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La Fantastica Festival’s photos,
to which the texts refer, are included in the leaflet

MAGIC CARPETS
LA FANTASTICA

he issue of the urban periphery and its residents is a cornerstone
Tfor change, especially in a large metropolis like Rome. The third
year of Magic Carpets Italy draws its inspiration from people who have
long told the stories of the suburbs — like Pier Paolo Pasolini —and from
those who used social issues to activate new processes of invention —

like Gianni Rodari.

This year, which marked one hundred years since Gianni Rodari’s birth,
we wanted to create a portrait of this corner of Rome, between Via
Portuense and the curves of the Tiber, encompassing the Trullo and
the Corviale. Through the creative process inherent to human nature,
to quote Rodari — in this case, the creative process of artists John Cas-
cone and Sara Basta and the Lithuanian photographer Mykolas Juo-
dele — we rediscovered these areas of Rome. The Trullo was a focus
of Rodari himself, who wrote A Pie in the Sky in 1966. In the story, a
spaceship, anything but alien, lands on Monte Cucco, and the neigh-
bourhood’s children share it with all the children of Rome. Pier Paolo
Pasolini also lingered in these areas of the Roman countryside, where
the writer from Casarsa filmed scenes of his famous film, The Hawks
and the Sparrows. At the Trullo, they played football: “Fermete, a Pa.

da du carci co’ nnoi!” (“Hey Pasolini, kick the ball around with us!”
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Partitella al Trullo, 1963). This was the call of the street kids, as they
begged the Friulian writer to join their improvised football matches on

the dusty fields of the Roman periphery.

With three artists, each very different from the next, we set out to dis-
cover these places, with the images and stories of Rodari and Pasolini

always in the background.

The stories from Pasolini’s The Street Kids have become a way to ap-
propriate certain places in the periphery. The words of the Friulian writ-
er become a lens for a foreign photographer, to understand these areas

and reinterpret the faces of today with the eyes of the past.

And Rodari’s words have now become a system to set off a procreative
process for new experiences and new works, as in the case of the two

Italian artists, Sara Basta and John Cascone.




Gianni Rodari found this short fragment from the German poet

Novalis in the winter of 1937-38, when he was teaching Italian
to a family of German Jewish refugees in Italy. It is with this backdrop
that the Omegna master’s path begins. It defines the structure he uses
to build an art that identifies the mechanisms of creative imagination.
And it is exactly from this premise that our journey through the Trullo

neighbourhood begins, through the art of Sara Basta and John Cascone.

Gianni Rodari provides the context to start from. His fairy tales, wheth-
er passed down to us by our parents or discovered when we were grown,
taught us a new way of looking at the world, listening to it through and
through. It is from the combination of logic and an almost scientific way of
observing reality that we arrive to the Fantastica — which does not signify an
escape, but a way to be wholly involved with the instruments we are given.
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Following Rodari’s methodology, we had to be daring, we had to anal-
yse the neighbourhood face-to-face. There we were in the Trullo quar-
ter, or rather working-class suburb, as Aldo reminded us during one of
our first wanderings in the neighbourhood, built by the Fascist regime
starting in 1938, southwest of the capital and completely isolated from
the rest of the city. Even now that the city has spread out and resi-
dential zones like the Corviale and Casetta Mattei have sprung up, the
Trullo seems to belong to its own world. Its buildings have a rationalis-
tic inclination — low, with modular housing: every aspect maintains the
most rigorous and geometric essentiality. The public housing that runs
along Via del Trullo is a world to its own, wedged between the Monte

delle Capre and Montecucco.

The three-story buildings are coloured with murals and poetry. This
strong narrative expands from images and words to music, painting
and cinema. The internal alleyways running between the buildings par-
allel to Via del Trullo lead to large courtyards with a marked social aim,
where laundry is hung, kids play football and people stop to chat. The
parish with its oratory, the San Raffaele Theatre, the local market. A

town, where everyone knows each other, fairly self-sufficient.

A periphery, both physically and mentally: here, periphery means feel-

ing part of a place unto itself.

