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Imperfection is one of the terms that most characterizes 
the contemporary aesthetic. Imperfection today has the 
taste of auto-production, of the inexact, of dynamism and 
sophistication.

We define imperfect something that has “too much” 
or “too little” in respect to the norm. Like the nostalgia 
for missing pieces that allows us to appreciate ruins and 
the works of art, not only despite but because of their 
state of degradation, imperfection is a pretext to reflect 
on human fragility and history. On the other end of the 
spectrum the “too much” and the aesthetic of over 
abundance and confusion; dirty, imperfect, full of energy 
and at the same time marvelously fragile and illusive.

Imperfection is also the theme suggested by Dejan Sudjic 
for the first edition of the Istanbul Design Biennial 2012, 
because: “It is one that motivates an entire generation of 
young designers. It is to accept that we no longer believe 
in utopia, but find inspiration in working with the messy 
reality of everyday life.”

The architect Andrea Branzi also addresses contemporary 
reality in this issue, in his essay “Towards a New 
Dramaturgy” he invites us:

“...to establish a new relationship with reality, grappling 
with the themes modernity has ignored completely; 
themes that are a part of those “anthropological 
platforms” with which the deeper strata of an apparently 
globalized humankind can identify in every part of 
the world. Themes like “life, death, the sacred, bio-
diversities, the animal universe, madness...”

-(ma)
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HaLa a.MaLaK is a design 
critic on the Middle east and 
North Africa. She owns her 
own studio, The Design Critic, 
and currently resides in New 
York City. She founded the 
KAFLAB foundation, dedicated 
to experimenting with Arab 
identity through design.

MiCHELa arfiErO is a co-
founder of Fortino editions, 
a  publishing company that 
mixes artisanal practice and 
technology in a unique vision. 
Projects range from an iPad app 
magazine to paper fanzines, 
e-books, books and catalogues 
in limited editions.

andrEa branzi, architect and 
designer, born in Florence 
in 1938. he lives and works 
in Milan. he is an important 
theorist in the Italian 
design scene. From 1964 
to 1974 he was a partner of 
Archizoom Associati, the first 
internationally known vanguard 
group, whose projects are 
preserved at Centre Georges 
Pompidou in Paris. he works 
in the fields of industrial and 
research design, architecture, 
urban planning, education 
and cultural promotion. he is 
Professor at the Third Faculty 
of Architecture and Industrial 
Design of Politecnico, Milan.

MEGHan dELLaCrOssE is 
a writer living between New 
York City and Andes, a hamlet 
in the Catskills. her work 
focuses on performance art 
rooted in the late 1950s–early 
1960s in relation to the Fluxus 
group, the artist-run Something 
else Press, and other related 
contemporaries. She has 
performed with Alison Knowles 
and considers that, and similar 
experiences, an extension of 
her research.

aLEssandrO GOri  takes 
a cross-disciplinary approach 
to graphic design. he works 
in Florence and is the founder 
of Laboratorium studio. he 
teaches at the university of 
Bologna.

aYaKi arOn HOrtz was born 
in Tokyo. In 1999 he founded 
Studio hortz, a consultancy 
office in Japan for food and 
fashion. he has been a curator 
in Italy for Japan Brand events 
since 2009.

daniELa LOtta is an art critic 
and curator. She is interested in 
the relation between contem-
porary art, fashion and design. 
She teaches at ISIA/Faenza and 
the university of Bologna.

stEfanO MandraCCHia is 
a painter and a graphic 
illustrator. he is into Brutalist 
architecture.

sandrinE niCOLEtta is an 
independent artist researcher. 
She is working on installation 
and performances re-imagining 
the way in which physical, 
mental and social space can 
be inhabited beyond codified 
norms.
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iaCOPO PasQui was born 
in Florence in 1984. he 
is a photographer and 
documentarian.he has worked 
in the Middle east, Africa and 
the united States. In 2012 he 
won the Leica Talent 24 x 36 
award. he collaborates with 
Leica Camera. 

GiOrdanO POzzi is a designer 
and artist living between  
New York City and Verona.

LOrEnzO rEbEdiani is a 
“plants-man” and researcher 
of strange plants. he studies 
environmental architecture at 
the Politecnico in Milan and 
works in landscape design.

VaLEntina rOssi is an 
independent art curator. 
She worked and studied in 
Berlin and Amsterdam. She 
collaborated with the MACrO 
Museum in rome and other 
important Italian cultural 
institutions. She curates a 
project called More: Museum 
of refused and unrealised 
Art Projects and is a member 
of the collective “personal 
effectonsale.” 

annE sHisLEr-HuGHEs has 
worked extensively in fine art 
museums in Los Angeles and 
New York and currently lives 
in New York City. She writes 
about material culture as we 
encounter and employ it for 
self-definition and expression—
what we wear, eat, use, and 
inhabit—as well as the art that 
moves us. 

MarCO taGLiafiErrO is an 
independent art critic and 
curator whose work investigates 
the relationship between art 
and design. he attended the 
Domus Academy and Fabrica 
looking for signs among 
different artistic disciplines. he 
has curated many shows with 
a focus on the newest 
generation of Italian artists. 

JEffrEY WaLKOWiaK lives 
and works in New York City.  
he is an art world professional 
who contributes writing and 
his curatorial practice to 
many different projects. he 
has been a visiting critic at 
MIT Visual Arts Program, Art 
Omi International residency 
Program, and Parsons School of 
Art and Design.

JEffrEY YOunG is an editor, 
writer, and photographer. he 
lives in Prague.

Katarina VLadiMirOV YOunG 
is a painter and illustrator and 
currently loves the depths 
of drawing. She was born in 
Ljubljana and lives in Prague.
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KaisEKi, 会席 (MEEtinG PLaCE).
it bEGan EitHEr in LuXurY EatEriEs 
Or in tHE tEarOOMs Of GEisHas
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by ayaki aron hortz 

tOKYO  
KaisEKi KitCHEn

TheSe DAYS YOu CAN FIND A SuShI BAr Or A (MOre Or 
LeSS AuTheNTIC) Japanese restaurant in every neighborhood 
of every large city in the world. So we think we have a pretty 
good idea of what Japanese cuisine is all about. And yet it is 
probably still one of the least explored aspects of the Land of 
the rising Sun.

We tend to think of Japanese food in the limited terms of sushi, 
due to its international success, which became a trend in the 
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1980s thanks to diet-crazed supermodels. We are less likely to 
think of sushi and sashimi in terms of their actual cultural status, 
which is a far cry from the fast food it has become. Now any 
seafood restaurant worth its salt will have fish “carpaccio” on the 
menu, but if it weren’t for sushi the idea of eating raw fish would 
never have been accepted in the West. Just a few decades ago 
the whole idea of eating uncooked fish was not only unthinkable 
but completely revolting. Sushi introduced the Western palate to 
the taste of raw fish.  

Yet this is not the only contribution of Japanese food to the 
“great cuisines.” I would like to take this opportunity to discuss 
some aspects of Japanese gastronomic culture starting with the 
little known kaiseki cuisine, which is perhaps its most developed 
expression.

The few people who know about it and have tried it often 
mistakenly describe it as “Japanese nouvelle cuisine”—
mistakenly because, to be precise, it is not new at all but is 
entwined in history. 

here are a few historical notes about kaiseki.

There are two types of kaiseki meals and although they have the 
same name, they are written using different characters:

懐石 (懐 dress 石 stone)  
会席 (会 meeting 席 place)

The form of kaiseki written 懐石 is the older of the two and refers 
to the dish that developed as part of the tea ceremony founded 
by Sen no rikyu (1522–1591) and which was inspired by two 
previous types of meals: Honzen-ryori, used by the Imperial court 
kitchen and noble warrior classes, and Shojin-ryori, the strictly 
vegetarian food of the Zen Buddhist monasteries.

The image of a stone in a dress is taken from the monks, who 
were said to keep a warmed stone on their stomachs to keep 



t O K Y O 11



t O K Y O 12

hunger at bay while fasting.
honzen-ryori also derives from the food offerings made to the 
gods, which probably explains its complexity and extremely 
formal style.

The meal is arranged on a set of trays, originally seven and now 
more commonly five or three, on which there are lacquered 
wooden or porcelain bowls in certain positions, containing foods 
that follow a precise order.

Kaiseki 会席 (meeting place), which is more commonly found 
these days, takes inspiration from the tea ceremony on the 
one hand, and Honzen-ryori on the other, but it actually has 
commercial origins. It began either in luxury eateries or in the 
tearooms of geishas. The meal is therefore no longer part of 
a ritual but is designed to be appreciated in its own right, or to 
accompany the drinking of saké.

This form of kaiseki, while maintaining some of the basic 
principles of the cuisines that inspired it, is more creative and 
playful and less symbolic and formal. The components of the 
meal are also taken from the previous versions and usually 
include:
 
Sakizuke: a small appetizer, similar to the French amuse-bouche; 
Hassun: an appetizer made up of small tasters divided into an 
equal number of small bowls;
Futamono: a light, usually clear broth; 
Mukozuke: a sashimi dish with seasonal fish; 
Yakimono: a grilled dish; 
Nimono/Takiawase: a simmered dish; 
Agemono: a fried dish; 
Mushimono: a steamed dish;
Sunomono: a dish with rice vinegar;
Shokuji: rice with miso soup and vegetables in brine; and to 
finish 
Mizumono: a taster of fruit and/or a traditional Japanese dessert.



t O K Y O 13

In the composition of this menu, the season—or more precisely 
the particular moment of the season—must always be expressed 
as fully as possible. Ingredients are always chosen from the best 
available, and the flavors should convey the idea of the season. 

The presence of all five colors is taken into consideration: 
blue-green, yellow, red, white and black-purple, always in their 
seasonal variation. Summer whites are for example different from 
winter whites.

During the meal, all five flavors are expressed: salty, sour, 
bitter, spicy and sweet, as well as the various possible kinds of 
preparation: raw, grilled, boiled, stewed, steamed, sautéed, in 
brine, and dried.

Precisely for this reason kaiseki meals have always been made 
up of small portions, which is the only way to fully enjoy all these 
taste experiences while maintaining a sensation of lightness at 
the end of the meal. There are seven types of food arrangement 
in the kaiseki style, all of which have influenced modern cuisine: 

sugimori – vertical
hiramori – horizontal
yamamori – mountain
tawaramori – pyramid-shaped
yosemori – band together
chirashimori – scattered
ayamori -snap fit

The founders of the famous Gault Millau guide, who coined 
the phrase “nouvelle cuisine,” set out some rules to define that 
revolutionary, new style of food preparation. It is interesting 
to note decades later, how many of these points were already 
historically present in kaiseki, such as short or delicate cooking 
at low temperatures in order to preserve the flavor of the 
ingredients. The lack of heavy, strong sauces and attention to 
and preference for local products. There are so many correlations 
that one of the founding chefs of nouvelle cuisine, 
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Alain Senderens, came to 
say: “Nouvelle cuisine is now 
Japanese cuisine.”

Another aspect of kaiseki, 
which is less predominant 
in Western food, is the care 
taken over the huge variety 
of containers used for the 
food, which like the food itself 
follows a seasonal pattern. 
The bowls or plates used in 
summer are different from 
those used in winter. While in 
spring a design with cherry 
blossom petals will feature 
on some dishes, and others 
have colza flowers, in autumn 
the food might be served 
in a red maple leaf shaped 
tray with patterns suggesting 
a traditional festival of the 
period.

