none of it is positive. 
Starting at the heart of the 

project, we have de-constructed 
the “populist” language adopted 

by contemporary politics, seeking 
to define the term better and to understand the 
direction in which our democracies are being 
projected, between media bombardment, social 
change and global economic crisis.

eP
ENACTING POPULISM

Jean Marc Mangiameli
--------------------------------------------------------

--------------------------------------------------------
Foundland, Enacting Populism visual identity, 2011

--------------------------------------------------------
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representation, convinced me to work on a project 
that analysed this change in paradigm. Antwerp, and 
more generally my stay in the Euro-core, 
represented a privileged point of access to the 
contemporary zeitgeist, the ideal situation in which 
to understand what has happened in Europe in the 
last 20 years, and consequently to better understand 
populism, a term that is increasingly used in the 
political arena.

What has happened since the fall of the Berlin wall?
In 1989 the ideologies collapsed, politics became 
increasingly “real politik”; more pragmatic and tied to 
economic interests. Media space has become an area 
to be 'colonised' by the new leaders, who no 
longer come from ideological experience but from 
economics, finance, directly involved in the big 
corporations or sometimes in the media business...

And Italy is an emblematic country in this sense...
Absolutely. For me, Italy has represented a great 
store of understanding. I was born right in the middle 
of the eighties, in a universe that was decidedly 
controlled and manipulated, a strong impact on our 
concept of collectivity and political idea. This has 
given me more stimuli and motivations for this work.

You interacted with many artists on this project. 
What points of view emerged?
A lot of what was produced was visual and 
conceptual. Foundland, for example, is a collective 
based in Holland which, in addition to taking care 
of our visual identity, worked on some politicians as 
though they were television celebrities. They analy-
sed the media imaginary that these individuals have 
built around themselves, be it by direct influence (as 
in the case of Berlusconi and Wilders with Mediaset 
and Endemol) or by contextual influence as in the 
American arena, where the political forms have 
practically always been populist. The artist Jonas 
Staal offered another analytical approach with his 
project “Art, Property of Politics”. His initial research 
was aimed at understanding, on a visual level, the 
relationship between aesthetic production and the 
political parties in Holland, documenting the 
acquisitions of artworks and design pieces by the 
political offices. Then he asked the right-wing and 
centre parties (which had abandoned art, 
maintaining that it was only a hobby for the left-wing) 
to exhibit, inside their offices, the artists who felt ex-
cluded from the dialogue. The results were intere-
sting...

What was the approach of the Italian artists who were 
asked to work on this theme? Was there self-criticism 
of the depressing current political situation?
To tell the truth, I noticed a detached attitude, almost 
as though naming the figure or analysing the 
phenomenon itself was something of little interest, 
or actually compromising to the work itself. I noted a 
desire to avoid the question: to make a sort of 
detournement. 

Why do you think this is?
Italian artists are interested in what is polical, rather 
then in politics; in the sense that, in Italy, the 
detachment between those who are the 
representatives and that, which is a discourse of 
government, is truly an abyss and a problem. 
So it's as though our artists were more interested in 
giving interpretations of the populist possibilities in 
general.

Danilo Correale, who worked on the Antwerp project, 
is one of those who did explore the media aspect of 
populism, but in a more general dimension. He 
created a fake lottery in which some slogans, common 
to many extreme right-wing parties, were inserted in --------------------------------------------------------

Superflex, Corruption Contract, 70x100 cm, handwritten document, 2009. 
Courtesy of Mads Øvlise and the artists.

--------------------------------------------------------



an altered way and played inside it. I found this work 
interesting. Can you explain it?
He made 5000 lottery tickets and asked fifty shops in 
Antwerp to give one to every customer who 
purchased a real lottery ticket. He wanted to insert 
himself in an existing distribution system, in order to 
directly reach a particular public and start his 
discourse from there.

On the subject, I remember that several years ago 
Jean Marie Le Pen, ex-leader of the French extreme 
right-wing party “Front National” (led today by his 
daughter Marine) put fake Euro banknotes with his 
party slogans on the back into circulation throughout 
France...
Interesting. He obviously wanted to reach a precise 
target: the proletariat, which is potentially the most 
attracted by this type of situation. I think it is a very 
similar mechanism to the one Correale used. In fact 
the lottery is also an instrument with which to work 
on the middle and lower classes, and it was a way to 
highlight the fact that certain political parties never 
want to articulate a project-culture, only false hope; 
hope that is activated by these demagogic slogans, 
and plays on the weakness of the unemployed, who 
do not want to see their jobs stolen by the immigrant; 
or the pensioner, who does not want to see his house 
broken into by the immigrant (as the most 
widely-spread stereotypes would have believe). 
Correale's critique is aimed precisely at this populist 
dynamic of counter-position towards “the other”, the 
so-called enemy; a mechanism that leads to blindness. 
In this way, the citizen is prevented from 
understanding the inevitable conditions that are ma-
king our cities multicultural. It should be clear to eve-
ryone that we are in a process of globalisation, which 
has been going on for twenty years now, and we need 
to look for mediation and solutions. This 
political form feeds antagonism in order to obtain 
consensus.

How do you see Europe? Today there's a lot of talk 
about the future of the single currency and the 
feelings of disappointment of the founding states...
In my daily confrontation with the foundation I often 
read articles from daily papers that are perplexed 
and critical of the European Union. There is a return 
to nationalism, scepticism, but also to religion and 
the abandonment of the secular lay values of the 
state. This is often due to the unmasking of big 
political discourses, due to their links with finance 
and the influence that this has on the whole EU.

The so-called elite..
Yes, exactly. It connects again to the mechanism of 
counter-position that activates slogans against “the 
other”; in this case the elite that controls Europe. In 
this situation the populist discourse has found fertile 
terrain in which to replant itself. The existing 
stereotyped messages, such as nationalism or even 
localism - which is rife in Padania in the north of Italy - 
have been reactivated. Then there is the independen-
ce movement of the southern Italian regions. These 
discourses detach themselves from the real objective 
of social change (that of the politics of participation 
for as many people as possible), distancing us from 
the democratic and moving us ever more towards a 
climate of antagonism.

Antagonism or dictatorship?
In Antwerp I often spoke to different people about 
how the crisis of 1929 led to Nazism. The crisis star-
ted in America and influenced the European banks. 
It's no coincidence that Austria, which saw its main 
bank go into liquidation, was one of the first countries 
to adhere to Nazism. Today the 
concept of “race” has been substituted with that of 
“culture”. The word culture is used as a polarity to bu-
ild barriers and keep us far from any ideas of union. 

--------------------------------------------------------
Danilo Correale, Re-designing Fear - People’s Party Spectacular “Belgium Edition” 

Scratch Off Lottery Ticket - Viral distribution, 2011. Courtesy of the artist.
--------------------------------------------------------



It's interesting also to note that in 
those years the aesthetic production was 
strongly subjected to a pseudo-populist discourse. 
I'm talking about art that is conveyed as 
propaganda, from the design of Mies Van de Rohe 
to that of Giò Ponti, and the work of many 
futurists. In the exhibition this aspect will be 
emphasised by the Société Rèaliste collective, 
with a film that will be the longest one ever made; 
a reflection on the hundred-and-one years of the 
life and work of the film-maker Leni Riefenstahl, 
who was close to national socialism.