After our first foray into the neighbourhood, we carefully went through

the recording of Aldo’s words, sometimes fluid and other times tangled,



trying to capture its essence. He loves the neighbourhood, or better,
has learned to love it and maintain its memories. He says he is the old-
est tenant of the eighth lot and wants to pass its important heritage

on to others.

Many narratives follow Aldo’s story: Anna experiences the neighbour-
hood, after many years working in a large institution that took her far
from it, almost as a foreigner; Mario in the Trullo is a director of sponta-
neous, generous, initiatives that stay away from local politics but have
a clear political value; and finally Ilaria, a scholar, an enthusiast and

expert on Rodari, who wants to somehow pass his legacy on to us.

After many wanderings through the Trullo, Gianni Rodari is again pre-

dominant — not only for his famous story A Pie in the Sky, originating

right here at Collodi Elementary School with the students of Ms Bi-
giaretti - but for his art, able to identify the mechanisms of creative
imagination, which acts on reality. Rodari manages to weave a story of
ordinary science fiction, in a saraband of joyous inventions, in a world
where anything is possible, even atomic weapons turning into tasty

chocolate cakes.

John Cascone, mindful of Rodari’s lesson and with the approach of a
scientist, allowed himself the luxury of looking at this corner of Rome
from above, going against the experience of the world as we know it,
dominated by the law of gravity. Aware of the rules to access reality
from the front door, he chose to go in through a window, through the
eyes of those who experience it. This window led him to “artefacts”,
banal and common, taken from daily life, that tell the story of a neigh-
bourhood, the Trullo, through the fantasy of those who know it well.
Through an unconventional perspective, we see manholes turn into
passageways to the subsoil, pylons that become electric giants, or
trees without leaves transformed into beautiful fossil plants. The
documentary filmed in the Trullo, as the artist says, came together
biologically: in the background, seven stories from Annalisa, Ida, Gi-
ancarlo, Anna, Elisa, Siria and Filippo make up the individual cellular
organisms of a species. The stories show the gradual evolution of seven
single cells that have created an amazing multi-cellular organism. The
documentary - as a living organism - came together in the final work
Metamorfica, enriched along the way by other forms, like the booklet

of the Enciclopedia de La Fantastica, which was distributed by Spores:
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young people that spread the secret art of creativity as if it were pollen
on last day of the Festival. John says: “l thought | would bring these
stories back to the place, imagining an advertising campaign, entitled
Spore, as a way to multiply these stories.” The final form of this gradual
biological growth, a coreography designed with a figure skater from the
Polisportiva Trullo, was composed of exactly seven movements, under-

going a final transformation from chrysalis to butterfly.

With Sara Basta, the process was different. Her approach seems to
conform to the creative aspect of language use, and by tying language
to emotional connection, she creates a combinatorial machine to gen-
erate new flows and new relationships. The foundations for this Moto
perpetuo combinatorio, to use the title of the artist’s work, are Rodari’s
words from the Grammar of Fantasy.
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The idea of language as a combinatorial machine has inspired
many writers, and it appears that Sara wanted to draw on not only
Rodari’s words, but on ancient technique as well. All of this takes
shape in the video: the phrases and words of Rodari, sewn and em-
broidered during the workshops, mix together individual stories of
lived experiences, entwining with one another. The participants do
not give voice to their own stories, but appropriate, transform and

interpret the stories of the others.

Fascinated by the potential of language and the infinite number of
phrases that make up an alphabet primer, watching Sara’s video, |

thought of a passage from Gulliver’s Travels:

«He then led me to the frame... twenty feet square, placed in the mid-







dle of the room. The superfices was composed of several bits of wood,
about the bigness of a die, but some larger than others. They were all
linked together by slender wires. These bits of wood were covered, on
every square, with paper pasted on them; and on these papers were
written all the words of their language, in their several moods, tenses,
and declensions; but without any order. The professor then desired me
“to observe; for he was going to set his engine at work.” The pupils, at
his command, took each of them hold of an iron handle, whereof there
were forty fixed round the edges of the frame; and giving them a sud-
den turn, the whole disposition of the words was entirely changed. [...]
This work was repeated three or four times, and at every turn, the en-

gine was so contrived, that the words shifted into new places, as the

square bits of wood moved upside down. Six hours a day the young

students were employed in this
labour;and the professor showed
me several volumes in large fo-
lio, already collected, of broken
sentences, which he intended to
piece together, and out of those
rich materials, to give the world
a complete body of all arts and
sciences which, however, might
be still improved, and much ex-

pedited, if the public would raise

a fund.»