It is not unusual for these dishes to be genuine museum pieces 
or masterpieces of craftsmanship collected from generation to 
generation by restaurant owners, from ceramics made by hand 
by master ceramicists from different schools, to the precious 
lacquers.

Luxurious but always simple, where the original Zen aesthetic 
defined by Sen no rikyuu of the 侘び寂び (wabi-sabi) can still be 
detected:  the imperfect, the incomplete, the impermanent.
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by meghan dellacrosse

nEW YOrK
trisHa baGa: bOdY LOOKinG/LOOKinG 
EMbOdiEd

baGa’s drEaMLiKE narratiVEs 
arE LaYErEd, unfOLdinG 
tHrOuGH MatEriaL 
GLEanEd frOM COLLECtiVE 
EXPEriEnCEs 

LeANING INTO The 
PASSAGe OF TIMe, Trisha 
Baga’s work embodies 
the fleeting process of 
perception. Through time-
based formats such as 
installation, performance 
and video, her evolving practice is inherently sculptural. Baga’s 
dreamlike narratives are layered, unfolding through material 
gleaned from collective experiences, such as weather patterns 

16

STuDIO VISIT WITh The ArTIST AT 
PS 122 PrOJeCT SPACe, DurING 
her reSIDeNCY AT The SPACe, 
MAY–OCT. 2012
PhOTO COurTeSY The AuThOr
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(el Niño), pop-cultural legends (Madonna), and the Internet 
(original film, video and screen-capture imagery). Juxtaposing 
a unique mélange of audio/visual content, Baga manifests the 
imperfect seams of perception, constructing abstract sensibilities 
of what she often refers to as “the shape of attention.” utilizing 
transitional subtleties to choreograph momentary disruptions, 
she seduces the viewer into durational glancing, inciting the 
pleasure of looking. Audible footsteps––the voice or breath of 
the artist, a door closing––provide anchors in time, engaging our 
attention, loosely.

Considering the international audience Baga has cultivated 
since 2011 alone––exhibiting at Société Berlin, Kunstverein 
Munich, Vilma Gold, London, and elsewhere––earlier precedents 
within the genre of performance provide context for her swiftly 
developing body of work. In addition to making her solo debut 
in New York City at the Whitney Museum of American Art and 
Greene Naftali Gallery in November of this year, Baga is also 

trisha Baga, World PeAce, 2012
KuNSTVereIN MuNICh, MuNICh (INSTALLATION VIeWS)
COurTeSY The ArTIST; GreeNe NAFTALI GALLerY, NeW YOrK
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currently participating in a group show at MoMA’s PS1. 
Methods employed by the artist evoke strong connections to 
aspects of embodied compositional structure established by the 
likes of composer John Cage and his counterparts. Composing 
language, as he did sound, for the first time in 1950, Cage 
debuted his “Lecture on Nothing” to an audience at the Artist’s 
Club on 8th Street in Manhattan. In light of Baga’s developing 
body of work, the legacy of this landmark event is significant. 
As Cagean-performance and Fluxus scholar Julia robinson has 
noted, Cage’s lecture “reveals what he is presenting as 
a template for a wider field of experience…[making] a space 
for changing technological demands on the senses.” Quoting 
the lecture itself, robinson highlights Cage’s dismissal of the 
subjective concept of beauty: “Beware of what is breathtakingly 
beautiful, for at any moment the telephone may ring or the 
airplane may come down in a vacant lot.”  

Whereas Cage’s “Lecture on Nothing” evokes form through the 
content itself (language, providing a spoken model), Baga’s work 
unfolds relationships between audio/visual elements, sustaining 
our attention through sensation and the process of multi-
dimensional looking. Consciously activating notions of framing, 
the artist makes tangible the light of video projection reflecting 
onto spatial elements, projecting meaning through presence, 

ThIS VIDeO CLIP IS TAKeN BY 
The AuThOr WhILe VISITING 
BAGA’S STuDIO IN MAY, 2012. 
The VIDeO CuTS IN MID-
CONVerSATION ShOWS 
BAGA’S exPLANATION 
ThrOuGh ACTION, AND 
The ACCIDeNTAL YOuTuBe 
DISCOVerY OF A VerSION OF  
CArLY rAe JePSeN’S SONG 
“TuNeD TO BArKING DOGS,” 
JuST BeFOre BAGA reCeIVeS 
A PhONe CALL OF her OWN. 
MAINTAINING her OPeNNeSS 
TO eVerYThING ArOuND 
her, BAGA’S COMPOSITION 
STruCTurING IS A CONSTANT 
PrOCeSS.



n E W  Y O r K 19

finding form in motion through sight/site. Light and shadow 
arouse momentum, providing compositional structure through 
patterns of experience. extending beyond the video frame itself, 
in her 2012 World Peace, a water bottle obstructs the projector’s 

function, mediating visibility 
of the projection. Projecting 
fourteen music videos of pop-
legend Madonna through the 
centrally placed water bottle 
reveals its form in shadow. 
Flickering light produced by 
the video’s motion dances 
across the shaped surface of 
the plastic bottle, projecting 
textural variations in proximity, 
fragmenting representation. 
using light, image and 
sound––similar to Cage’s use of 
language to structure his lecture 
about nothing––the seams 

trisha Baga, HArd rocK, 2012
7:58 MIN
COurTeSY The ArTIST; VILMA GOLD, LONDON

lecTure oF NoTHiNg FrOM The BOOK: SileNce, 
LeCTure AND WrITINGS BY John Cage.
WeSLeYAN uNIVerSITY PreSS MIDDLeTOWN, 
CONNeCTICuT
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trisha Baga, PlYMouTH rocK, 2012
MuLTI-ChANNeL VIDeO INSTALLATION, ACrYLIC ON CANVAS AND MIxeD MeDIA
COurTeSY The ArTIST; VILMA GOLD, LONDON
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of Baga’s work provide a similar “template,” contextualizing 
perception through process.

Corresponding to the way in which Baga choreographs elements 
in Body of evidence, projected histories within the context 
of Plymouth, Massachusetts––the site where some of the first 
American settlers are said to have come ashore, and also where 
her 2012 Plymouth rock is situated––mirror aspects of the 
artist’s nascent practice. For Baga, the historical locality not only 
offers her notions of hyper-real experience, the on-site object––
Plymouth rock itself––provides the artist with an emblem 
for meaning. During a recent studio visit, Baga shared video 
footage collected during a follow-up research tour in Plymouth, 
Massachusetts. Projecting the three-dimensional footage onto 
the wall of an ad hoc screening area in her PS122 studio space 
(afforded through a residency program), Baga spoke about the 
ease of shooting video within the context of tourist destinations 
like Plymouth. Calling attention to anachronistic elements in 
her video footage, Baga pointed out how the bright blue rain 
ponchos worn by Plymouth tourists, layered in proximity to 
historical costumes worn by actors re-enacting colonial life, 
created the perfect readymade stage, where everyone arrives 
prepped for experience.  

Whereas linear narrative in the traditional sense unfolds 
trajectories of “meaning” constructed over time, Baga’s 
narrative sensibility assembles patterns of audio/visual content 
to utter resemblances, ideas forming through the motion of 
process. her art-making practice itself recalls Julia robinson’s 
articulation of Cage’s attention to the changing technological 
demands on the senses. Not only does Baga’s work reflect her 
generation of artists who regularly appropriate found material 
culled from the Internet, her studio practice is equally informed 
by her interactions with software applications, and even the 
slow-glowing status lights on her computer. Developing as an 
artist in proximity to Google image searching and iPhone video 
capabilities, among other examples, Baga’s awareness to the 
hum of technology past and present suffuses her video 
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installations, and even some of her recent paintings, with an 
unsettling familiarity, evoking the interactive process of looking.  
Technologically speaking: Baga’s perception is multi-lingual. her 
2011 video installation Peacock layers audio/visual references to 
film projection, stream-lined in video form. Adding texture to the 
smooth technology of video, Baga adds googly eyes and digital 
squiggles, tacking visual elements and related audio to impress 
our perception with familiar sensations of scratched film or stray 
hairs interrupting traditional film projection. Likewise, software 
designers use similarly humanizing techniques, sourcing dated 
technologies as a means to evoke something more tangible. 
examples like the “film bin” option on Final Cut Pro software, or 
digitalized touch components on handheld electronic devices, 
allude to tangible forms as a method to structure perception 

of fleeting activity and perception. Baga’s work reveals intimate 
glimpses of related connective seams embodied in our ever-
changing world.

Baga’s approach to art making is expansive. employing what 
she refers to as a “strategy of distraction,” Baga has developed 
a keen sensibility to timing and context, giving equal weight 
to marginal mishaps as focused intention. Imbuing her 
predominantly ephemeral practice with seemingly tangible 
sensations, Baga embodies resourcing activities through 
experiential methods, learning-by-doing. highlighting 

trisha Baga, PeAcocK, 2011, 13:30 MIN
SCreeN CAPTure IMAGeS TAKeN BY The AuThOr FrOM ArT-

IST’S WeBSITe BAGALAB.BIZ
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relationships in proximity, manifesting new ones, Baga questions 
the stability of narrative, memory and perception of time 
passing. The slowly circular glow of screensavers and status 
lights viewed from her studio video-editing table is just as 
intimately unsettling as it is comforting.

“MY BodY iS looKiNg. looKiNg iS MY BodY. THe ToucHiNg 
THiNgS ToucH THiNgS, WHicH ToucH MY good looKiNg 
THiNgS. THeY Move Me, i BreAK. THeY Move You, i BreAK. We 
Move You, i BreAK. SoMeWHere SoMeoNe iS TreMBliNg. i 
coMe BAcK To Your FAce, WHicH iS THe THiNg THAT So MANY 
oTHer THiNgS Are liKe, Are looKiNg liKe. SWAY Me SAlTY liKe 
Your FAce, You Big Perv. THe SeA iS cAlliNg. You WANT iT? 
You goT iT, ToYoTA. (SeverAl SecoNdS oF SileNce) THe SeAM 
iS Filled WiTH coMMoN MorTAr––PicTure THAT.”

TrIShA BAGA, QuOTe FrOM PlYMouTH rocK, 2012, [VIMeO PreVIeW COPY], exhIBITeD 
VILMA GOLD, LONDON, APrIL 2012; FOrThCOMING PlYMouTH rocK 2, WhITNeY MuSeuM 
OF AMerICAN ArT, NOVeMBer 2012.
 
TrIShA BAGA WAS BOrN 1985 IN VeNICe, FL. She LIVeS AND WOrKS IN NeW YOrK, NY CITY.

trisha Baga, PeAcocK, 2011
VIDeO INSTALLATION
DIMeNSIONS VArIABLe, TB.002
PhOTO TAKeN AT hASTA MAñANA, 
GreeNe NAFTALI GALLerY, NeW YOrK 2011
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PaOLO GOnzatO, PaOLO di LandrO 
GiOVanni dOnadini, Laura baLdassari 
daCia MantO, fEdEriCO tOsi, LuCa dE LEVa 
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dELiriOus
MiLanO
unEXPECtEd attraCtiOns

an aerial, mutating, underground spirit, incorporeal and 
metaphysical or dense and damply earthy, ready to wake up in 
a polymorphic game of rediscovery and vision. Different 
materials can negotiate their coexistence within the same 
composition. It is a continuous negotiation. This sedimentation 
can appear imperfect but that it where its uniqueness lies. 
The imperfection opens up new possibilities and the material 
becomes the place of all the transformations, of all the 
similarities and paradoxically the place of the unresolved and 
never established/stabilized antinomies.  