At this point I ask myself if all this can be 
possible, replicable in contemporary society. 
I mean the real genesis of a dictatorial situation in 
a consolidated republic like our own...especially in 
the internet age, apparently free of censure and 
manipulation.
This project is called “Enacting Populism”, and in 
the second part in Paris we add “...in its 
mediæscape”. The idea of “mediæscape” is 
fundamental because it is the element that, more 
than others, differentiates us with respect to the 
past. Political figures today have to pass through 
the media space. Artists can do just the same, 
creating interference, creating interpretations 
and breakdowns, acting on the zeitgeist of this 
specific moment.

But does today's artist still have the power to in-
fluence the masses?
The problem is in defining the masses. Today 
many theorists have redefined the term: as  the 
great number and potentially fragmentary nature 
of the community. We are no longer clearly-reada-
ble masses. An artist placed in confrontation with 
a general public is a weak element, but if we 
place him in the specificity of a subjective 
fragment, who he addresses from time to time, 
he has great power.

That brings pop music to mind. Shouldn't it be an 
excellent vehicle for sending messages to the 
masses? Or perhaps that's a subject that's 
relegated to the seventies?
If you notice, even the messages that are 
conveyed with the production of pop music today 
are widely diversified. The culture industry, with 
consumption as its goal, is absurdly perhaps the 
one that has best understood how fragmented 
society is, and how it should be approached. 
The populist political discourse, on the other 
hand, continues to view the people as an empty 
signifier, that is always subjected to a stereotypi-
cal discourse. It tries in some way to recreate big 
numbers through antagonisms. When you clearly 
identify the enemy, the big number forms itself. 
But I don't want this project to be read solely as a 
manifestation against the populist dynamic. 
Unfortunately there is a tendency to confuse 
populism, demagogy and propaganda...

In which cases is a populist discourse favourable 
for community?
The creation of antagonism is a characteristic al-
ways common to populism, but this is not 
necessarily negative. For example: in South 
America the populist movements have been able 
to re-qualify the discourse of mass. Look at Kirch-
ner in Argentina, Lula in Brasile or Morales in Bo-
livia. In these cases the precedents were military 
dictatorships and governments under the yoke 
of the United States. These leaders created a 
positive antagonism that had a formidable role 
in the civil re-qualification of these countries.

Did you find artists who highlighted these positive 
aspects?

Working in Paris and Antwerp could not fail to 
influence my analysis of what is happening in 
Europe, but I am looking for a continuous balance. 
Within the exhibition there will be videos by 
Tania Bruguera and Carey Young, an intervention 
by Steve Lambert, linked to the South American 
and American discourse, where one can find more 
circumstantial views with respect to the rest. Anna 
Scalfi Eghenter's contribution is also interesting in 
this sense, because it sheds a positive light on an 
aspect of the Italian democracy. She works on the 
instrument of the referendum by popular 
initiative, a democratic element that is present in 
our constitution and very few others in the world. 
Her project, amongst other things, takes a 
virtuosity of the Italian political system and 
moves it to the French context.

I often hear Obama spoken of as a populist. What do 
you think?
As far as communication is concerned, although he 
is part of the American dynamic of counter-positio-
ning (antagonism between Republicans and 
Democrats), he has tried to speak to a population 
that is as complex and fragmented as it could 
possibly be. In addition, he is looking for escape 
from the unstoppable liberalism that has made the 
USA unable to guarantee medical care for the 
majority of the population. Obama is far from the 
European model of populist discourse, and he has 
not needed, as Bush did, to spend 8 years talking to 
the Islamic enemy, creating fear in the 
American population for everything that came 
from the Middle East and the Arab world.

If Obama's not a populist, how would you describe 
him?
He's certainly a politician of the contemporary 
condition.

I'm thinking about our left wing, that always has 
one sole antagonist: Silvio Berlusconi. 
It's as though they adopted the populist dynamic 
only halfway. They understood how to create an 
enemy, for as long as it was about creating 
opposition, but when it was about articulating a 
discourse that would lead to politics for the 
contemporary condition, they missed the 
opportunity. Maybe because the ruling class is so 
old that it has no real interest in the current 
condition...

How important was the Kadist foundation in the 
realisation of this project?
Very. Amongst other things, it strongly supported 
me in the creation of an exhibition space that was 
similar to a political office, obviously without 
connotations, but that would allow the gallery to 
become a more receptive space for these artistic 
works.

You've been living and working around Europe for 
years. In conclusion, would you be able to realise a 
project of this kind in Italy?
It would be easy to say no. But I can say that in Italy 
it is very difficult to detach the consent of the 
political figures from what should be the freedom 
of those who produce culture. Just look at how the 
museum directors are nominated: from the 
Castello di Rivoli to Mart, there is no consultation, 
no apparent democracy in the management of this 
public matter. So, above all for the young people, 
who have few guarantees behind them them but 
want to think of contemporary art spaces as 
progress in contemporary thought, it's not easy. 
Political interference in these choices in Italy is still 
an obstacle to a healthy mechanism of expression.

--------------------------------------------------------
Foundland, The X Factor: Research on populism and its relation 

to reality-tv and celebrity culture, research project, 2011. Courtesy of the artists
--------------------------------------------------------
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FARMER 
SEA Farmer Sea is an independent band from Turin; one 

of those bands I'd like to hear on the radio or see on 
the front cover of an important Italian music maga-
zine with the headline "The Next Big Thing", instead 
of the usual uninspiring mainstream dinosaurs, like 
those who produce such magazines. In England this 
would have happened, I'm sure, because  Farmer 
Sea have the songs, they know how to write, how to 
create emotions and also curiosity with their A Safe 
Place. A record made of happy melodies and dark 
lyrics, somewhere between Gomez, Sonic Youth, 
Smashing Pumpkins and R.E.M., with a low-fi and 
shoegaze appeal. What is important is to know how 
to look for beautiful things; those who don't find 
them perhaps don't deserve them.
Tell us your story. When did you realise 
you had a common passion to share?
We met through some advertisements and 
after initially defining our genre, we 
immediately started writing new material, 
without doing covers to “warm up”. In the years 
afterwards, having self-produced two EP's and 
released our debut record, it was our strong shared 
objective that pushed us to keep going forwards and 
stay solid.
More than three years have passed since your 
debut Low Fidelity In Relationships. 
What's happened in the meantime?
We played for a while trying to promote L but not 
as much as we would have liked to. We made a 
video, Teenage Love, that made the playlist on MTV 
Brand:New, and at the same time we started 
working on new material that then came together 
in  A Safe Place.

Marco Cresci
--------------------------------------------------------

Photo Jessica Butler and Delia Simonetti
--------------------------------------------------------
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The poor visibility of Low Fidelity In 
Relationships was a bit demoralising, but now A 

Safe Place is the proof that despite the 
difficulties we are still here, elbowing through 
and making our voice heard. In this sense, the 
positive reviews and the initial appreciation of 

the record have been encouraging.
Your music is often compared to that of 

R.E.M.; I can find references in it, but they're 
not that obvious. What is your opinion?

Over the years we stopped citing groups that are 
almost unknown or restricted to the 

independent circle, above all when we were 
asked “what genre do you do?”. 

R.E.M. are a fair point of 
balance amongst all that we listen to and 

that influences us: they have components 
of folk and rock, and they have a sound 

that is defined and very personal. In 
any case, we listen to many 

different things and each of us has 
his own background. 

The positive thing is that 
despite this we have managed 

to draw everything 
together inside Farmer 

Sea with the certainty 
that we are not pho-

tocopies of some big 
artist. Viewed from 

the inside, one 
of our merits 
is that we have 

found a sound and 
an identity 

that belong to us.
You are Italian, but this is 

not evident from listening 
to your music. I think this is a 

great merit; is this objective 
reached naturally 
or is it engineered?