Just as Gulliver’s machine recomposed sentences to produce an ency-
clopaedia of thought, the embroidered words of Rodari, placed in Sara
Basta’s “combinatorial machine,” travelled the streets of the neigh-
bourhood to create a polyphony of multiple stories and new paths of
affection. With the same women from the workshop and guided by the
same artist, the words, left to act on the streets of the Trullo, came
together in the eighth lot courtyard, where our journey into the neigh-
bourhood began. These words mark a moment of rebirth, and also rep-
resent a struggle, a constant battle for one’s rights, for one’s freedom.
The words here are shouted, through songs in the folk tradition “And

we’ll fight for work, education, play and for freedom”. Moto perpetuo

1. J. Swift, Gulliver’s Travel, CreateSpace Independent Publishing Platform,
pag.152
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combinatorio turns into song, a rebellious song of unfettered voices?,

that we hope will continue to act and resonate among the colourful THE STREET KIDS

streets of the Trullo.

Benedetta Carpi De Resmini

‘

O ur world is a set of rules. But who says we can’t sometimes break

or bend them to meet our desires? Mykolas told us we can forget
about rules in photography — it’s a matter of inspiration, engagement,
the places we find ourselves. But we must be totally clear on one as-

pect that cannot be ignored: respect.

I like to start with this reflection when | describe these intense and un-

conventional weeks, where we may have broken some rules, but never

2. Brancoro is a bunch of unchained voices. Their song is antifascist, anticlerical,

L L the rule of respect.
antisexist and antimilitarist.
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For this third year of Magic Carpets, we had a strong desire to return
to the Corviale. There was a sense of knowing, at least a little bit, what
we would come up against, even though, in the end, one never really
knows. We were attracted by the idea of being able to present the Cor-
viale from a different, realistic viewpoint, and persuaded by the idea of

involving young people and adults in a photography project.

Mykolas Juodele, the Lithuanian photographer, won us over immedi-
ately with the power of his photos, the depth, the viewpoint free from
all construction. We were struck by his attitude as a free person, a lover
of travel and company. Our first meetings took place at the beginning
of the year, but obviously everything came to a stop shortly after that.
During March and April, when the idea of working with people and or-

ganising travel seemed very distant, we dreamed and continued to plan
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our project: our tenacity paid off, because in July, Mykolas was able to

come to Rome to start his work.

The point of departure and common theme for the project was Pier
Paolo Pasolini’s The Street Kids. In this text, the writer tells the sto-
ry of life in the margins in the new Roman suburbs of the 1950s with
extreme lucidity and realism. He paid special attention to the young
people living in those neighbourhoods who (too) often had no life goals,
but lived day to day. Reflecting on life in the outskirts, and having this
text as a point of reference in the background, we thought that Myko-
las might work with the same searching and profound eye in the Cor-
viale: which does not mean to say that what Pasolini wrote about in the
1950s is still found in the Corviale of 2020, of course. The desire was

instead to approach certain issues with lucidity and naturalness, this
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time recounting not with words, but

with images in black and white.

Initially, when | discussed how to
proceed with Mykolas, there was a
very present fear of not being able
to be in contact with people in the
neighbourhood: Magic Carpets proj-
ects, aimed at sociality and inclu-
sion, seek to destroy the social bar-

riers often created between people,

but with Covid-19, we were wary of
the fear which people might have
in interacting with us, afraid of having to respect “social distancing”,
a terrible term that packs extremely profound significance into two
words. Going beyond that wall of fear and shame is never easy, and is
even less so in these times. We feared we wouldn’t be able to relate
with people. However, this was not the case. Once again, we received
proof of how essential it is to create a network in the community and

help one another.