Fragility and lightness almost constitute a challenge to this 
passionate, lengthy, insistent work, in which the artist continually 
challenges his own sensitivity, memory and sensations. his large 
or small compositions, like nuclei of concentrated pictorial 

by marco tagliaf i erro

1

2
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Samuele menin, doricozio, 2012. 
CLAY, IrON, GLASS AND PLexIGLASS 1

giallo ConCialdi, uNTiTled (STudio SulciS), 2012
PIGMeNTS , rAW JuTe, 160 x 1000 CM
COurTeSY GIuSePPeFrAu GALLerY

dario PeCoraro, eSTerNo, 2010
OIL PAINTING ON CANVAS, 45 x 35 CM

marCo Bongiorni, uNTiTled_iFigeNiA iN Aulide, 2011
PAINTING AND ChArCOAL ON OLD WOODeN BOArD,  213 x 163 CM
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3
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energy, produce some kind of process of implosion, 
a breakthrough into the dots of color that Jean-Francois Lyotard 
would define as “stamps.”

Bright colors in a relationship of reciprocal friction express 
a sort of excitement with direct allusions to the extreme physical 
nature of the actions depicted. The volcanic force of certain 
paintings, entrusted to bold, highly aggressive colors, is shown 
in the recourse to an image that transforms the zoomorphic 
reference into a grotesque, ironic allusion. 

Paintings which come across as rapid notes written during 
moments of meditative reflection. An unsettling picture which 
can solicit an expressive, exasperated and lucid vision, able to 
remove the corporeal physical quality of the subjects depicted. 
The mark, which becomes more and more agitated, is broken, 
contorted and tense while remaining completely under control 
of the pictorial method. The proportions, construction and 
organization of the space are not constrained by aprioristic laws 
but are the result of a bitter confrontation between contrasting 
pulses; it is as if a psychic wave rises from the deep to engulf the 
composition, so that it reflects the interiority of the painter or 
sculptor.  

A place evoked using relations of induction, through a 
minimal nod or molded body which can be identified with that 
amorphous stratification, which loads the image with mystery 
and memories linked to all that is fabulous, imagined and 
magical. 

The clearly deliberate sense of risk and incumbent danger 
confers suspense and attraction but the consequent transmission 
of adrenalin can serve to put the viewer on guard, lest they 
make the mistake of taking for granted that same error in the 
production of an artist.

The fable is strengthened by values of such an extreme sense 
that they can be considered one of the most inflammatory 

3
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miChele gaBriele, SeNzA TiTolo, 2008
MIxeD MeDIA, VArIABLe DIMeNSION

SoPhie uSunier, MoSTri di oSPiTi, 2009

draok  (marta PieroBon, giorgio guidi) , KrYPTA, 2012
DrAWING ON PAPer

Sergio Breviario, ANcHe oggi SoNo Felice, 2012
COurTeSY The ArTIST
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aspects of contemporary imagination. The construction and 
deconstruction of the sense can allow all the shades of the 
psychic box to be played with. The two poles within which the 
motion occurs are: the announced party and the darkest 
tragedy.  

extravagant pieces, in a blinding white or a subdued, matte 
darkness, arranged in privileged places, in compositions which 
acquire from the environment their very disputed nature. When 
the supports that swallow the actual object, or seek to do 
so, appear to be pleonastic elements of a lesser decor, then 
suddenly they appear to be indispensable for discovering the 
worrisome fragility of the object they support and the story is 
then out of reach.

The storeroom in our head is like a goldmine for works of art! 
The brain collects objects after disconnecting them from the 
world. Freed from their context they make up mobile scenic 
elements in a mental representation. Considered from an 
archival point of view, the continually transforming totality of 
these mobile elements creates a sort of imaginary museum.

A particular abstract interpretation of the living space: intimate, 
domestic, everyday, which is expressed through sequences 
brought together, fragments of reality, which are more or less the 
same width and height, referring to extended spaces (in every 
piece which comes out of these conditions, the image of each 
fragment refers to the same environment) in order to seize, in 
later discarded matter, the passing of the hours.

Both for the choice of objects, and for the choice of material, 
certain sculptural phenomena, or installations, are offered as a 
poetic transformation of dreamlike, timeless images and as 
signs of the passing between the suggestion of realized images 
and a certain alchemic aura which things still keep and which 
functional daily life dissipates continually, in the accumulation of 
all the fetishes of representation that it offers. 
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david CaSini, il riTorNo dell’illogicA ABiTudiNe, 2012
COrAL, reSIN, GLASS, 63 x 30 CM

Joykix, ciBo deNTro e MATeriAli, 2011- 2012

luCia leuCi, SPlASH ANd PlAY, 2012
PVC, SPrAY 138 x 69 x 10 CM

giovanni de FranCeSCo, SPeculuM, 2012
MIrrOr AND PhOTOGrAPh 14 x 18 x 5,5 CM
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The invisible panoramas of our time have become a mirror which 
does not reproduce images but a mirror in which looks are 
transformed into the very principle of reflection. The complexity 
of the image does not reside in the number of chinks we look 
through but rather in the fact that the subject moves slowly 
inside the composition. It is a dislocation towards a more 
reflexive position of the artist/ viewer towards the world 
around them.

The action of the contemporary artist becomes the bearer of 
a hypothesis; it, however, is not perceived as an area where 
a mystery of fermentation and regeneration can occur at the 
moment, so that precisely in this apparently arid and abstract 
context the seed of new images might bloom. Like a tightrope 
walker with weights able to move using an agile game of mental 
balances, the artist acts on different situations at the same time.

It is what so far has been called the vision; it is the subversion 
of the rules on how to live, an upset which pushes the world 
of shapes to break up, following a system of leaks and 
breakages, of apparent incompatibility and incoherence; a 
method which frees the form further from limitations concerning 
a single type of functioning, symbolic or utilitarian, one-way in 
any case, to open the vision to signs which guide the senses and 
are open to different ways.

In the twists and turns of this visual we come up against 
prodigious lines which may be the fruit from the inside towards 
the outside; sometimes from the front and the back at the same 
time. Perhaps the profile of two heads, united in such a way 
that the face of one makes up the back of the neck of the other. 
In any case the result is made up of materials attached to the 
wall using pins. elsewhere various products appear, apparently 
thrown randomly against the wall. Fresh, delicate, poetic, 
inventiveness, based on mechanisms of perception, it seems to 
show that according to the path for which the image takes shape 
in the brain, reality can be transformed into imagination and vice 
versa.
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giovanni donadini, STudio vieW, 2012

Paolo gonzato, iT’S NoT rigHT, 2012
WOOD, ALuMINIuM TAPe, VArIABLe DIMeNSION

Paolo di landro COLLeCTION

laura BaldaSSari, HeNrieTTA SWAN l., 2012
MIxeD MeDIA ON PAPer
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Assembled splinters, accumulated memories, crumbs of life 
that break up every day on the evening watershed; pulverized 
emotions which manifest themselves as gusts of wind on the 
mobile picture; a poetic of sensations and emotions which come 
through the individual to reach the collective.

ultra lightweight passages and signs of memory are arranged 
in multiple branches, free to move, to lift up, even at every 
breath of air; these can be recognized in vaporous all-over field 
compositions, fragile and mobile with extraordinary emotive 
intensity. A new dynamic opens up in art where it is unthinkable 
to ever use the word “end” after “continuation.” The concept is 
experienced and confirmed through its realization in space and 
time, in which the artist materializes a long “rational sacrifice”. 
So it occurs when the artist’s references are the materials and 
nature that he or she encapsulates in a sort of suspension of time 
and emotion with an enigmatic series of references. 
A two-dimensional field, which apparently wants to gather all 
the richness of nature, radiating various quantities of color 
and offered as a contemplative work. Nature and beauty are 
more than ever one thing; the artist cannot create anything as 
beautiful as nature, which is beauty everywhere at every moment.

Perhaps erudition evokes new and unpredictable magic for 
these artists, not just instrumental value: a critical and self-critical 
urgency, the exquisite abstraction of wisdom which becomes 
taste, knowledge of men and historical seasons, detachment, 
irony, affection, desecration, benevolence and finally poetry 
which is reborn intact and thoughtful, beyond the flow of men 
and contingent circumstances.

Sedimentation of fluctuating images that this artist makes 
denser with signs conferring them a poetic halo; passing in this 
way to a hidden, surreal figuration.

the combined effect of these references tends to exorcise any 
kind of association that might form the basis of the story, a story 
that the artist deliberately presents as an enigma.
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daCia manto, BoWer, 2009-2010
STILL FrOM VIDeO 9’

FederiCo toSi, veSTirSi MAle, 2011 / 2012. 
45 DAYS PerFOrMANCe, PhOTOGrAPh DOCuMeNTATION

luCa de leva, FYlFoT, 2012
PIC, ShAVING SOAP ON DMF, 59 x 79 CM

gaia CarBoni, iNéPuiSABle, 201
PeNCIL ON PAPer, 202 x 126 CM19 20
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tHE KafiYE is tHE 
strOnGEst sYMbOL tO 
COME Out Of tHE 
COntEMPOrarY arab WOrLd
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by hala a.malak 

bEirut
a sYMbOL fOr CHanGE

THe AuTHor HAS cHoSeN THiS SPelliNg For 
THe KAFiYe. AlTerNATive SPelliNgS iNclude: 
KuFiYA, KeFFiYeH, KAFFiYeH, KAFFiYe, gHuTrA, 
SHeMAgH, HATTA.

The KAFIYe IS The 
STrONGeST SYMBOL 
TO COMe OuT of the 
contemporary Arab World. 
The story of this powerful 
symbol, accessory and design 
detail has played many parts in 
diverse phases and keeps adapting with globalization and time. 
Treading the realms of street, politics, traditional garb, trends 
and catwalks, this object has transcended form and 
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various functions to become more than just a simple item, but 
even an experience. The core article still exists in a relatively 
constant variant and yet numerous distortions have popped up 
simultaneously. has it retained any of its original significance 
along the way? What has it become?

The Kafiye’s influence lies in its power to adapt, evolve and 
change significance while maintaining a constant design. As 
traditions are appropriated and transformed, representations 

and meanings adjust accordingly. The challenge and 
simultaneous contradictory messages—cool, street, trendy, 
terrorist, revolutionary, political, positive, negative—is what 
makes the Kafiye out of the ordinary. It does not pass unnoticed, 
drawing controversies through its variations, some intentional, 
others not. 