There has never been any premeditation 
in our choices. We happened to be playing 

in a period of transition between the big wave 
of Italian rock groups of the 90's and the more 

independent groups from 2000 onwards. 
Considering that the main influence in our 
musical background is Anglo-Saxon, and I 

already wrote and sang in English before 
Farmer Sea, the choice was pretty natural. 

We still haven't faced a foreign public; that would 
certainly be an interesting 

testing-ground.
The video for To The Sun marries the music 

perfectly: it is evocative, nostalgic, 
melancholy but not sad. Is it made 

completely of archive footage or was some of 
it filmed for the purpose?

The whole video is made of archive clips from 
various sources and it's a strictly homemade 

product. To us, the song evoked images of dama-
ged film and scenes from other times. 

We found material that was 
suitable, and then during the editing 

process it emerged that it would be 
possible to tell a little story of a journey across 

America in the 50's and 60's; a 
story that in turn contains other stories, of eve-
ryday provincial life. In general, this record has 

been completely DIY, so making the videowas 
just one of many steps taken in this 

direction and for the moment it's working well.

Which groups or artists made you want to 
start a band?
Each of us has a favourite group, the one that 
makes you pick up an instrument, whether it's 
Pearl Jam, U2, Pink Floyd 
or Smashing Pumpkins. Zooming in on the sto-
ry of Farmer Sea, I could mention dEUS, Girls in 
Hawaii and, staying on Italian territory, Yuppie 
Flu. After one of their concerts at Hiroshima 
Mon Amour in Turin, we even timidly gave 
them a copy of our first EP. Who knows if they 
still have it!
A Safe Place is a title that clashes with its 
cover image; in my opinion only apparently 
serene, in which the turbid water promises 
nothing good nor safe. Is this a reflection of 
the times, in which we are led to believe that 
everything is going well when in fact it is 
absolutely not; or is it something else?

You have interpreted the cover well. 
Serenity has always been only 

apparent in our songs. Many 
have been fooled by the 

melodies, sometimes too sun-
ny, that often hide themes 

and feelings that are 
the direct oppo-

site. For this 
record, our 

safe place was the 
choice to 

produce it ourselves, with 
all the fear and the unknown 

that this involves.
Can you live on music in Italy 

or do you all have second jobs?
That's never been our primary 

concern and, looking at the general situa-
tion in the independent world and elsewhe-

re, very few can allow themselves to live on 
music alone. A second job, or maybe it would be 
better to say “first job” is therefore fundamen-
tal. And also, if you're a musician 24 hours a 
day, how can you relate to real life and 
above all, where would you get the inspiration 
for new songs? We limit ourselves to goals wi-
thin our reach: making good records and doing 
as many concerts as possible.
When you think of this record, what's the 
first memory that springs to mind?
The car piled high with instruments, the boat 
journey, a scorpion in the shower, grappa in a 
plastic bottle looking like water, the time spent 
together, and also seeing the copies of the fini-
shed record for the first time was pretty inten-
se.



S.M.,SEBASTIANO MASTROENI
Curator Antonio Moscogiuri Dinoi

Who are you?
I'm the disorientation, the hunger, the dizziness and a pervasive sense of omnipotence 

and impudence. I'm a sandwich filled with promises; I'm a kiwi seed, lost and scared 
between an incisor and a premolar; I'm scornful drift, I'm among the bitters left in the 

aunt's window for too long; I'm the red on Heidi's cheeks.

Where do you come from?
I'm absolutely Made in Italy. I was born in Bassano del Grappa of a Sicilian father and 

a mother from Trento. 

Studies and experiences?
I attended the scientific high school of my own town and the Urbino ISIA, an elite upper 
graduate school for graphic design and publishing. I lived in New York and Amsterdam. 

I saw people, made things.
 

Current job/s?
I'm special effects and communication officer of Toilet Paper magazine, 

I also work in Dolce&Gabbana Man's style office and have Visual Culture and 
Graphic Design chairs in Milano IED Moda Lab. 

Future projects?
Begin!: it's a dusty project on beginning. It's made of good impressions. 

Angle: it's about the Russian space program development and Jap technology. 

Three characterising words for your illustrations?
Contemptuous, unaffected, shrewd. 
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Sabrina CiofiMusic, independent publishing, worldwide web, and Italy: it's im-
possible to put these words in the same sentence. When and why 
did you decide to start a music fanzine on the internet in Italy?
Alex: We started TOH! in June 2010 when we uploaded issue zero to 
the web. TOH! is a web-magazine, that's what we like to call it. Fifty 
percent is dedicated to music, with interviews and photo-shoots 
created by us: we try not to use the record companies' stock photos, 
because we want to give a personal interpretation. Twenty-five 
percent is dedicated to fashion, with photo-shoots and articles, 
fifteen percent is dedicated to art and the remaining five percent is 
left free to be used for whatever subject matter strikes us at the time. 
TOH! grew out of the need to make a magazine that fully reflected 
our tastes and had a definite and uncompromising editorial 
angle – something that we feel is missing in Italy. We've made an 
appendix to TOH!; a true fanzine in folded poster format, with 
full-page photos inside for you to stick on your bedroom walls. 
It's distributed free in Milan. A way to start looking at what you 
can then end up reading online.
Marco: TOH! began when we realised that there was nothing in Italy 
that represented us, that satisfied our tastes and our curiosity. Italian 
magazines, and I think I can say all of them, are full of news that has 
been on the internet for months, and when it's printed it's already 
old. We enjoy discovering things before they become popular – 
actually, they quite often don't become popular at all. More simply, 
we only talk about things we like.

-----------------------------------
Photo Alex Vaccani
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What are your reference models?
Marco: I don't know... good taste? For the fanzine we 
were definitely inspired by the work of Princess Julia, 
a British DJ and journalist who started P.i.X. zine in 
the mid 'noughties'. It's a fanzine printed on a single 
sheet of foldable paper, a dirty punk style in a terrible 
black and white that was inspired by the very first 
fanzines in history, when the style was fresh and the 
contents were new. I'd like to see this kind of 
enthusiasm make a comeback: how many people, 
today, wait impatiently for the new issue of a magazine 
to arrive on the newsagent's shelf? That used to 
happen with The Face.
Alex: I don't think I have a point of reference. There are 
some magazines that I love more than others, and that 
reflect my taste more. Like The Travel Almanac, 
Purple, Selfservice, Pinups, or Fantastic Man. There 
are independent projects that are born and then die in 
one season, and fortunately there are others that 
manage to survive, like Dapper Dan, Derzeit, Irène, 
Personal Spam, Avenue, and I Love You. The culture 
and the approach to fanzines is different overseas. 
For example, in Printed Matter in New York you can 
find fanzines that are real and proper works of art. 
So I don't know if TOH! was born following a prefixed 
model. Certainly the things we like do influence us 
and they end up in TOH!. I can only say that I follow my 
taste.

What relationship does TOH! have with recording 
and fashion companies?
Alex: TOH!'s relationship with fashion in Italy is in 
expansion. Web-magazines are misunderstood as being 
blogs, and are not taken seriously to start with. Some 
press offices continue to refer only to certain types of 
editorial reality, that no longer have the strength and 
the significance they had twenty years ago. The web 
has changed the way magazines come to fruition. So, 
the press offices that are in line with the times and 
with reality see TOH! as any other magazine that deals 
with fashion and creates photo-reports with serious 
and recognised professionals.
Marco: The independent labels immediately welcomed 
our project with open arms; they appreciate it and we 
work well together, but the multinationals, with a few 
exceptions, don't really take us into consideration. It 
must also be said that there are really very few artists 
on their rosters that interest us. In Italy the 
multinationals still think that internet = pirate. 
Luckily this disastrous period in history is causing the 
rebirth of the independent realities that have always 
known how to survive.