In our research journey, we came across Laboratorio di Citta Corviale
(Corviale City Workshop), which played an essential role in helping us

building relationships with people’. During lockdown we met the head

1. The Laboratorio di Citta Corviale is a project initiated in 2018 to support the

project of the Corviale’s physical transformation, and of the fourth floor in particu-

lar, actions and social policies able to support subjects that are directly involved.
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organisers and we all shared the difficulty of wanting to work with the
community but not being able to do so. At that time, they were develop-
ing a “Progetto delle memorie”, and were searching for a photographer
for it. In June, we picked up our conversation where we left off. Myko-
las was the link between our two projects, which both aimed to show
the life and people of the Corviale. With their project, devised to cre-
ate a photographic archive of historical memories from the building’s
fourth-floor flats, Mykolas was able to visit some of these flats and
get to know their residents. The approach used by the photographer
respected Laboratorio di Cittd’s way of working: an attentive, faithful
look, without superstructures or authors, that represented the reality
of daily, “normal” actions. We encountered this normality for our Magic

Carpets project in photographing adolescents and others living in the

building. This work of relationships and connections was made possi-

ble thanks in part to the help of I., who managed to fit us into a social
fabric where we would have otherwise perhaps been disliked or taken
as strangers, or simply as too curious. However, even with this help,
having to explain our project and its objectives wasn’t easy: | often
wondered what | could say and what | should instead leave unsaid to
avoid hurting the sensibilities of others. How could we put into words
that we had thought of them as young people living in a difficult area,
where it is very easy to get lost? Mykolas and | reflected on this quite
a bit: as we worked, we had to deal with a difficult reality, which was
even off-putting for a time. Or maybe it was us, thinking that we had
figured everything out when we actually hadn’t asked the right ques-
tions and had acted freely, without considering the possible reactions.
But why should we have thought, speaking with young people our same
age, that we are different? Why underline a gap that most likely exists,
but could be put aside to build a relationship based on respect? The
photos that Mykolas took of both young and old residents of the Cor-
viale provide us with a faithful portrait of the place and also show us
an image of sharing, friendship and community, in a black and white
representation that freezes the moment, makes it abstract and lends

it an infinite depth.

In the final presentation, we thought we would combine these photo-
graphs with sounds recorded at the Corviale: this was not an easy task,
because the Serpentone is frighteningly silent. Every so often, you hear
music from some flat, a laugh or a child’s cry, or, if you’re lucky, a trap

track sungin the amphitheatre. The more time | spend there, the more |



realise that this place is a series of contradictions. There is a constant
back and forth between full and empty — the overcrowded homes and
the deserted corridors, where people pass through only to return home.
Between silence and noise — the building is a silent place, perhaps too
much so, it holds mysteries and secrets we cannot access, and the only
sounds come from the countryside or the radios in the homes. Between
light and shadow — behind the Corviale building, there is a wide valley
and a wonderful sunset can be seen, but when the sun goes behind the

hill, the shadow of this enormous building envelops everything else.

The people living in the Corviale, from the very young to the less so,
are aware of the place’s struggles. They know they are often thought

of as different, distant. But different from whom, far from what? Who

provides the measurement for social judgement, who dictates the rung

of the social ladder we look at? Why should we think we have to be on
the same level? And what is the highest level? Certainly, the ideal posi-
tion to see everything from above, not metaphorically but in a physical
sense, is from the roof of the Corviale building, where you can some-

times hear the laughter and chatter of its inhabitants.

Giulia Pardini

25



INTERVIEW TO

GIULIA PARDINI: When you were invited to participate in a residence at
Openspace — Innsbruck, Invisible Cities was conceived of as a choral
project, with collaboration and shared action. How has the project trans-

formed during this complex time?