The Kafiye’s original design can be traced back to the high 
Priests of ancient Mesopotamia, who wore white from head to 
toe. Because Mesopotamian society relied heavily on fishing 
for survival, the high Priests, as a blessing for an abundant 
fishing season, would attach black pieces of fishnet-like fabric 
made from wool to their clothing. Those separate pieces with 
time evolved into one and merged together to create a woven, 
fishnet-derived pattern, similar in fashion to the one recognized 
today.
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The Kafiye is not, however, a Muslim design, although it did 
flourish in and take its name from the city of Kufa in Iraq during 
the rise of Islam. It was adopted and spread through the 
region due to its non-representative abstract pattern. It was 
originally a headdress widespread among males in the Gulf 
area. Variations in color, weaving techniques and materials used 
were representative of regions and social class. The concept of 
the Kafiye as a fashion accessory is not something new, as men 
at that time chose from a wide selection of Kafiyes or even had 
custom designs.

up until 1939, the Kafiye was a purely Bedouin headscarf for 
Arabs in the Gulf and peasants or goat herders in the mountains 
of what is known today as Palestine. Palestine had been under 
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Ottoman rule until WWI, when it passed to British control, and it 
was common among the educated, wealthier classes to wear 
a Turkish tarboush. All of that changed in 1939 during a rebellion 
against the British, where the Kafiye was used as a strategic 
weapon by resistance forces, composed mainly of peasants, 
to hide their faces and pass unnoticed. Palestinians all over 
eventually stood together in solidarity and started to wear the 
Kafiye and to cover their faces to protect their own, so that it 
was impossible to recognize the rebels from the civilians. The 
Kafiye started carving a path of national collective identity at the 
expense of eradicating personal identity. This was an important 
turning point for the Kafiye shifting its meaning to representing 
unity and nationalism for the Palestinians first and Arabs in 
general second. Parallels with Arab identity started to show.

The Kafiye assumed its final configuration as a Palestinian visual 
marker and sign in the 1960s, when Yasser Arafat adopted the 
black and white Kafiye as his symbol representing the Palestinian 
struggle and referencing nationalistic fusion not only internally 
but on an international level. he projected the creation of such 
a powerful icon because its rich heritage, history and 
connotation were so powerful, both related to Palestine and 
Arabs. Arafat was known never to appear without it and was 

famous for wrapping 
it around his head 
to look like the map 
of Palestine. An icon 
was born.

Deployed within 
a nationalistic 
narrative, the 
iconography and 
graphic symbolism 

of the Kafiye started infiltrating political graffiti, art, posters and 
postcards—to mention a few—as early as the 1960s and 1970s. 
The Kafiye had become the official symbol representing the 
Palestinian struggle globally. recently, Kafiyes and related 
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memorabilia are manufactured in China. A different kind of 
ownership is at play today as both the Palestinian issue and the 
Kafiye as a representative symbol have both become abstract. 
The struggle has becomes to maintain a clear vision and 
ideology beyond economics, for that is a losing battle to the 
Chinese manufacturing machine. So, the Kafiye has remained a 
constant traditional head garb in the Gulf and also a Palestinian 
and global symbol for resistance, mostly worn by the younger 
generations as a scarf.

Ideals and politics 
are fashionable, 
and so similar to 
the Che Guevara 
logo, the Kafiye 
spread all over 
the world to 
stand for anti-
war, pro-green or 
anti-globalization 
movements. Quick 
to be spotted at 
rallies all over, 
the Kafiye grew 
to be the perfect 
accompaniment to 
causes, especially 
revolutionary and 
rebellious ones. 
A group that 
adopted that Kafiye 
abundantly was the 
hipsters, although 

many did not even know its original meaning or significance. It 
was just “cool.” Many felt it was controversial but did not really 
know why. The Kafiye moved from street wear to the catwalk 
when French designer Nicolas Ghesquiere used it in his Fall 2007 
fashion line for Balenciaga, retailing for 570 British pounds. 
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This created a huge explosion of the Kafiye in the fashion world, 
making it trendy to wear. Stars were spotted wearing it all over 
America and europe and consequently young designers started 
including it in their collections. retailers like urban Outfitters 
and Topshop were selling different colors and designs, as were a 
multitude of street vendors all over New York City. 

The Kafiye today is an untapped resource. This is an opportunity 
for Arab designers to step up and reclaim their powerful symbol 
through knowledge, education and discourse. It should be used 

as a platform to open 
up discourse on Arab 
identity and design. 
It is every young 
Arab’s responsibility 
to preserve it and 
to make sure that its 
misappropriation is 
never louder than 
its message. Jean 
Baudrillard rightfully 
said, “To understand 
the hatred of the 
rest of the world 

against the West, perspectives must be reversed. The hatred of 
non-Western people is not based on the fact that the West stole 
everything from them and never gave anything back. rather, it is 
based on the fact that they received everything, but were never 
allowed to give anything back.” The Kafiye offers Arabs that 
chance, if anyone is willing to take it.
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1, 7-8 MiCHELanGELO, 
PriGiOni, 1513 E PiEtà 
rOndanini, 1552-1553

2 tanK tOP, HELMut 
LanG, ss 2004

3 banKs ViOLEttE, nOt 
YEt titLEd (staGE 
WitH drOPPEd CEiLinG, 
VErsiOn WitH saLt 
Casts), 2007

4 riCK OWEns’s HOusE 
in Paris, 2005

5 riCK OWEns ss 2013, 
Paris, 2012

6 stEfanO CaLLiGarO, 
fOLdEd MOuntain, 2009 

9 tHE PLastEr Cast 
Of HErMEs tHE GOd 
COVErEd in diaMOnd 
dust, suGar and Paint 
bY tErEnCE KOH, COKE 
HEad, 2006

10 tErEnCE KOH, tHE 
CaMEL Was GOd, tHE 
CaMEL Was sHOt 
(dEtaiL), 2007

11 taMsin Van EssEn, 
PsOriasis, 2012

12 taMsin Van EssEn, 
inVEstiGatiOn, 2011

13 fOrMafantasMa, 
autarCHY 
COLLECtiOn, 2010

15-17 MaartEn baas, sMOKE, 
2004

18 stErLinG rubY, Grid 
rEaPEr, 2010

19 stErLinG rubY, 
HEadLEss diCK/
MaPPLEtHOrPE, 2009

20-21 stErLinG rubY, 
suPErOVErPass, 2007

22-23 stErLinG rubY On tHE 
raf siMOns fLaGsHiP 
stOrE in tOKYO, 2008

24-26  WasHEd Out stErLinG 
rubY’s JEans usEd bY 
raf siMOns fOr tHE 
CO-COLLECtiOn raf 
siMOns stErLinG rubY, 
ss 2010

27 tHE HEadbOard in tHE 
riCK OWEns’s HOusE in 
Paris, 2005

28 stOnE WHasHinG On 
tHE JEans JaCKEt bY 
riCK OWEns, ss 2010

29 Martin MarGiELa’s tabi
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fOr tHE ss 2013 
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COLLECtiOn
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PHOtO, 2006

32 bOO ritsOn, 
GOdfatHEr, PHOtO, 
2006

33-35 bLaCK diCE, PiGs, 
fraMEs frOM tHE 
VidEO, 2012

36 aarOn CurrY, 
ManifOLd MuG, 2009

37 aarOn CurrY at daVid 
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LOs anGELEs

38 OriGinaL MOVEd XErOX 
bY brunO Munari, 1969 

39 brunO Munari, 
XErOritrattO 
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40 brunO Munari, 
XErOGrafia, 1969

41 aarOn CurrY
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CaMPaiGn, ss 2010 

44-45 Prada COLLECtiOn ss 
2009 in tHE CaMPaiGn 
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46 daVid JaMEs fOr 
Prada inVitatiOn 
Card: tHE iCOnOCLast, 
2009

48 LuCa trEVisani, 
fLYfisHinG # 10, 2011

50 raf siMOns fOr 
EastPaCK, ss 2008

51 JEans diOr HOMME bY 
HEdi sLiManE, 2004

52 fOr tHE COLLECtiOn 
ss 2013 bY COME fOr 
brEaCKfast

53 undErsHirt bY HELMut 
LanG, ss 2004

55 niCK aLLMan, 
unintEndEd funCtiOns, 
2010

56 PiEt HEin EEK, faCEt, 
2007

58 HELLa JOnGErius, 
VasE dEtaiL frOM 
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sEriEs 1, 2003
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dEtaiL Of VasE 142 
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60 HELLa JOnGErius, 7 
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MatEriaLs, 1998

61-64 fOrMafantasMa, 
dEtaiL frOn tHE sEriE 
bOtaniCa, 2012
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iMaGE frOM tHE sEriEs 
autarCHY, 2010

66-67 nYKE Van biJnEn , 
tabLE CrEaturEs, 2011

68-69 naCHO CarbOnELL, 
HOt KEttLEs, 2010



46

73-75 MarCELLO MaLObErti, 
anCHE LE farfaLLE 
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PErfOrManCE, 2010

76-77 banKs ViOLEttE, 
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2009-10

78 banKs ViOLEttE, nOt 
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sPiLL), 2007

79-80 Kurt sCHWittErs, 
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81 MattHEW barnEY, tHE 
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2006
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2005/2010
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2007
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untitLEd, 1964
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89-90 brunO Munari, 
tEnsOstrutturE, 1990
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95-96 niKE Van biJnEn, 
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2009
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100 Quartz CrYstaL

102-103 MaartEn baas , CLaY 
furniturE, 2006 

104-105 MarJan Van aubEL -  
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106-107 MattHEW barnEY, dE 
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2012, rinGs
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druMs, 2004
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nECKLaCE, 2011
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PELEd, stiLL LifE, 2012
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117 Ed COrnEY
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120 tHE sOft urn bY HELLa 
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1994

121 arnOLd 
sCHWarzEnEGGEr

122 HELLa JOnGErius, 
LOnG nECK and 
GrOOVE bOttLEs, 2000

123 MaCKrOdt, faLt.LaMP, 
2011

124 - 125 rEinfOrCEd 
COnCrEtE, stErEO

           bY rOn arad, 
COnCrEtE stErEO, 1983
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Martin MarGiELa,   s/s 
1997

129 PaPEr GEOMEtrY bY 
stEfanO CaLLiGarO, 
2009

130  stEfanO CaLLiGarO
 
131 LuCa trEVisani, 

tHE WEaVinG 
COnstELLatiOn, 2005

132-133 ruEdiGEr OttE and 
rOMan LindEbauM, 
KinG Of siaM, 2007

134 ruEdiGEr OttE and 
rOMan LindEbauM, 
PrinCE Of siaM, sHELf, 
2007

135 ruEdiGEr OttE and 
rOMan LindEbauM, 
GrEEnWiCH tEa tiME 
tabLE, 2010

136 HEdi sLiManE, iMaGE 
frOM antOLOGY Of a 
dECadE, 2011.

137 rObErt 
MaPPLEtHOrPE, Gun 
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The concept of globalization, from the fall of the Berlin Wall 
to the present, has taken on a wide range of symbolic and 
real meanings: that of a “universal police state”; that of the 
hegemony of “market logic” over all other ethical categories; 
that of a system “that no longer has an outside”; that of the 
cause of the progressive crisis of the concept of the State and all 
other forms of national aggregation.

Militant philosophers like Antonio Negri, Massimo Cacciari 
or Paolo Virno have attempted to unearth the historical and 
theoretical (not just political) roots of the concept of 
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globalization as a system whose universal dimension can lead 
either to a “weak project and thought” or to a “project and 
thought of great power.”