How do you finance the production of your project?
TOH! is completely self-produced, it's free in every way; 
both for the reader and the creator. We are lucky to 
have very talented collaborators who, like us, believe 
in this project. TOH! is a means to display their 
individual ideas and visions, creating together an 
extraordinary vehicle for the fruition of things which 



would otherwise only remain in a niche environment.

Fanzines are platforms of experimentation in style and 
cultural innovation, whose intuitions aliment the 
mainstream: how do you think that TOH! is contributing 
to the evolution of an underground music culture in Italy?
Marco: It would be an honour to know that in some way we are 
contributing to the evolution of Italian music culture. Luckily 
there are many small realities in Italy that are trying to spread 
a new music culture; we are not alone, even if we aren't all 
operating collectively together. I feel proud when someone 
thanks me for having made them discover a new band, even 
a simple 'thanks' is the sign of a small goal reached.

How would you define today's Italian music culture?
Marco: Look at the Italian iTunes charts and you'll get a 
complete picture of the situation, which I would define as 
disastrous.

Where does your love of music and publishing come from?
Music has always played an enormous role in our lives and in 
our education. It's a joy and a pleasure that joins us together, 
and it will never cease to exist and grow. The same goes for 
publishing, despite the fact we had a negative experience with 
a magazine to which we had dedicated, uselessly, body and 
soul. The love of magazines won through, and out of that great 
defeat we decided to create a publication that would be all ours.

Is it easy to be independent in Milan?
Alex: You're either independent or you're not, end of story. 
Independent is a personal way of seeing things, rather than a 
choice. It's certainly not easy economically, because the fact 
that you're free and uncompromising means the path is less 
simple, but emotionally it's much more satisfying, in Milan and 
anywhere else. You do it because you like it, that's all.

You've been the protagonists of Glitter for over ten years. 
It's one of the Milanese club nights that has spread an in-
ternational style of clubbing throughout Italy. How has the 
night-life scene changed from 2000 to today?
Alex: Glitter has always been a unique world for me, 
different to all the other clubs; a place where lots of people 
shared the same enthusiasm. The music that was our 
accompanying soundtrack in those years has gone, it's evolved 
and changed, and we have changed too, but the enjoyment and 
the atmosphere are still the same. It's like having a house-party 
with your long-standing friends: what happens at Glitter stays 
at Glitter, and it can't happen anywhere else.
Marco: I've been resident DJ at Glitter since 1999 (with the 
name DJ412). I don't think there is any other resident night 
that has been running for so long in Italy, and I don't think the 
night-life has changed either. We have changed, we have grown 
and often, when you grow, you confuse the inevitable changes 
with the regret for those carefree years that will never come 
back. We started as an indie club that dreamed of bringing 
London glamour to Milan. And we did it. Those were the 
years of Brit Pop, we supported electroclash, we loved new 
rave. Today the “Glitter Family” is a solid team, strong and with 
clear ideas, aware that in its own little way it has influenced the 
local and national club scene.



646+1 Milano

Alice Egle Volontè, a 22-years-old student who attended the 
fashion communication course at IED Moda Milano presents 

her thesis project: a research on subcultures through 
the streets of Milan.

646+1 MILANO was born out of a personal interest that 
recently matured while walking the streets of Milan. 
A city populated by young boys and girls belonging to 
“metropolitan tribes” that are, to the majority of people, 
well distinct from one another. A great curiosity and the 
desire to thoroughly investigate their world drove me to the 
identification and analysis of the evolution in youth fashion: 
nine tribes, depicted through photos and testimonies 
of youngsters from 15 to 25 years old. They have symbolic 
names that recall a “possible world” made of clothing, 
music, bars, languages and attitudes. A true “supermarket 
of style” (as Ted Polhemus states), from which they borrow 
and rework elements from the past, blending them with 
those of the present. They take leather biker jackets, 
skinheads’ Dr. Martens and ripped punk t-shirts, and create 
their own style, showing it off within a group that is no 
longer well defined. The very young kids escape all mappings, 
they create labels and wreck them, camouflaging 
themselves with incredible speed and changing skin with 
every new moon. They no longer define themselves through 
a specific place of belonging, but they establish themselves 
anywhere, thanks to the diffusion of blogs and social 
networks, thus accelerating the development of variations 
and new styles.Alice Egle Volontè
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Pizza meets Paolo Mereghetti, cinema 
critic of Corriere della Sera - the biggest 
Italian daily newspaper - and curator of 
the Film Dictionary - the top-selling 
cinema dictionary in Italy, published 
by Dalai Editore since 1993.
He teaches on the cinema critique course 
organized by the European Institute of 
Design with Cinema Anteo in Milan, 
through the Officine project, and we met 
him after one of his splendid lessons 
there.
This should have been an interview on 
Italian cinema. It became a lecture on the 
independence of ideas.

Our desire with Pizza is to understand 
the current state of Italian cinema. Many 
people think it is going through a period of 
identity crisis or rebirth. Is this true?
I would say that the identity is 
completely missing. If we look at French 
cinema, which has a system strongly 
rooted in identity because it is based on 
the actors and directors more than the 
screenplay, we could ask ourselves the 
same question. The same goes for 
American cinema, which is most certainly 
dead calm right now. The problem of the 
lack of identity is not just an Italian one; 
it is worldwide.
As far as Italy goes, I would say that 
there is an underlying cultural problem 
and apart from some directors who are 
searching for a new freedom of 
expression, such as Michelangelo 
Frammartino with “Le quattro volte” 
or Pietro Marcello with “La bocca del 
lupo”, the rest seem to me to be locked 
in stereotype.
Italian cinema had moments of identity 
that were very strong only when, like the 
country, it had to reckon with the 
reconstruction (Neorealism) or the boom 
years (Fellini, Antonioni). During the 
Years of Lead, all we invented were 
B-movies with Edwige Fenech. 
As long as the problem for Italian cinema 
(and cinema in general) is earnings and 
profit, then it will always be hard to work 
on the identity. And it takes more than a 
couple of averagely successful comedies to 
rebuild it.
Obviously Garrone's cinema is trying to 
bring back the neorealist lessons, while 
Sorrentino follows the ironic and surreal 
path, but the trends are not to be found in 
the great auteurs; rather in the produc-
tion media.
Nobody follows the path of working on a 
genre, and everybody thinks they're an 
auteur. A genre like melodrama, for 
example, should have a lot to say right 
now but for the past fifteen years, if you're 
not already an auteur at birth, you're 
nobody. Yet Hitchcock took forty years to 

be recognised as an auteur. A movie has 
fundamental rules that should be followed 
in the writing, in the work with the 
actors, and in the filming techniques.