NICOLA DI CROCE: When | first visited Innsbruck in February 2020, the
curators of Openspace were trying to bring several different entities
from the world of art and culture into relation with each other, in prepa-
ration for the Invisible Cities festival. It was a very ambitious project,
both for the number of activities planned and for the number of players
involved. | left Innsbruck at the beginning of March, and a week later,
Italy and Europe had to tackle the problems of closed borders, inter-
rupted plans and reimagining all kinds of activities. During that time,
I heard from the curators regularly, especially Danijela Tonkovic, as we
tried to figure out how to pursue a collaboration in the months to come,
and how the entire project would have to be transformed. | was also
frequently in touch with Peter Lorenz (The Doing group), a local artist
who was working on organising the festival together with Danijela.
From these remote meetings came a series of reflections on how to do

collaborative work with the limitations of physical distance. We all felt
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the need to include the mark of this experience in our projects. | helped
Danijela and Peter reformulate the objectives of Invisible Cities, at-
tempting to preserve a choral element that could survive the Covid-19
emergency and proposing a project that could fit into the new context

with the greatest coherence.

GP: Your work was imagined as a great collaboration: how did you
manage to invite and encourage artists in such a difficult time? How

were the project’s three stages, which you called “scores’, developed?

NDC: In Spring 2020, | reflected quite a bit on the potential of a “score”

that could stimulate collaborative processes, even at a distance. By

score, | didn’'t intend a reference to musical canons, but rather some-




thing that contained instructions on how to face a given context, how
to “act it” through sound and critical listening. Beginning with this in-
strument, | structured my work around remote collaboration with lo-
cal artists (selected together with Danijela), to whom | proposed three
collaborative scores to inspire the creation and exchange of audio
material and short texts. What | was interested in was, on one hand,
investigating the sound experience of the artists during the pandem-
ic, and on the other, to end up with an audio product as the result of
the group’s collaboration. Without (almost) ever meeting physically,
we worked on the production of single tracks for the first score, which,
with the second score, we then put together, creating sound stories
composed from each person’s tracks. With the third score, we wanted
to bring fragments of previous tracks back to real places in Innsbruck,
as if drawing a new map of what’s “real” after a long journey. All of the
material created, has been used as a starting point for the final perfor-

mance, included in the “Heart of Noise” festival programme.

GP: One important stage of your project was a visit to the old

Grassmayr Bell Foundry. What inspired you to include this in your work?

NDC: The performance took place in the central park of Innsbruck and
was meant to bring the material composed from the three collabora-
tive scores to the public space. The idea was to present the sound uni-

verse produced by placing it in an area of the park, almost to recall the
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many faces of the city that express themselves at the same time. The
use of bells goes along with this geography. It marks the places that,
in the city, rely on a sound point of reference — bell towers — that is
so clear and traditional in the Tyrolean context. But the bells, besides
being a powerful symbol, were also what the recordings and compo-
sitions were filtered through, showing their unpredictable resonance.
The performance worked with these resonances in real time, highlight-
ing their ability to merge and collide with one another. With the invalu-
able cooperation of the Grassmayr Foundry, we chose six concert bells

that were able to meet the challenge of the performance.

GP: In describing your work, you’ve spoken about “sound strolls”: what

do the noises, vibrations and sounds of a city mean to you? During the
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lockdown, were you able to perceive Venice’s sound life*?

NDC: A sound stroll is a way to critically interpret a city, a way to lose
oneself in the dimension of environmental sounds we don’t usually
consider important in our daily lives. | believe that the sounds a city
offers every day can compellingly define its character, its atmosphere. |
think that developing a critical sense of listening is essential to moving
in the contemporary world with awareness, to accepting the other and
everything that is out of our immediate control. Even Venice revealed
an unexpected character: an emptiness from the frenetic buzz of tour-
ists, echoes of footsteps in narrow alleyways, and the even deeper si-

lence of the night, which | think left a profound mark on its inhabitants.

*Venice is the city where Nicola Di Croce lives.
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INTERVIEW TO

GIULIA PARDINI: When you arrived in Lviv for your residence at Jam
Factory Art Center, a whole world was opened up to you: a young, dy-
namic reality, eager to leave the history of the (recent) past behind.

How did you approach the city?