These historical-philosophical reflections always start with the 
premise that globalization is an objective, real and established 
phenomenon, but that is not precisely so. To be more precise, 
the globalization that just began is already faltering…

Faced with the uniformity of brains and policies produced by 
the macro-dimension of globalization, unexpected phenomena 
are emerging of varying conflicting nature, demonstrating that 
the supposed “Pax Capitalista” does not exist. The Worldwide 
Market is breaking up into fragments to defend local production 
against international competition, producing a system of 
“local crises” that lead to experimentation with autonomous, 
provisional solutions.  
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The present “financial crisis” is not an unforeseen accident. 
It is the direct result of the law of growth of capitalism itself, 
which can expand (as Kevin Kelly tells us) only through “cyclical 
crises” whose apparently “recessive” energy is actually the true 
“propulsive” energy of an otherwise inert mega-system. 

Various forms of “inner resilience against globalization” 
are coming to the surface, starting with the violent return 
of the “religious question” that is shedding light on deep 
“anthropological platforms” that have not vanished inside world 
markets and reflect problematic scenarios that cannot find a 
response in the mere offering of merchandise and cannot be 
intercepted by political disintegration. It is on this plane that the 
“political question” of the design of the 21st century reappears.

We are the descendants of a Design Culture that crossed two 
world wars, atomic conflicts, racial extermination, the great 
dictatorships, without seeming to experience any disturbance of 
its established codes. 

unlike art, literature and music, which plunged deep into the 
devastating reality of history, the culture of Modern Design has 
always promised a “happy ending” and a future inside the order 
of technological efficiency and reason. A self-absorbed culture, 
elegant and intelligent, but utterly out of touch with reality. 
Today, the outlook of a “happy ending” no longer exists.

The time has come 
for design to get 
over its present 
“professional” 
dimension that 
punctually responds 
to the stimuli of 
external clientele and 
to come to grips with 
the dimension of a 
“Culture” capable of 
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establishing a new relationship with reality, grappling with the 
themes modernity has ignored completely; themes that are a 
part of those “anthropological platforms” with which the deeper 
strata of an apparently globalized humankind can identify in 
every part of the world. Themes like “life, death, the sacred, bio-
diversities, the animal universe, madness…”

The political problem Design Culture is faced with today does 
not, then, consist in the recouping of the old social-democratic 
issues, “enlightened” reformism, and intelligent answers to 
intelligent questions. Instead, it lies in knowing how to move in 
the dusk of a rationality in crisis. 

Developing in depth and not just in breadth, with a realism 
that is not superficial but touches on the deepest roots of the 
relationship between humankind and its destiny. The defense 
of nature should not claim to measure the happiness of human 
beings in relation to the square feet of lawn available to them, 
nor can it claim to renew our habitat based 
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on the sole parameter of renewable energy sources. Just as 
the “environmental problem” exists, today there is also the 
“problem of the environmentalists,” who have closed ranks 
in defense of the “status quo,” keeping a suspicious distance 
from any project that does not gauge its worth with the sole 
parameter of ecology. Dangerous simplifications that are (not 
coincidentally) aligned with both the political squats and the 
enlightened haute bourgeoisie.

The political question that faces an excessively cold, self-
referential, perfect and technologically advanced design 
today has a frontal impact on our capacity to come to terms 
with a reality in profound transformation, investigating the 
murky depths that form the basis for the very reasons behind 
design. We need a new “dramaturgy,” which does not mean 
“dramatizing” but immersion in those “anthropological 
platforms,” in new narrations and capacities to interpret the new 
times that await us, as an opportunity for a deep renewal of our 
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own language and our own themes of work. Themes that may 
be less pleasant, more hostile, less elegant, but able to come to 
grips with “the issue of death, like that of life.”

The category of the “tragic” during the second part of the 20th 
century has vanished, cloaking itself in the “apparent normality” 

of a society of 
wellbeing. This 
has been the true 
tragedy of Modernity, 
which in its “noble 
indifference” has 
thought that the 
theme of Tragedy 
(with which it was 
surrounded) could not 
be represented by the 
tragic masks, the torn 
clothing, the cries of 
the erinyes.

Our capacity to 
develop a “new 
dramaturgy” cannot 
pass, in fact, through 
the myths of Greek 
tragedy, but through 

the ability to give form to an existential dimension of design. 
This theme represents the great political problem of the future, 
because—as the great russian poet Joseph Brodsky has said, 
when he received the Nobel Prize for Literature in 1987—the 
collapse of the Socialist countries has led to an “aesthetic 
collapse” more than a political one, caused by absolute 
indifference to the poetic qualities of existence and its tragedies. 
This indifference has produced a profound political rejection, 
because just as a child says that “ugly” things are “bad,” the 
aesthetic category and the ethical category are actually closely 
connected in human experience.
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either capitalism will be capable of meeting this challenge and 
these human questions, or it will face political collapse… In 
this moment, both professional design and pure experimental 
design, which thrive on a “purely expansive innovation” of the 
market, have no prospect other than proceeding ad infinitum, 
recycling themselves and perfecting their fragile elegance, at an 
ever greater distance from the real world of human beings.
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by lorenzo rebediani

tHE
HOusE 
Of 
EQui-
sEtuM
WatErMELOn snOW 
and tHE OtHErs

The ANTArCTIC IS AN eCOSYSTeM 
that appears to be completely 
incompatible with the life of complex 
organisms, apart from on the coast 
where there are vertebrates belonging 
to the marine ecosystem and a small 
number of plants (mosses, hornworts, 
lichens) and just two species of 
angiosperms. 

As soon as you move inland, away 
from the coast and scree—the only 
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two substrata which can host these 
highly adaptable plants—then the thick 
layer of snow and ice, the absence 
of nutrients and water in liquid form, 
the alternation of six months of light 
with six months of darkness, make this 
habitat a lifeless desert.

The exception to this quiet perfection 
is a visually and ecologically incredible 
natural phenomenon known as “red 
snow” or “watermelon snow.” It occurs 
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not only in Antarctica but also in other 
high altitude or high latitude areas 
during the snow melting period, when 
it appears in the form of large red, 
orange or green streaks or stains in the 
snow.

This red-stained snow is caused by the 
flowering of specific one-cell algae, 
containing high concentrations of 
a red pigment, astaxanthin, whose role 

in this case is to protect the plant from 
excessive uV rays. 

I would like to discuss this pigment, 
which belongs to the carotenoids. 
The visible presence of carotenoids 
regularly occurs in other plant life, too: 
aquarium plant growers for example 
are familiar with it because they need 
strong lighting to make the attractive 
red shade stand out. Many green 
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plants under excess irradiation tend 
to develop a reddish shade as a result 
of the emergence of these pigments 
used to disperse the excess energy 
of the chlorophyll (impeding the 
photo oxidation) and permitting the 
absorption of various light waves.

To return to the matter of snow at high 
altitude, one of the most notable types 
of algae containing the astaxanthin 
responsible for the “red snow” 
phenomenon is chlamydomonas 
nivalis. The size and shape of the 
areas colored by the algae varies from 
place to place, as does the intensity 
of the red shade. If it is macabre to 
compare it to a bloodstain spreading 
across the snow, then I will add the 
harmless comparison with a strawberry 
Caipiroska cocktail.

In any case, research has shown the 
presence of a notable biomass where 
the colored areas are found. So not 

only algae, but also other 
organisms live alongside 
the red snow stains. This 
is a surprising fact, which 
shows how the algae are 
highly productive despite 
the limited environmental 
conditions, and that they 
play a key role as primary 
producers, useful for the 
support of organisms such 
as ice worms, bacteria and 
springtails (Collembola). 

The relationships within these micro 
communities are still quite unclear: 
some bacteria for instance, might be 
essential components of red snow and 
not merely secondary inhabitants.

red snow is distributed quite 
heterogeneously, and the flowering 
of the algae responsible appears to 
depend on sources of animal nitrogen: 
in all probability marine birds, flying 
high over areas with no form of life 
on the ground, bring nitrogen to 
places where it would not normally be 
present. In the midst of icy, freezing 
conditions where nothing thrives, the 
red snow phenomenon is a sign of an 
amazing life force.

In this case it is the exception that 
strikes us, the digression in contrast to 
the idea that we had of a place, and 
which does not meet our expectations. 
And it is with unheard-of effectiveness 
that a natural phenomenon becomes 
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all this in a wasteland like Antarctica, 
a blank slate where it manifests itself 
triumphantly as an imperfection.

red snow is not the only 
“imperfection” connected to the plant 
world that we can consider a curious 
spectacle. Many old gardens contain an 
example of Aucuba japonica or spotted 
laurel, a shrub that would have only 
modest decorative potential were it not 
for the yellow variegation on the upper 
part of its leaves. This, the main reason 
for the plant’s ornamental use, is the 
result of the pathogenic action 
of a virus.

Among cactus plants, which have 
a bold, statuesque beauty, there 
are many intriguing “imperfections” 
at least among cultivated plants. 
Phenomena such as fasciation, 
monstrosity and spiraling growth are 
the order of the day among cactus 
collectors and enthusiasts. rare in 
nature, cacti with such examples of 
mutant growth are actually encouraged 

and sought after in the nursery for 
their unique and often grotesque 
appearance.

One of the many examples is cereus 
peruvianus, a cactus which is often 
found in homes and nurseries and 
which is better known in its monstrous 
form than the original shape. The so-
called monstrous forms feature many 
vegetative peaks, giving the plant 
a compact, untidy look, like certain 
Baroque or rococo decorations. 
The plant chimera phenomenon 
is quite another matter. It defies 

classification completely and is 
a genuine curiosity. By plant chimera 
we mean an organism derived from the 
cross-breeding of plants from different 
taxonomic genres, which bear distinct 
features of both plants: tissues, leaves, 
flowers and fruit. 

unlike hybrids of two species, which 
have more or less intermediate 
features of the two parents and are 
quite common, or the simple graft, 
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cereuS PeruviANuS 
‘SPirAliS’

cereuS PeruviANuS 
‘MoNSTruoSuS’

where the tissues remain separate, 
the plant chimera phenomenon is 
something that appears to cross the 
lines we normally attribute to the 
natural world.

It was in the 17th century that the 
Bizzarria orange, citrus aurantium 
bizzarria, was discovered. This is 
a plant that really lives up to its name, 
bearing at the same time and in an 
irregular manner the leaves and fruit 
of an orange tree and a lemon tree, 
as well as a hybrid of the two fruits, 
where they are fused or both present 
with variable proportions in one fruit. 
The citrus plant belonged to a private 
collection of the Medici family in 
Florence.

Another well-known case is that of 
laburnocytisus adamii, a chimera that 
has the tissues of the laburnum (the 
common laburnum that bears bright 
yellow flowers in the spring) and 
a broom with reddish flowers. So red 
and yellow flowers are produced at the 

same time by the same plant.
Another chimera is crataegomespilus 
dardari, which originated from the 
common medlar (Mespilus germanica) 
and hawthorn (crataegus monogyna): 
it bears fruit of three different sizes, 
with the same flavor, on one plant.
These disturbing chimeras can on rare 

occasions appear spontaneously in 
nature or thanks to human intervention 
with the use of a graft. The latter is 
the most common way to attain these 
bizarre duck-billed platypuses of the 
plant world.
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IN A WOrLD FuLL OF uNCerTAINTY and turmoil—failing 
economies, war, death, natural disasters and disease—many 
people turn to the supernatural, paranormal or mystical for 
guidance and solace. An article in The New York Times entitled 
“Would You Ask a Psychic for Stock Tips? More Often, Clients 
Do” (September 22, 2008) stated that many professional psychics 
and clairvoyants experienced an increase in business when the 
economy began to plummet.
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Beyond financial 
woes, many people 
turn to unconventional 
means or practices 
when faced with 
impossible questions, 
the notion of mortality 
or dire situations. 
Throughout art history 
there have been 
artists and artworks 
that incorporate the 
actions and practices 
related to a range of 
metaphysical beliefs.  
Through repetition, 
observation and 
portrayal of rituals, 
events and the 
characters who 
perform them, many 
artists embrace and 
sometimes question 
the conclusiveness 

of these practices and in doing so suspend their own disbelief. 
Artists assume the roles of skeptics and believers, experts 
and novices, participants and observers to consider, through 
their work, the actions taken to achieve self-fulfillment and 
enlightenment offered by the otherworldly. 