What happened to our French cousins' 
cinema that didn't happen to ours?
The French managed to reflect profoundly 
on their cinema, even if it was with 
obvious nationalistic references. Their 
geopolitical situation is simpler, because 
what happens in Paris is without doubt 
a model of authority in the rest of the 
world, and this pre-eminent position has 
always been taken advantage of, through 
the adoption of legislations that favour 
national cinema. Within the laws of the 
free market, the French have always 
maintained that culture is an exception. 
Having a film as an obligatory subject 
for high-school graduation exams means 
forcing the new generations to get to grips 
with cinema, and it also means, in the 
same size of population, selling almost 
twice as many tickets as in Italy. When 
they talk about economic aid for cinema 
in France, nobody objects, nobody queries 
the necessity of the operation or the 
seriousness of the references that are 
considered a national patrimony. In Italy, 
this aspect is again politicised and hostile.
One emblematic example is our policy on 
new cinema licences: until the nineties it 
was practically impossible to get a licence, 
then with the Veltroni reform the 
multiplexes were born, and it was 
thought that there would be more space 
for the projection of quality films. That 
didn't happen. Basically because there 
were no guidelines given for 
programming, and obviously not for 
production. Art films and niche market 
films dropped out of circulation, as these 
big commercial venues were not suitable 
for their screening. Cultured cinema was 
assassinated.

Was it an attempt to imitate the American 
distribution system?
Exactly. In the US, the average quality of 
the films in distribution is very poor, and 
quality films can only be seen on the uni-
versity circuit or in the few art film movie 
houses. Everybody knows that Allen and 
Eastwood earn more in Europe than in 
America. Also, television has degraded 
the cinematographic language, making 
certain films practically 
incomprehensible to the average 
spectator. The goal is to make 
people feeble-minded.



Yet American cinema has, historically, 
always been able to create great and pro-
found popular stories?
The ability to make spectacle out of the 
stories is still there, and there are still 
great popular auteurs like Spielberg, but 
the system around them no longer has the 
production capacity, and so there is no 
longer that tension pulling to tell great 
stories. 'Avatar' is almost void of content, 
even if the effort required to produce it 
was extraordinary. American cinema has 
changed because the financing no longer 
comes from enlightened producers, but 
from the pension funds. It's no 
coincidence that the most recent films 
of Scorsese and De Palma are less 
interesting. They haven't been able to 
enjoy that freedom of production that was 
there till the end of the eighties. 
––And this is what is happening in Ameri-
ca; you can imagine what could happen in 
our 
country.

So what would be your advice to a modern 
Francesco Rosi who wants to make 
“Il caso Mattei”?
To approach Current TV or Milena 
Gabbanelli. Rosi, movie after movie, had 
shown that there was a public ready to 
follow him; the same public that we have 
now definitively lost. Or actually, we 
killed that public. With the endorsement 
of the institutions.

In conclusion, can you name a couple of 
your favourite films, the ones you have a 
carnal relationship of physical pleasure 
with?
At this point Paolo Mereghetti begins to 
imitate the characters of Fellini's 
“Amarcord” in a way that cannot be 
transcribed, but which conveys even 
more directly the love and passion for 
cinema that we have felt throughout the 
interview.



Why are we so scared of living in absence? Only in the moment in which I had the courage 
to accept the void did I feel the wealth of richness that had been left, unaffected, along the 
path of absence. The traces, left by that which disappears, manifest themselves in multiple 
sensations that are accompanied by an infinite and delicate richness, giving the possibility of ano-
ther and more sensitive key to understanding. So, I ask myself why the void of loss must remain 
prisoner of pain, and again, why that richness of experience that is released by its acceptance 
and liberation should not be recognised. So my work took form, on a day whatsoever in March, 
that for me was the origin. With the eye of the first-born I decided to materialise my thought 
in a work that shows the beauty of the ephemeral in its power to exist, dissolve and generate.
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When material alters its state and seems to slip 
away into nothing, it leaves as inheritance an 
apparent void that has been violently robbed of all 
meaning and reason for existence. Thus, the 
dissolution of a mass, and the disappearance 
of that which was before and will be no longer, 
becomes deprivation and loss of all that had, 
in some form, belonged to us. Deprivation, 
associated with loss and pain, is inserted 
differently here, in a protected context, 
silently observed in its slow expression and then 
exorcised. This is the premise my work grows 
upon, and, blending poetic language with scientific 

empiricism, it re-presents the process of loss 
and tells how the void, already 

imperviously present in the heart 
of the corporeality, is another 

state of material itself and 
not its negation. So, as in a 

timeless vanishing trick, 
the immense richness 
that is generated by all 
that apparently loses 
itself in nothing, 
is revealed.
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The work proposes a mutation of state that requires all the time it needs. In 
thirty hours, the ice narrates its evolution and its reincarnation. The process is 
followed by four video cameras with four different views, that document the passage 
in real time. Thus the film becomes the testimony of the sordid slowness with which we 
become deprived of something, and at the same time becomes the eyes of he who assists 
in this process. The fixed frame immobilises the gaze, but the multiple angles aim to 
offer a multi-faceted panorama of the process. From here came the idea to use four 
different perspectives to tell one story. The spectator, although obliged to assist in the 
inevitable journey towards absence, can choose where, how and for how long to participate.

tiMe
Giving material form to the idea was a necessary condition for the narration; from here the 
choice to use ice, which, better than any other element, brings with it its own natural and 
undeniable mutation of state. The ice becomes an allegory of body, existence and material, 
and at the same time its obligatory metamorphosis assumes the characters of absence. The 
acrylic colour inserted in the the heart of the ice becomes in this way the implicit seed of the 
negation of the material itself. The melting of the colours that slowly blend with the water and 
subsequently amongst themselves, generates in its turn a new reality. But nothing is new or 
is added; all the components are already present, and cooperate in the same process; all is 
part of a whole in progressive evolution that goes modifying and reinventing itself in time.

MaTERiaL



The work is unique of its kind and unrepeatable. In the same way in which every experience 
manifests in the particular nature of each individual, the casualness of the dispersion of the 
mass and the colour can never assume the same form nor the same characteristics. The ice 
that mutates silently and modifies over the hours, in its turn sculpts the fabric on which 
it rests, marking it with the colour that, from a solid and defined form, melts into new and 
unpredictable graduations. The pallets become the planes of emotion on which the absence 
leaves the pattern of its sensitive richness, and generates in total liberty the signs of its pas-
sage. The body of ice, although no longer existing in its original structure, re-presents itself 
in another, leaving new elements to read that continue in their mutation, as its inheritance 
to those who remain. The void is a necessary and inseparable condition of existence, the 
void does not disappear into nothing but fills itself with the same material that generated it.
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Stylist assistant Giulia Porotto
Hair and make-up Isabel Strobl

Model Katerina @NEXT
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All clothes and accessories Mila Schön spring summer 2012 collection
--------------------------------------------------------

Thanks to Società Trenno srl Ippodromi di Galoppo e Trotto San Siro Milano - www.trenno.it for the location

Yellow round neck cotton cardigan
Blue cotton and silk jacket and trousers
Tobacco and red leather sandals
Golden bangle with multi-color plaque
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Emerald green long sleeve jacket with profiled shoulders and puffed sleeves
Emerald green wrap-over tulip skirt with profiles on the waist

White leather gloves stylist's own

Orange and tobacco round neck double wool coat with cream wave inlay and glass button
Tobacco pleated silk maxi trousers with orange inlays

Golden chain necklace with green, yellow and white plaque
Red leather gloves stylist's own



Red long sleeve double wool jacket
Light blue Persepolis print long sleeve silk cardigan

Persepolis print silk palazzo trousers

Coral short sleeve silk shirt
Coral sleeveless double wool sheath dress with yellow inserts