GUENDALINA SALINI: Our encounter with Lviv was extremely vibrant
and interesting, thanks to the warm welcome of the Jam Factory Art
Center staff. We took historical tours with professional guides, and
heard more personal stories from people we met. We had the pleasure
of meeting the artists of the city right away, both those of our genera-
tion and the old veterans of the Dzyga group. We spent time with the
artists in informal situations where discussion came naturally, talking
about our artistic practices and political interpretations, and dancing
and drinking plenty of vodka together too! There is a great intellectual
vitality around, especially in these strange pandemic times, because
lots of artists who usually reside abroad have found themselves back

in Lviv. This cultural and artistic milieu supported the battles for free-
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dom and democracy in the Maidan Revolution in Kiev in 2014, so a
strong and sincere sense of community can be felt here, built around

shared values they fought for together.

JACOPO NATOLI: I'm not sure our Lviv friends want to leave the history
of the recent past behind them. | would say that the utopia of moderni-
ty — being able to “say-and-do” without the entanglements of censor-
ship — is, for the people we were lucky enough to meet, a victory that
brings meaning and sense. | also know that they received us with im-
measurable kindness. Our first approach was to listen, ask questions
and explore. We aimed to organise a sympoietic workshop in the right

way — to weave a space open to co-creation, a space of freedom (free

even from freedom!), of desire and imagination. Lviv cooperated with

I

us, it was home, it saw us seeing, it acted while we fidgeted. Our first
approach was also our last: back to where we started. And we left

never to return.

GP:Jam Factory is a new and evolving player on the Lviv scene: how
did you set up your research work and how did you lead the work-

shops?

GS: Jam Factory is a space under construction in a very fragile area
of Lviv: the neighbourhood, called Pidzamche, is a poor and outlying
area featuring several open wounds. It is full of factories, low houses
and dirt roads, where factory workers lived, and is very different from
the elegant and bourgeois historical centre. A huge change is now un-
derway in Pidzamche: the factories have been closed and abandoned,
and in their place, violent gentrification is redesigning the neighbour-
hood. Large modern and residential buildings are being built to wel-
come the new rich, thanks to whom the area is being “redeveloped,”
as they say. But the image of modernity and progress they want to
sell opens up several critical issues. Big investors descend from the
spaceships they land, making scorched earth of the place’s culture
and memory. They erase its identity and put all the small businesses
at risk of extinction, perhaps soon forcing its old residents to go else-
where. All of these elements influenced our work in the community.

Together with young people there, we decided to reclaim public space
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with poster art, a large-banner subvertising campaign, and explore

the themes of identity and community using different means.

JN: We have been led by the landscape that hosted our workshops — a
neighbourhood going through a deep transformation that has all the
feature of gentrification. Guendalina and | decided to “work® or rather,
to “play”, together. We started off with the aim of mixing and hybridis-
ing our practices to form a collective body with the workshop’s par-
ticipants. Co-creation, response-ability, sympoiesis and mythogenesis
were keywords for the project, borrowed from the theories of Donna
Haraway. We carried out rituals, games, situations and exercises us-
ing several media and performative devices to build a choral vision. We
had to discover the results of this together, wandering, putting our-
selves into play, in a spiral-shaped process open to the unexpected.
We had the response-ability of activating “relational-events”, where
participants could feel free to try, make, experiment, fail, and express
themselves. We acted, rhythmically, as subjects, as unicum, but in a
perpetual osmotic relationship with the entire group. So, a further re-
sponse-ability for us was to modulate this rhythm. An open form of
orchestra conducting: the score was not given, it was made as we went
along, each individual played his/her own instrument, trying to harmo-

nize with the entire group.

GP: Jacopo, your practice is a combination of relational art and art
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therapy: how did you apply all of this to your work and how did you ap-

proach the children you worked with?