Although as humans we desire exceptional experiences and 
solutions from anomalous sources, it is part of our psychological 
constitution to require evidence: proof that would validate 
these incidents. For years scientific attempts have been made to 
debunk supernatural and paranormal phenomena. But striving to 
explain these occurrences also threatens the loss of power and 
mystery they obtain. Placing belief in something unexplainable 
offers a sense of optimism and partially satiates our need for 
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an open-ended universe. It is in this realm of the unknown, the 
space between dark and light, where art gives us the tools to 
explore what lies beyond our understanding.

Paranormal or supernatural experiences share a similitude 
with visual art; the viewer or participant must be willing to give 
themselves over to the experience, to take a leap of faith when 
engaging with a work of art. Art, like ghosts or spirits, has the 

ability to 
transcend 
the rational, 
to exist in a 
space that 
straddles 
time, 
perception 
and belief. 
Mystical 
experiences 
are ineffable 
—impossible 
to express in 
words—yet 
they offer 
insight and 
broaden 
one’s way 
of thinking.  

Perhaps that is why art, as a visual language, is appropriate for 
conveying these experiences. Art, like science and religion, is 
created at the threshold between the known and the unknown, 
reality and fantasy. It can function as a form of communication, a 
way of sharing ideas, thoughts and concerns. 

The visual language of mystical practices is rich with clandestine 
meanings and references. Frank haines (uS) translates his 
extensive knowledge of metaphysical practices into abstract 
sculptures, works on paper and sound works. using a vocabulary 
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that recalls ancient rituals, alchemy, the occult and meditative 
concentration, his works are transcendently charged with an 
energy distilled from the signs and symbols of these learned 
esoteric languages.

Susan MacWilliam (Ir) creates portraits of prominent 
parapsychologists and psychical researchers through anecdotes, 
reconstructions and investigations. her films function as 
cinematic séances that channel multiple voices and spirits 
to portray an individual character and their history. By using 
a documentary-style approach, MacWilliam challenges the 
supernatural subject matter by depicting individual characters 
and focusing on ideas about visibility, perception, reality and 
illusion.

Joanna Malinowska’s (uS) work embodies the hope and 
desire for the miraculous and the improbable. Through video, 
installation and sculpture she provides a fertile ground for 
metaphysical manifestations. In her work Speak to Me (Margaret 
Mead, Franz Boaz, Bronislaw Malinowski) 2010, Malinowska tests 
the powers of contact with the other world by giving the plants 
taken from the gravesites of notable anthropologists the benefit 
of the doubt that they might possess a sort of spiritual power 
that can be nurtured and grown.

It seems rather contradictory for a technologically savvy culture 
to revert back to an arcane system of beliefs. But at this moment 
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it is not 
inappropriate for 
artists to revisit 
or reference 
metaphysical 
ideologies from the 
past. Spiritualism, 
the hermetic Order 
of the Golden 
Dawn, Wicca and 
the Theosophical 
Society, to name 
a few, emerged 
as a result of the 
socioeconomic 
and cultural 
progress made 
by the Industrial 
revolution. Today’s 
advancements in 
technology and 
science race forward 
at breakneck speed. 
There are many 

believers who explore the connection between communication 
technologies and the otherworldly, but the approach of 
To Believe to the supernatural, paranormal, spiritual and mystical 
functions as a pause—a means of acknowledging that one of 
the privileges gained from these practices and experiences is 
the achievement of a sense of meaning through action, both 
mental and physical. In this day and age, when nothing is stable 
and answers to inexplicable events are scarce and confusing, 
turning to the unknown is a way to view a composed universe of 
pattern and purpose; a revelation of a world that is intentionally 
interconnected.  
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iMPErfECtiOn inVOLVEs dEViatinG 
frOM tHE nOrM, distanCinG OnEsELf frOM 
fOrMaLisEd CanOns; it MEans tEndinG 
tOWards uniQuEnEss and traininG 
tHE iMaGinatiOn

by daniela lotta

gaetano pesce, PrATT, 1983-1985 
(SerIeS OF 9 ChAIrS)

EVErYtHinG is
iLLuMinatEd

The late 1960s are known for the 
crisis of modernity which had begun 
a decade earlier and ushered in the 
Postmodern age. This vague, highly 
ambiguous label has since been 

used to identify the general backlash 
against the progressive vision of 
Western society as promoted by 
Taylorism and Fordism. That crisis 
gradually deconstructed all the codes 
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imposed by the Modern Movement: 
reliance on a single, central belief 
would be substituted by multiple 
peripheral ideas; perfection gave 
way to rational space, and simple 
architectural forms with curtain walls 
in steel and glass were corrupted by a 
complexity of styles. The crisis would 
see the definitive collapse of that set 

of dogmatic rules or tools designed 
to mould man and his environment 
into “an ideal, pure, perfect man”, 
an ethically and morally integral man, 

with puritan customs and simple 
habits.”1 The ideal of a “universal 
and abstract” man depicted in Le 
Corbusier’s Modulor was replaced by 
the developing consciousness that 
“a concrete, imperfect, […] authentic, 
real and individual man” existed, as 
portrayed in Jean Dubuffet’s scratched 
canvases.2

Art movements 
such as Arte Povera 
and Process Art, 
in contrast to the 
dehumanising model 
of capitalism, would 
seek to liberate 
all things marginal 
through the sampling 
of daily objects and 
unstable materials. 
This trend unfolded 
parallel to what was 
happening in the 
culture of design, 
where a generation 
of designers, later 
defined as radical, 
appeared intent 
on dismantling 
all the principles 
of rationality and 
functionality imposed 
by the Bauhaus 
first, and by the ulm 

“hochschule für Gestaltung” second. 
They re-evaluated the nonmaterial 
qualities of the product, in other 
words, its chromatic, tactile, sonic and 
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olfactory dimensions, the narrative and 
symbolic values, which had previously 
been absent from the planning-
focused, homogenizing vision of 
modernism.

One active proponent of this scene was 
Gaetano Pesce, a designer who has 
always been interested in the impure, 

in errors and defects, all elements 
carrying the sense and uniqueness 
which bring an object closer to humans.
An untiring experimentalist, Pesce 

chose to develop 
the individual nature 
of the industrial 
product: an 
oxymoron which his 
work made possible 
by adopting the 
“diversified series,” 
a “weak” production 
process which 
turns the concepts 
of “badly made” 
and “unfinished” 
into something 
positive. This 
antiform3  process 
favors the primary, 
expressive nature of 
industrial materials, 
intended not as 
inert substances but 
subject to change, 

and frees them from the weight of 
authorship, which is delegated partly 
to unpredicted occurrences during the 
production process.
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Such aesthetics of imperfection can 
now be found in the poetics of hella 
Jongerius, one of the major exponents 
of new Dutch design, who rejects that 
certain idea of precision implicit in 
mass production by creating her own 
diversified series of one off pieces. 
They are made unique by altering or 
disturbing the production process and 

therefore breaking with uniformity. 
For example, in Soft urn (produced 
by Droog, 1994) the archetypal form is 
enriched with the sensitive potential 

of polyurethane, leaving the marks of 
the mold highly visible on the surface 
as an expression of the individual 
experience of each vase. In addition, 
with the B-side project (produced by 
royal Tichelaar Makkum, 1997) she 
developed a set of porcelain dishes 
in which each piece assumes its own 
particular form as a result of the 

continuous variation 
in temperature inside 
the kiln when it is 
fired.

Pieke Bergmans 
also reflects on 
these possibilities. 
With the series of 
vases unlimited 
edition, produced in 
2008 together with 
Madieke Fleuren, 
he obtained a clay 
extrusion from a 
tubular matrix and 
used it to make 
regular sections, 
which he then 
dropped onto the 
work surface so that 
they deformed freely.
This is a conceptual 
approach which 
goes against pure 

formalism and approaches instead 
the Japanese vision of wabi-sabi: the 
“beauty of imperfect, temporary and 
unfinished things”4   which we have 
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NeW KINTSuGI BY humade
KINTSuGI IS AN OLD JAPANeSe ArT OF FIxING BrOKeN POTTerY WITh GOLD

learned to appreciate also as a result 
of the Japanese fashion designers 
rei Kawakubo and Yohji Yamamoto, 
who made their debut at Paris catwalk 
shows in the early 1980s. In the late 
1960s they were already advocating 
a renewed relationship between the 
body and clothes by deconstructing 
the codified forms of Western tailoring.

Directly inspired by oriental philosophy 
is Lotte Dekker’s project Bison Kintsugi, 
which evokes the spirit of Kintsugi, the 
ancient Japanese art through which 

15th century pottery masters repaired 
the cracks in terracotta objects using a 
gold lacquer, although she substitutes 
the precious glue with the more 
prosaic Bison brand.

The expressive and narrative value 
of the traumas and scars left on the 
surface of things had already been 

reflected upon by 
the artist Maurizio 
Mercuri in 1995. 
Mercuri’s cracked 
vase was a precursor 
to Tjep’s project do 
Break, conceived 
for Droog in 2000, 
which he followed up 
with the Shock Proof 
collection of vases in 
2006.
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2-IBIDeM

3-ThIS IS A reFereNCe TO AN ArTICLe 
BY rOBerT MOrrIS PuBLISheD IN 
ArTForuM IN APrIL 1968, IN WhICh The 
ArTIST exPLAINS The reASONS FOr The 
TrANSITION FrOM The GeOMeTrIC, 
eLeMeNTArY FOrMS OF MINIMALISM 
TO The INCONSTANT, COMPLex ONeS 
OF ANTiForM.
 
4-CFr. L. KOreN, WABi-SABi: For 
ArTiSTS, deSigNerS, PoeTS ANd 
PHiloSoPHerS, STONe BrIDGe PreSS, 
1994



GazinG at an inCOMPLEtE
struCturE aLLOWs us tO fiLL in tHE 
bLanKs OursELVEs; WHat WE GEt Out Of 
tHE EXPEriEnCE is COMPrisEd Of WHat 
WE brinG tO it

LurE 
diLaPidatEd
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by anne shlisler-hughes 

The rOMANTIC POeTS OF The 19Th CeNTurY reALLY MADe 
A BuSINeSS OF ruINS. They would, through their verse, speak 
to the old stones (classical or Gothic), posing questions of love 
and mortality, and the stones would speak back in their wise way. 
Lord Byron wrote Childe harold’s Pilgrimage about a man who 
inherited a ruin, as he himself did. Byron’s younger friend, Percy 
Bysshe Shelley, wrote the much-quoted poem “Ozymandias,” 
a succinct and poignant reflection on the broken and forgotten 
statue of a once all-powerful ruler.
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BANNerMAN’S CASTLe 
FrOM ThOM JOhNSON 

Although archeologists, preservationists and artists have been 
interpreting ruins for millennia, it’s especially meaningful, in 
these difficult times, to examine who and what have come before 
us with humility and consideration. Gazing at an incomplete 
structure allows us to fill in the blanks ourselves, and so what we 
get out of the experience is largely comprised of what we bring 
to it.