Tobacco leather sandals with yellow rhomb
Golden bangle with multi-color plaque



and whispered sensuality. Can you tell us how 
you set about the 
creation of this collection and what stylistic, 
material and tonal paths you chose to portray a 
world that moves Like Light Flowers? And what 
role is played by the accessories in this new-born 
multicoloured space?
The inspiration for the new Spring/Summer 2012 
collection is Ikebana, that is the Japanese art of 
arranging flowers with other unusual elements. 
In our case, the flowers were combined with small 
geometric elements. I also wanted, for this season, 
maximum lightness and freshness, colours that are 
solar and never too heavily saturated, clean volu-
mes and small movements of asymmetric ruches 
on clean and essential pieces. Some designs and 
motifs that are iconic in the Schön aesthetic 
emerged from the Maison archives, and I wanted to 
revisit them in the new prints for the season: like 
the Majolica, inspired by the famous Spanish tiles 
and “enamelled” on a base of crackled canvas, and 
the Persepolis, a kaleidoscopic mosaic of horizontal 
lines, micro-geometry, crosses and little flowers, 
stylised in a patterned mix of silk crêpe. The acces-
sories complete the look, and give strength and 
determination, even to the most linear pieces. 
Shoes, bags, jewellery and hair-clips, all in the 
spirit of the collection: coloured, wearable, and with 
important graphic impact.
 
Setting aside the developing countries, for which 
wealth still represents a value, a way to affirm 
one's identity and status, what meaning do 
concepts such as “style” and “luxury” have to-
day? And how is the Maison Mila Schön moving 
within this important process of redefinition of 
terms?
I will answer simply and in few words. Luxury, 
in our way of seeing things, comes from simplicity, 
or more truly from that elegance without frills and 
frippery that is characteristic of our style and is 
the DNA of our Maison.

We are living a very particular period, distin-
guished by a dramatic economic situation that 
extends on many fronts: the economy, the media, 
the instruments of everyday use, roles, 
identities, temporal speed. Paradigms of the past 
can no longer be applied to the contemporary 
reality. If yesterday it was fashionable “to be 
fashionable”, today it is fashionable “to have 
style”, and perhaps what will be required 
tomorrow will be a precise mental attitude, 
communicated and carried consistently. All 
of these are reasons that  support the opening, 
53 years after the birth of the first Mila Schön 
boutique in Via San Pietro all'Orto 58, of the new 
single-brand boutique in Corso Venezia 18 in 
Milan. Can you tell us how this came about and 
how the project, which amongst other things, 
includes an exclusive “ready-to-wear made to 
measure” service, was developed?
“Made to measure” has always been part of our 
story. I say “ours” in so far as Mila Schön had 
around two hundred seamstresses employed in 
the creative office in Via Montenapoleone, who 
worked with great patience and attention to detail 
on the creation of the “made to measure” garments, 
and those destined for high fashion. I, on the other 
hand, grew up observing and learning from the 
seamstresses in the workshops in Apulia. This is 
why it was totally natural to insert the “Atelier” in 
the brand relaunch project. Satisfying the client 
with a garment made to measure – from the colour 
to the fabric, from the design to the details – is the 

basis of our way of making fashion.
 
Team work, collaborations and projects in the world of art, 
amongst which “Suggestions”. 
And more: costumes for cinema and television: the keyword 
is cross-contamination. What projects do you have in mind for 
the 
immediate future of the Maison, and, if you can tell us, what 
is fascinating you at the moment?
The most recent project to be developed is in our 
boutique in Corso Venezia 18, where there is always space 
reserved for contemporary art. It is part of the 
“Suggestions” project, and curated in collaboration with 
the artist Fiorella Fontana, a delicate artist, fresh and 
feminine, who works with white bases, pencil and 
carbon. I was fascinated by her work as soon as I saw it 
in the Arsprima Art Gallery. And this is exactly what 
inspires me: the cross-contamination between art and 
design, theatre and cinema, poetry and illustration; and then 
there are the creative youngsters who do not impose upon them-
selves any limits in technique, framework or materials. Someti-
mes, when it is possible, we try to make their work 
functional to the collections: as, for example, 
we did with Matteo Pellegrino, who made some ad hoc 
pieces for Mila Schön, which then became hair-clips, necklaces 
and earrings. Today I am inspired by all these worlds mixed 
together, and I am always on the lookout for new identities 
for collaboration and sharing magnificent energies.
 
A thorough training: first the Technical Institute of 
Clothing and Fashion in Trani, then the Marangoni 
Institute in Milan, and many awards from fashion 
schools and prestigious organisations (European 
Institute of Design, National Chamber of Italian Fashion, 
Moda Mediterranea, Bari Chamber of Commerce, AltaRoma, 
Vogue Italy). To be a success, it's not enough to be good or 
very good, it's not enough even to be the best in the class. 
Success, viewed not as a shiny medal to wear on the chest, 
puffed up with obtained merits, but rather as the concrete 
manifestation of all the efforts which grow greater 
every day; the realisation of a dream, the result of the little 
daily battles that are fought working in the field day and 
night without pausing. The destination, the end; it is never 
reached, and one can never stop running. What advice would 
you give to youngsters who are entering into the field of work 
today, in fashion and 
elsewhere? 
(Certainly, being very talented helps, there's no doubt about 
that). Yes, talent is important, but so is living with passion every 
day, never stopping, never imposing limits and above all learning 
that, even when you are at the top, you've never actually reached 
the peak of the mountain. A healthy dose of humility is needed 
really, because in this job there is always something to learn: 
from the technician, from the seamstress, from the pattern-
maker, from the commercial sector, from the product itself, and 
so on. This is nothing to be frightened of, on the contrary; I find 
it absolutely fascinating. It is wonderful to learn, to see your own 
creations being born and growing through the sewing, the 
manufacturing and the pattern creation. I believe it is important 
though also to be yourself, to believe in your own ideas of style 
and to take them forward with conviction, without ever 
modifying your own personality, because in the latter is hidden 
our luck. It is we who move the universe, if we wish to. One 
message therefore: have personality, be elegant; be essence, 
head and heart, and not just a surface.
 
Mila Schön said: "A clothes designer does not start a 
revolution, not any more. There is, however, a message that 
each of us tries to transmit through a multi-faceted 
collection". What message is Bianca Maria Gervasio sending 
through her very personal interpretation of the Schön style?
The message is an elegance that is, above anything, almost 
conceptual: an expression of simplicity, the height of cleanliness 
in the volumes, and a femininity that is whispered, never 
excessive.

Talented, determined, tireless but, 
above all, good at what she does. 
She is Bianca Maria Gervasio, 
Creative Director of the historic 
Italian fashion brand Mila Schön 
since 2008. Hers has been an 
outsider's career, studded with 
goals reached and countless 
successes, but also made of many 
sacrifices and nights spent working in 
the studio. A formula for success that 
is achieved in the field, 
by being constantly committed, 
by acting “honestly and without 
overdoing things”. Designer, 
seamstress, costume maker and 
deeply passionate about art in all 
its forms: the fashion designer 
from Apulia has clear ideas about the 
new direction she intends to give to the 
reborn brand Mila Schön, about the 
creative projects that are in store for 
the Maison, about the paths and 
dreamlike journeys that fashion will 
follow in the immediate future. Her 
presumption? “To make an 
aesthetic out of beauty, that will remain 
in time”. This is undeniably the stuff 
of “Velvet People” (editor's note: “Vel-
vet” is a monthly mainsrtream Italian 
magazine. 
The “Velvet People” column presents 
interviews with important figures from 
the worlds of fashion, show business, 
art etc.).
 