Bannerman’s Castle is located on Pollepel Island in the hudson 
river about 60 miles north of New York City. Prized as a strategic 
vantage point by both the colonial Dutch and english, the island 
was purchased in 1900 by Francis Bannerman VI, a prosperous, 
self-made Scottish immigrant. Forced in his early years to quit 
school to support his family, he began scavenging the New York 
harbor for surplus material he could resell. his efforts eventually 
built the largest, most significant military supply enterprise in 
the country. Bannerman & Sons was housed in a large building in 
Manhattan, but the City eventually asked Bannerman to relocate 
his explosive merchandise to a safer location, precipitating 
the use of Pollepel. Bannerman was obviously visionary and 
ambitious, and his arsenal was no mundane project. he made his 
own sketches based on castles and fortifications he had seen in 
europe and worked directly with a contractor to realize his ideas. 
his design style was elaborate and expressive, using a medieval 
building vocabulary of barbicans and arcades, towers and 
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turrets, and even a portcullis—a foreboding metal grid gate that 
was lowered to close the port at night.

From 1900 until his death in 1918, Bannerman built. In addition 
to three warehouses and a harbor to protect the island, he built 
a residence at the island’s highest point, together with walkways, 
lookouts and grottos. 

Over time, business slowed. eventually the enterprise ceased to 
be profitable, the goods were moved, and the family stopped 
using Pollepel for personal purposes. In 1969 a fire ravaged the 
island’s remains, and it was eventually given to the State of New 
York to sit, admired but fallow, for decades.
--------------------------------------------------------------------
No Longer empty is the brainchild of Manon Slome, a curator of 
modern and contemporary art with a focus on work that provokes 
dialogue. When the 2008 financial meltdown began to manifest in 
business failures, she sought to address the ensuing feelings of 
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gian maria tosatti, SPAzio #05, 2012
ANDreW FreeDMAN hOMe, NeW YOrK CITY
COurTeSY NO LONGer eMPTY

linda cunningham, PArAdiSe loST/ 
regAiNed? uToPiA To SurvivAl (deTAil), 2012 
PhOTO WhITNeY BrOWNe
COurTeSY NO LONGer eMPTY

loss and fear in New York City by putting art in the empty spaces 
they had left behind. A serendipitous conversation directed her 
attention to a space near the Chelsea hotel recently abandoned 
by a fishing and tackle store, and she jumped at the chance to 

bring in art. The show 
was called “empty.” 
At first, passersby, 
especially long-time 
neighbors, were 
affronted at this change 
of status. Gradually 
they made their way in 
and found a reclaiming 
of a void, a healing 
in the face of loss. To 
date, No Longer empty 
has produced thirteen 
projects installing art 
into empty spaces with 
a mission to engage 
people in places that 
time has lost, enriching 
communities in the 
process.

“This Side of Paradise” 
at The Andrew 
Freeman home on 
the Grand Concourse 
in the Bronx is the 
largest to date. Note 
the allusion to F. 
Scott Fitzgerald’s 
understanding of the 
delusional nature 
of success and of 
class solidarity in  
American society. 
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It’s fitting for The Andrew Freeman home, established in 1924 as 
a retirement home for seniors who had once been wealthy but 
who had fallen into difficult circumstances. They could live, free 
of charge, in an opulent environment with all the luxuries they 
were accustomed to. 

The parallel with the bailout of the too-big-to-fail banks is 
apparent, but it does not diminish the human stories of aging, 
memory and loss. Slome assembled a group of artists and asked 
them to create new works responding to the history of the home 
and the neighboring community as it exists today, which would 
be installed throughout the building. They could scavenge the 
upper halls where the residents had lived: rooms still filled with 
suitcases and furniture, books and photographs, clothes and 
toiletries.  

Some of the resulting works were visceral, informed by the 
physical state of the building. Cheryl Pope was given two blank 
rooms that were misty white and suffering from puffy, flaky water 
damage. For THeN ANd THere she echoed the texture of the 
compromised walls by affixing delicate, light-reflecting gold 
gilding to the ceiling, establishing a continual flow of beauty 
and decay. Others blended disjointed histories. how and Nosm 
created reflections, a self-enclosed hip-hop recording studio 
wherein the sound-proofing morphs from undulating foam into 
full-fledged pyramid-shaped forms representing the uniform, 
institutionalized lives of the home’s residents. Lucy Lydon, 
curatorial assistant, noted that although tidbits of the history of 
the home are given, most of it is simply unknown, and it leaves 
the artists their myriad approaches to filling the void.  
--------------------------------------------------------------------
In Charleston, South Carolina, tremendous efforts have been 
made to restore and fully activate the architectural heritage of 
this star of the Lowcountry, especially on The Battery, the oldest 
section of town, from where you can see Fort Sumpter across the 
harbor. here you will encounter: exquisite Thomas elfe cabinetry; 
carefully calibrated paint hues from purposeful wall excavations; 
pristine new textiles from old designs stretched over empire 
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AIKeN-rheTT hOuSe 
COurTeSY OF hISTOrIC ChArLeSTON FOuNDATION

settees and plate-glass windows; espaliered pear trees in shady 
gardens; and perfectly placed china, crystal and silver at Federal 
tables. 

There’s one house among the stately group of landmark 
buildings open for public tours, the Aiken-rhett house—town 
seat of the prominent Aiken family, an 1820s Greek revival 
structure grandly expanded in 1830—that has taken a slightly 
different and very powerful approach to the interpretation of its 
long history. The house is kept as it was in 1975, when the family 
moved out and bequeathed it to the Charleston Museum (it is 
now operated by the historic Charleston Foundation).

The wallpaper on the parlor walls has been there since 1859. It’s 
old and fraying and missing in parts and, according to curator 
Brandy Culp, it takes a lot of planning and resources to keep it 
that way. Walking through the rooms, in the absence of the usual 
appointments of a fully refurbished and staged home, the visitor 
is free to imagine the full breadth of generational achievement 
and survival that remains. 
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statE Of Mind

siMOnE 
rainEr

DATe OF BIrTh: 30 July 1985
NATIONALITY: Italian 
WeBSITe: www.simonerainer.com

who is simone rainer and what does 
he do?
Simone rainer is an accessory designer, 
with a particular passion for leather and 
bags.

when did you start to design bags?
I did a tailoring course in Milan after 

I left high school and then at the age 
of twenty I was ready and willing to 
start work. My first experience was with 
accessories and then I went into leather 
products. I’ve always been interested in 
shoes and bags, simply because I saw 
them as objects that finished off a look. 
So I started designing bags for the 
83

by fruit of the forest

PhOTO: IVAN MuSeLLI

PhOTO: rOhN MAJIer
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Marc Jacobs label and I immediately 
realized how interesting it was to be 
able to conceive and design objects 
which, being three dimensional in 
volume and some completely free 
from any physical restriction (unlike 
clothing), have a life of their own. In 
terms of imagination they are closer to 
an industrial designer’s product than 
a fashion designer’s.
 
 

FW2012
STILL FrOM The VIDeO BY ANGeLO TeArDO 

thinking about your 
first project for your 
own label, simone 
rainer— how did that 
come about? when did 
it happen?
The idea of launching 
my own label came up 
two years ago, after 
I had designed the 

triangle clutch for 
the book dedicated 
to the island of 
Stromboli for the 
FiorucciArtTrust. I was 
lucky enough to be 
among the guests at 
an artists’ residence 
on the island, not 
as an artist however, 
and also to make a 
contribution to the
rolling Stones  book 
(Salerno editore). 
What else could I do 
but dedicate a bag to       
that amazing island... 

I copied the whole shape, the exact 
outline as it stands out above the sea 
on the horizon. I fell in love with its 
black rocks and I wanted to reproduce 
their uneven surfaces with the help of 
a tannery. Then I imagined a volcanic 
pipe that could become a precious 
fastening, and so we produced just 
three pieces of this little portable 
volcano. It was such a great success 
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that after making that single object 
I felt the desire to create a whole story 
and begin this project of mine. 
 
what is the defining character of 
your work?
I think that there are three main 
features of my work: simplicity (in 
other words intuitive functionality), the 
material, and an obsession for numbers 
and the golden section. As the whole 
thing began on the island of Stromboli, 
the collection was deliberately 
influenced by everything that had 
fascinated me about the island and 
have since become pillars of my brand: 

simple shapes, primitive-feeling 
materials and a strange allure and 
magnetic energy that can only 
come from a volcano, transferred 
into the choice of applying numeral 
logic to the project and designed  
entirely in golden section. The latter 
proportion is used as if it held all 
the elements together, a sort of 
yardstick or canon to follow.  
 

equally decisive was definitely the 
thought that forms the foundation for 
my passion for bags. They are not only 
bags but empty spaces that I love to 
imagine people wanting to fill, with 
everything they need to face the day, 
events or special occasions, almost 
like travel companions or inseparable 
friends. The bag is experienced not 
just as an important, functional “place” 
but as an intimate reference point, a 
contemporary treasure chest.

describe your typical working day...
I love waking up early during the week 
and after my coffee I’m ready to start 
the day. I usually spend the morning 
making phone calls, meeting suppliers, 
checking out materials and colors. I find 
it’s a good way to get my mind going 
and I receive a lot of stimuli and input 
in general which I can then elaborate 
later in the day.

In the afternoon I visit the factory, work 
with the pattern makers and meet the 
people in charge of development 

SS2012
PhOTO: ALeSSANDrO DI GIAMPIeTrO

SS2013 VIDeO BY AArON OLZer  
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so we can make decisions together. 
Otherwise I make time to be on my 
own and put some ideas and designs 
onto paper. 
 
what inspires you?
I’m inspired by materials, surfaces and 
colors—you could say that I’m most 
sensitive to visual and tactile input. 
In general I find the whole world of 
materials really fascinating and it 
inspires me, before I even think about 
the shape. each material can work with 
certain shapes, but not every shape 
works with every material. I always look 
around me and I often fall in love with 
small objects, perhaps that I find on 
a stall at some random flea market, 
with colors and textures which can 
be found in nature, the performance 
and techniques of synthetic, man-
made materials... I love playing with 
and mixing all these elements and 
creating new surfaces, unexpected 
perceptions, juggling and upsetting 

the relationship between touch 
and sight. I am also inspired by art, 
especially contemporary art, which is 
so lucky in that it is still free to carry 
out extravagant experiments with new 
solutions and techniques. 
 