A disarming career-path that many 
youngsters, novices in the fashion 
world, would dream of re-walking. To 
be the Creative Director of a Maison 
such as Mila Schön, which has been 
one of the protagonists in the history 
of Made in Italy and its success in the 
world – what effect does this have on a 
“girl” who's only just over thirty years 
old? (It's a decidedly weighty and pre-
stigious burden to carry).
Being Creative Director at thirty years 
old of a Maison that has made the 
history of fashion is a dream come true, 
but also an enormous responsibility. 
But I don't live the experience as a 
burden that crushes me, more as an 
opportunity for construction, and 
every day I tackle the challenges that 
it presents with pleasure. The best way 
to take the Mila Schön project forward, 
which is also my way, is inspired by 
the brand itself: step by step growth, 
undertaken honestly and without 
overdoing things. It's about 
reconstructing the craftsmanship, 
the tailoring skill and therefore the 
quality, maintaining the sobriety and 
elegance, not only in the clothing but 
also in the way we position ourselves 
and enter into the new contemporary 
reality.
 
Born in Molfetta, protected by the 
Murgia Barese, surrounded 

Under the clothes... Essence, head and heart

by the intense and rough green of the Tavoliere de Le Puglie, and cra-
dled by the waves of the Adriatic 
Ocean. Good roots go deep. Apulia can be felt, living in your 
inspiration, and it can be heard in your words. What colours and 
suggestions did you bring with you, or have you conserved in your 
memory?
Pictures of endless landscapes: sparkling colours in every season, 
iridescent with the light, the wind and the colour of the sky. And then 
strong images of the stormy sea, or the idyllic rural peace of the country-
side and the Murge. The fields of straw-yellow grain dotted with red pop-
pies, intense green olive groves and the burnt colour of the earth. These 
emotions and suggestions are indelible; they are always with me because 
they are part of me. Apulia is an important point of reference and source 
of creative inspiration for me.
 
Thesis and antithesis, person and personality, spirit and role. 
If there is anything that Bianca Maria reprimands Bianca 
Maria Gervasio for, what is it?
Bianca Maria Gervasio would do it all again, everything that she has 
done, without regret and without reprimand; because she does not 
believe in guilt, only in personal growth, and she draws strength from 
the errors made.
 
Linearity. Sobriety. Taste in colour. Geometry. Mrs Schön said: 
"I note only the ugliness of things, and by eliminating it, the beauty 
remains.” How do you interpret this idea of simplicity and chic, 
which goes beyond the fashions and trends of the times?
I identify very much with Mrs Schön's way of thinking. 
Since I was a small girl, it's always been a natural habit for me to 
observe and understand what is out of place, what is not right 
or is too much, and to note that by eliminating all this, just the 
essence of a thing remains: the beauty. I am not interested in 
trends, in the superficial, I believe that in fact there are 
balances, harmonies of line, volumes and colours, that make an item of 
clothing evergreen, and give women a continued elegance and harmony 
in the form, regardless. These clearly go beyond the seasonal pieces. Our 
presumption is to make an aesthetic out of beauty that will last in time.
 
Forms and inspirations, materials and colours. Above all, one: pure 
white, which explodes  into patterns. It was the favourite colour of 
Mrs Schön, and constantly returns in all her collections. 
What meaning does Bianca Maria Gervasio give to this colour, so em-
pty and so dense at the same time?
You said White? Well, what can I say? My name is Bianca 
(editor's note: 'white' in Italian is 'bianco'), so I've been living with this 
colour since I was born. Certainly, it was also Mrs Schön's 
favourite colour. She loved white flowers, clean white spaces. 
For me it is also solar, it is the colour of light and cleanliness. It contains 
all other colours within it, but above all I can design 
freely upon it, and create anything I like; as on a clear, rough 
canvas where the pencil-marks flow rapidly and pleasurably.
 
Let's talk about the Spring/Summer Collection 2012. By now you've 
made Mrs Schön's stylistic code your own: double-facings, sliding 
lines, tailored embroidery and the stylistic search. Yet, you've also 
made it all contemporary through silhouettes that are more rounded 
and less angular, original colour combinations and crisper 
wearability that designs new shapes for the body. It's an ultra-chic 

Antonio Moscogiuri Dinoi

BiancaMaria 
Gervasio
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ROSSELLA BISCOTTI
Riccardo Conti

To fully understand what Italian social history and the 
contemporary Italian political identity are made of, it's 

probably not enough to look in a history book for the 
answers. There are points of view and events, sometimes 

invisible or repressed, which are not adequately 
committed to memory.  News-reports are made of 

omissions and gaps, due above all to the 
limits of the media that can barely 

represent them.
Then there are actions and 

attitudes that instead 
remain, pushing towards a 
consolidation of our me-

mory, transcending the 
traditional information 
channels and crystal-

lising in new and 
unexpected forms, 

that succeed in 
the difficult task 
of turning some 

concepts and 
ideals into true 

and proper 
monuments.

Of all these 
tensions and 

actions, 
imperceptible and 
yet also exploding, 

some have found 
an exact 

representation in 
the work of the artist 

Rossella Biscotti.
Born in the city of 

Molfetta in 1978, 
she has been living in 

Amsterdam for many years. 
Rossella Biscotti is one of the 

Italian artists who has most 
successfully managed to combine 

research with a commitment to the design 
of new artistic forms and tools, in order 

to document concepts like time (historical, social or 
fictional), with the role of the artist and strategies of 

resistance against the monopoly of images and 
information.Through a careful analysis of reality, starting 
with a meticulous study of “sources” and archives, taking 

interest above all in how space and places have been 
crossed by different values and stories, in the last ten 

years the artist has drawn a very consistent route throu-
gh the recovery and restitution of memory. But her work 

is not purely documentary: that form – that undeniably 
makes its mark on the aesthetic of her work – is instead 

always deeply interlaced with the grammar and visual 
aesthetic expressed by Italian artists and authors, as it is, 

for example, in the work of Rossellini, which every now 
and then has resonance with Rossella Biscotti’s. Not 

documentary, not fiction: the artist’s work lives in this 
middle segment, where all possibilities remain active and 
contribute to the production of signs and meanings that, 
very importantly, find their formal conclusion only when 

they meet the public; a public that, in each of the many 
exhibitions that Rossella Biscotti has realised to date, 
determines the final and operational viewpoint of her 

projects.Triggering this relationship with the visitors is 
sometimes a simple thing: in 2004 for instance, the artist 

managed to have a regular movie theatre project the 
words “Cinematography is the strongest weapon” 

before and after each film showing. The 
historical quotation comes from Benito Mussolini, who 

wanted it printed on a huge banner for the opening of 
Cinecittà in Rome. Here, it is retrieved in its ambiguous 

nature of artistic message and political weapon. Even out 
of its historical context, it still reflects the most subtly 

propagandistic aspects of much mainstream cinema today, 
as a producer of images that induce political consent.
Just as meaningful is the exhibition mounted for the 

Nomas Foundation in Rome in 2009, entitled Le Teste in 
Oggetto (The Heads in Question). Following some research 
in the EUR area in Rome, (built in the early 1940's to host 
a world's fair which, due to Italy's entry into the war, was 

never held), the artist found some colossal heads in a 
warehouse of the EUR S.p.a company, which manages the 

entire area. These giant heads had been destined to 
become monumental busts of Mussolini and Vittorio 

Emanuele III, to decorate the austere fascist architecture 

-----------------------------------------------------------------------------------------------------------------------------------
Le teste in oggetto, 2009, stampa alla gelatina d'argento, 110 x 141 cm. 