I also love watching people. I try to 
understand what they like, what they 
need... Inspiration is often there, within 
easy reach, or it’s been under your eyes 
for ages and you just didn’t realize it. 
Inspiration is like a lightning bolt, it 
strikes us unexpectedly from the inside 
and is often inexplicable.
 
can you tell us about your next 
collection?!
My next collection, the fourth one, will 
be for autumn/winter 2013/14. I want 
to explore the universe and space... to 
free myself from the weight of the body 
due to the force of gravity and to make 
an imaginary leap from the moon, 
almost a “The Little Prince” type 

PhOTO: DANIeLe FreGALe
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voyage to observe the vault of heaven 
and its logic, which even there is 
mathematically infallible and perfect. 
Galaxies near and far which develop in 
precious spirals, alien surfaces which 
reach us as meteorites in course, 
stardust... I will replace the gold with 
platinum. It will be a sidereal, silent, 
sharp winter. I want to fantasise in 
this way about an impossible voyage, 

faraway from our planet earth, in search 
of new, three-dimensional perfection.
 
Your bag collection is designed for 
a woman who...
...has a strong, determined, almost 
masculine character. She is a precise 
woman in that she chooses to carry 
only the essential things with her in her 
bag.

She has such a strong character that 
she can allow herself to surprise, 
to wear strict geometric shapes, as 
if they were catalysers of energy, 
almost like talismans as well as new, 
very distinctive and equally sensual 
volumes.   

give me an idea of your total look.
A very simply cut black dress, fitted but 
not too tight, which covers the wearer’s 
shoulders but shows her back. high 
heels, Nail polish. hair back and eyes 
made up.

if i say “touch” how do you respond?
I can’t help but think about my bags. 
It absolutely has to be pleasant or 
stimulating for the fingertips, it has to 
have something primitive and a highly 
sensual feel.

 
.
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by sandrine nicoletta

LOndOn
tHE LabOratOrY 
Of bEYOnd
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sandrine nicoletta, THere iS 
AlWAYS SoMeoNe dreAMiNg 
ASleeP ANd SoMeoNe dreAMiNg 
AWAKe#10, 2011. PerFOrMANCe, 
AuDITOrIM reNZO PIANO, rOMe

sandrinE niCOLEtta is 
an artist tHat LiVEs and 
WOrKs in LOndOn. WE asKEd 
HEr tO sELECt iMaGEs Of HEr 
WOrKs, taKE PHOtOGraPHs 
Of HEr LifE, and tELL us 
WHat’s GOinG On 

eVerY DAY I’M TAKING PICTureS of the 
London sky because it’s never the same. 
The variable weather, always present in 
Londoners’ conversations, conditions the 
town: the quickest sky, the quickest city.
 
You go away for a couple of months 
and your favorite shop closes, your best 
friend moves away, and the old building across the street 
has been completely renovated and looks like new.
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To be so active and quick, this town needs tons of rules. 
everywhere you go you are “facilitated” by audio messages and 
signs. They appear as a commodity, but at the same time they 
are conditioning you to follow rules and making it easier to be 
hypnotized and controlled. Terrifying.

The punk country par excellence is becoming more and more 
conservative. But some of us resist.

London spreads out across 1,570 km2 and has 8,174,100 
inhabitants belonging to different ethnic groups. Now, as 
I imagine you as my guests and don’t want to take you anywhere 
you’ve already been, I introduce you to the London I know.
 

London is big enough to escape the mainstream and to keep 
a safe distance from any kind of conditioning. It is big enough 
to feel lost, amazed, alone, at risk—and we are explorers, aren’t 
we? That’s why this town suits me very well. here I can really lose 
myself, so lets try to get lost together ;-).

I live and work in a space provided by Bow Arts Trust. My 
beautiful double-level flat is located together with those of other 
artists in an ugly but beautiful Council estate. If I stop by number 
66, I enter The emporium organized by Jessica and Chloe. 
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sandrine nicoletta, 
SHiFT, 2011. STeNCIL 
PAINTING ON FABrIC, 
ArMA17, MOSCOW

Maybe we are developing 
photos in the darkroom in 
their garden, or printing 
lithographs in their living 
room while special food 
is being prepared. At 
number 41 I can spend 

an afternoon helping Magda build a theatre with some of the 
children living in our building.

To buy food I need to cross the Tower hamlets Cemetery Park, 
where the Gothic statues are lit by the sun filtered through 
the secular trees. Beautiful. Or at night, where it’s possible to 
observe bat life, in perfect British style.
 
If I want to see a good exhibition I go to Matt’s Gallery, ten 
minutes away. But because Matt’s Gallery is a very special place, 
I like to take more time to go there as a kind of preparation. So 
on my way I stop at the skate park and watch the repetition of 
tricks. Then I cross the canal where I find some friends on the 
boats. They are selling stuff or making art. I’m now at Matt’s 
Gallery. For 30 years this non-profit space has been producing 
high-quality installations. 
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sandrine nicoletta, THere iS AlWAYS SoMeoNe dreAMiNg 
ASleeP ANd SoMeoNe dreAMiNg AWAKe#2, 2011. PerFOrMANCe, 
AuDITOrIM reNZO PIANO, rOMe
PhOTO: JeNS ZIehe

Still on foot, I like to go to Canary Wharf. It’s not the kind of 
place artists tend to fancy—it’s a huge financial center—but to 
me it’s very inspiring. In the middle of the docks and skyscrapers 
I close my eyes and try to feel the 90,000 people working there 
inside 14 million square feet of offices. 

Another area close by 
and very new compared 
to where I live is the new 
Olympics area. For years I 
used to ride my bike around 
this massive construction 
site. Now the Games are 
on. I can’t wait for them to 
be over, so I can go back 
and see what all this is 
going to become.
 
If I want to go to the 
cinema, I head over to The 
Colorama. The cinema is an 
object in and of itself and 
the concept of a dream. 
A dream that things are 
possible, that with 
a little you can make a lot. 
Anthony and some friends 
wanted to have a cinema 
where they could show free 
film screenings—and so 
they just built it. You can 
have drinks there while you 
watch a film, and after you 
can stay to discuss what you 
have just seen.

Nearby is one of the largest 
estates in London, the 
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sandrine nicoletta, ABiliTY To go 
THrougH#11, 2011. 
2011. VIDeO, ArMA17, MOSCOW

heygate estate. It is abandoned and seems to be closed, but if 
you walk around and pay attention you find a way to get in. Only 
one resident, and a few squatters, still live there. I join Mar and 
Pablo cultivating vegetables together with other members of 
their urban farming project. The scene there can vary: sometimes 
there’s a barbecue, or people doing parkour, or others show up 
with a mobile sound system and, at night, maybe some films will 
be shown. All this mixed with a few junkies or homeless.

 
When night 
comes, I enjoy 
to go to secret 
parties like Lo 
Kee or half 
Baked. They are 
always changing 

location 
(some in 
town, some 
out in the 
forest) and 
there I lose 
myself to 
the music: 
the best of 
the arts, the 
art made 
of nothing, 

just waves, and the rest is 
imagination. Bye-bye.

As I’m going around to these 
places, I like to make some 
sort of invisible and ephemeral 
pieces. They are like secret 
exercises between me and my 
environment, my life.
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Despite being an insatiable adventuress, there are periods 
when I don’t want to go out at all. I stay locked in my studio. I 
need order and silence around me. I make a sort of void inside 
myself and try to give form to all the parallel words I perceive. It’s 
difficult. I feel a bit like a scientist in his laboratory at this time.  
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aPPrOPriatiOn and rEPEtitiOn 
in tHE WOrK Of JOnatHan MOnK

by valentina rossi  

96

stOP ME if 
YOu tHinK 
YOu’VE 
HEard tHis 
OnE bEfOrE

ALL IMAGeS Are FrOM: 
Jonathan monk, SMAll 

ProPoSAlS BooK, 1990 
COurTeSY:  MOre, MuSeuM 

OF reFuSeD AND uNreALISeD 
ArT PrOJeCTS TO CONSIDer JONAThAN MONK AS A CONCePTuAL 

ArTIST IS NOT eNOuGh. In fact, his work is not only a simple 
appropriation of past methods, but benefits from a distinct, self-
referencing component. 

Processes of conceptual and minimal art are present in all of 
Monk’s work. he takes ideas from the vast artistic panorama of 
the past and uses the structural confines typical of 1990s artists 
to produce pieces with the same mental framework but 
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a different conceptual 
indicator, with the 
support of certain 
variations provided by 
subjective indications. 

As a result, these 
procedures connect 
Monk’s work closely 
to the past with an 
industriousness full 
of personal and 
historical references 
that reflect the 
identity of the artist, 
inexorably tied as it is 
to the transformation 
of past devices 
in minimal and 
conceptual art.

 
Similarly, he borrows works by Sol LeWitt, ed ruscha, Bruce 
Nauman and John Baldessari, but at the same time he ties them 
to his own personal experience, from family connections to his 
love of football. 

The gap between my mother and my sister (1998) describes 
the journey between his parents’ house and his sister’s, using 
photographs taken from a car during the journey, in a parallel 
to Baldessari’s photographs of the back of trucks between Los 
Angeles and Santa Barbara. Keep Still is a project which began 
in 2000 with the collection of old photographs found in family 
albums or at flea markets: he places white block letters atop 
the heads of the people in the pictures, representing the titles 
of works by other artists such as one Hundred live and die 
1984, one and Three Boxes and Photo Piece, by Bruce Nauman, 
Joseph Kosuth and Gilbert & George respectively. 
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Monk obviously does not limit himself to cultured, conceptual 
citations; he uses calibrated irony and sarcasm to take on the son 
of pop art, Jeff Koons, depicting the hypothetical demise of his 
famous rabbit. As well as a series of stainless steel sculptures of 
the deflated bunny, the artist also presents pictures of the poor 
rabbit that portray it as a pale, greyish pop icon, almost as if it 
had been painted by Lucian Freud. 

Monk’s work is made up of correspondences. he allows himself 
to become fascinated by such a charismatic person as Alighiero 
Boetti, and then begins to relate to the Italian artist so closely 
that he might be the letter “B” of his famous split personality, 
Alighiero & Boetti. 

Monk develops a heated debate with the Italian artist. he writes 
him a series of letters in 2006 (unfortunately Boetti had died 12 
years previously), which were obviously returned to the sender. he 
appropriates his famous ball-pen drawings and reinterprets them. 
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he manages the Lira hotel project in Turin, a real hotel based on 
the hypothetical name Boetti had thought of for his one Hotel in 
Kabul. 

There is also an undeveloped project composed of false letters 
donated to More (the Museum of refused and unrealised 
Art Projects): a series of letters which highlight a game of 
correspondence between the artist and his hypothetical 
commissioner, i.e., his adopted city of Glasgow, which in 1990 
became a european City of Culture. 

The content of the letters is nonsense, as defined by the artist 
himself. his suggestions include a proposal to move Disneyland 

to the St. enochs Centre 
car park for a year; to 
place the Golden Gate 
above the river Clyde 
(the image was however 
of the humber Bridge, 
and as such was refused); 
to start driving on the 
right, as people do on the 
Continent; to transplant 
a giant redwood tree; 
and finally, to move 
Stonehenge in order to 
renovate the fountain in 

Kelvingrove Park. All the letters and pictures make up the Small 
Proposal Book, which is covered in a traditional Scottish tartan. 

An unfinished work, a double non-realization, letters that the 
addressee never receives, large-scale mobilizations that never 
happen. When we think of the non-realized we imagine “big” 
unrealized pieces, big in the sense of monumental, like public 
art. Monk, however, works paradoxically on both fronts, small 
and large scale, mental and physical.
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