Veduta della mostra, Nomas Foundation. Photo: Ela Bialkowska. 
Courtesy the artist and prometeogallery di Ida Pisani, Milano/Lucca.
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of this Roman neighbourhood. Again, Rossella Biscotti 
used and de-constructed artistic objects that had been 
conceived as instruments of propaganda. She obtained 
permission to take the five heads just as she had found 
them in the warehouse (lying on simple wooden pallets) to 
the artistic foundation for five days, after which they were 
brought back to their place of origin. In the gallery the  
photographic evidence and historical documents 
remain, that enable one to look at those bulky totems not 
as something vertically imposed: they are now “objecti-
fied”, stripped of the rhetoric of a monumental and 
intimidating power. They can be observed and analysed 
as testimony of our recent history.Art as intervention, 
action, gesture: this is another fundamental aspect of 
Rossella Biscotti’s work, which becomes clear by 
looking at the videos and documentation of three different 
performances that have the city of Naples as a common 
background. In the three different works (made without a 
public, but using video for its documentary 
characteristics), the Neapolitan city is fathomed through 
its social and cultural stratifications, which determine its 
daily relationship with the foreigner or Italian individual 
who travels through and lives in it. Among these works, 
one stands out: “Dalla Stazione Marittima al Ministero 
del Lavoro e delle Politiche Sociali” (From the Maritime 
Station to the Ministry of Employment and Social Policy), 
made in 2010. The video documents a man’s walk along a 
straight line, from the port and castle area – traditionally 
the area most “offered” to the tourists’ gaze – along the 
whole of Via Marina to reach the building of the Ministry 
of Employment and Social Policy. 
The simplicity of this journey is actually dense with 
symbols, starting with the protagonist who carries, for 
the whole walk, an eight kilo building brick mould made of 
brass. The heavy object, which appears aesthetically noble 
due to its shiny surface, is a reference that the artist has 
conceptually linked to a photograph taken of a monument 
in Vilnius, typical of socialist realism iconography. The 
sculpture represents a labourer who, metaphorically 
brandishing a brick, builds society. The gesture, as if 
fossilised in one of the few surviving Soviet sculptures in 
the Lithuanian town, lives again in this performance that 
embodies and updates the utopian and social cues. 
But there’s more: the man’s route also efficiently shows 
the urban and social sedimentations as Naples transforms 
from a place immortalised by tourists, to show its more 
suburban, degraded and industrial areas, populated by 
citizens who live and produce there.
To better understand the triangulation between history, 
individual and space - central to the artist’s work – it is 
interesting to watch the performance video Everything 
is somehow related with everything else yet the whole is 
terrifyingly unstable, made in 2008. To date, it is the only 
work in which the artist herself appears: in the film we see 
Rossella Biscotti as she moves unsteadily, like a tightrope 
walker, along the top of a perimeter wall, in an 
architectural context that could belong to any Italian 
suburb. The video, projected inside the Museion in 
Bolzano, is about the confrontation with an historical 
pre-existence of the city, a little known and little told 
story: that of a concentration camp, active in Bolzano 
between 1944 and the end of the Second World War, that 
held over 4000 prisoners. After the camp was closed, 
the area was progressively built up, and today all that 
remains of that detention architecture (invisible to the 
majority of people), is the perimeter wall at the centre of 
Rossella Biscotti’s work. In particular, the artist focused 
on the relationship between the inhabitants who had been 
assigned social housing here, and who couldn’t choose 
where to live, and the occasional appearance of former 
prisoners and their families who visit what remains of the 
tragic architectural mark. In this sense, the metaphoric 
gesture of the artist (who suffers from vertigo) seeks to 
exorcise this fragile balance between memory and stories, 
different to one another and overlapping.
The work Il Processo (The Trial), dated 2011 but started 
in 2006, is possibly the most ambitious project carried out 
to date by the artist, and also summarises her poetics. 
The work started with the artist's investigative visit to the 
Italic Forum in Rome, the imposing and extraordinary 
fascist structure designed to host the Olympic Games. F
or many years, it was held “prisoner” by the Ministry of 
Justice which used it for high risk trials, but it has now 
been returned to the sports association Coni. In 
particular the bunker area, originally conceived as the 
hall for fencing competitions, was the theatre of the most 
significant trials of the 1970's, mainly connected with 

-----------------------------------------------------------------------------------------------------------------------------------
 Dalla Stazione Marittima al Ministero del Lavoro e delle Politiche Sociali, 

performance, Napoli, 2010, C-print 50 x 75 cm. 
Courtesy the artist and prometeogallery di Ida Pisani, Milano/Lucca.



so-called “Years of Lead”: the Aldo Moro kidnapping, organised crime groups such as the Banda della Magliana and other 
events that have made indelible marks in history and the Italian imaginary, still alive not only through historical 
documentation but also in various fictional representations. Through the recovery of documents, audio and video 
recordings and study of the location, the artist made a series of reinforced concrete casts of all the architectural elements 
that had transformed that space meant for sports into a maximum security room at the beginning of the ‘70s, before it 
was dismantled again and returned to its original form. What remains today are these “sculptures” in the form of austere 
concrete casts: detention cages, staircases to the cells, the microphone stand and the platform for the judge's chair. Every 
little sign and memory on the surfaces is now impressed into these heavy shapes that express all the tragic sense of 
discomfort, the density of that historic period and all that happened within that hall.
Il Processo (The Trial) doesn’t end here: as usual, the artist video-documented the creation of these minimalist sculptures, 
and set up the project in the Maxxi spaces in Rome on the occasion of the award of the Premio Arte Contemporanea 2010 
(Contemporary Art Award 2010), focusing on the trial called “7th April”, which was held between 1983 and 1984. Amongst 
the accused at this trial were some representatives of the extra-parliamentary leftist movement “Autonomia Operaia”. 
After a careful analysis of the facts and the records, Rossella Biscotti recovered the recordings of some of the accused's 
statements, including Toni Negri, Paolo Virno and Augusto Finzi, and played them in the museum, creating a suspended 
and very powerful dimension between what we hear and what has remained impressed in the cement shapes.
Also in Il Processo, the coexistence of different times is vital to understand the intervention area of the artist, as the 7th 
April trial was strongly based on language; that is to say the linguistic incomprehension between two opposing generations, 
that are here re-evoked by the judge's chair-platform and the statements of the youths of Autonomia Operaia.
It is not only memory, history, confrontation and power conflicts that resound through the artist’s work. Also historicised 
yet precious concepts, like utopia, surface in the simplicity of some images and actions that outline the corpus of Rossella 
Biscotti’s work, innervating every gesture with a positive and sometimes even magical power, as in l’Italia è una 
Repubblica Democratica Fondata sul Lavoro (Italy is a Democratic Republic Founded on Labour): this video from 2004 
shows different situations and real contexts in which we see a number of people in different locations, busy at changing, 
conditioning and investing those places with new meanings. These actions, not immediately recognisable and referable to 
precise activities, convey to the term “labour” (expressed in the first article of the Italian Constitution) a different sign 
value: utopian, idealistic and artistic.

-----------------------------------------------------------------------------------------------------------------------------------
L'Italia è una repubblica democratica fondata sul lavoro, 2004, still da video, 10’. 

Courtesy the artist and prometeogallery di Ida Pisani, Milano/Lucca.
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Everything is somehow related to everything else yet the whole is terrifyingly unstable, 

2008, Foto della performance realizzata a Bolzano, 180x150 cm. 
Courtesy the artist and prometeogallery, Milano/Lucca.