JN: Yes, part of my hybrid practice comes from experiences in the so-
called relational-art and art-therapy. This has developed through a
combination of Alessandro Tamino’s L.A.C.E.R.\V.A. method, my experi-
ence at SGORBIO - Laboratorio Atecnico per Limmagine Nuova, found-
ed in 2019 with Danilo Innocenti, my experience at D.A.P.A. - Derive
Azione Psicogeografie Atmosfere, a platform founded in 2019 with Ari-
anna Desideri, and my years with Numero Cromatico - Centro di Ricer-
ca sulla Relazione tra Arte e Scienza, a collective | co-founded in 2011

and | was part of until 2018. My pedagogical work, which is now indis-
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tinguishable from my “artistic” practice, is based on the concept of the
“ignorant schoolmaster” proposed by Jacques Ranciére: it is possible
to teach what we don’t know, we just need to create a situation where
we can free desire and imagination to “entropicize” hierarchies and
the concentration of knowledge. After more than 15 years of didactic
experimentation with children, youth and adults, | have learned that
each group has infinite potential. | tried — we tried — to play seriously,
to set up an autopoietic and mythogenic trajectory, acting as enzymes
to facilitate contamination of ideas and loseness in expressing what
one is not. With constant and profound caution not to “lose” anyone in

the group, in acting as specific subjects able to harmonise their actions

with the others.

GP: Guendalina, a very important element of your artistic practice is
the aspect of home and living, establishing relationships beyond any
kind of barrier: how did you transform this, and how did you work with

children on this theme?

GS: Jacopo and | designed and created several moments together,
leading them from time to time: with the participating children in our
workshops, we invented a collective mythogenesis that, starting with
new fantastical and polymorphic identities, generated imagery, worlds,
relationships, actions. One of the parts | led was dedicated to the issue
of home. On a sunny day in the outdoor courtyard of the space where
our meetings were, we set up a big table and moulded clay together to
create small earthen shelters. Marvellous and magical dwellings were
created from each participant’s imagination, responding to the desire
to feel at home. These small objects embodied the need to identify
oneself, as well as a sense of sharing. After creating them, we built a
utopic village that we asked each one to describe. Some of the plac-
es in the village shared the importance of silence — they were built to
protect secret and intimate beauty. Others demonstrated the desire to
look at the sky, with large terraces or openings in the ceiling. Others
still, like the house with only two walls, were spaces open to anyone,
offering warmth, company and nourishment: anyone who wanted to,
could use the kitchen and come up with a meal for the community. Are

these the mere fantasies of children, or are they valuable suggestions
37



for more human and habitable places? For social justice and poetic

thought, which we all feel the urgency for?

GP: During your work, you carried out “a ritual of collective mutation”:

can you explain what that means?

GS: Our first, most important task is the construction of self. We come
into this world and we are given a name, a social status, a cultural her-
itage: “becoming who you are” requires, however, the work of a lifetime.
We tried to expose these dynamics with a ritual of choosing one’s own
name, reconnecting with one’s own daimon and unique power. This was

meant to lead to a kind of self-determination that is political and po-

etic at the same time, to inspire a true sense of freedom and establish

profound listening as the source from which to draw one’s creative and
transformative strengths. We carried out this rite through drawings,
performance, visualizations, inventing images and words, neologisms
and talismans, which then came together in a context where the dif-
ferent personalities formed a synergetic and multifaceted community.
This ritual approach was suggested and guided by Jacopo, who devel-
oped it thanks to his studies in art therapy and other practices. For me,
as | accepted and experienced it, imagining the various encounters and
preparing them, it was a truly shared experience of growth, capable of

creating a single dancing body.

JN: During and after the lockdown, | led several workshops to express
and visualize our mutations. | mutated many times with many groups.
Guendalina and | thought this could be the starting point for the work-
shops. So | led the first workshop to create the changing “figures”, while
Guendalina led the second workshop to give shelter to our mutations. It
was a mythopoietic ritual where we invented new beings (and non-be-
ings!). All the participants imagined, visualised, expressed and com-
mented on their own mutation, and then narrated their contact with
the other mutations. We became alterity that influenced other alterity.
Free to become and free to be (and not be!). Mutants appeared, each
one in relation with the group, each one different, with peculiar and
very specific characteristics and abilities. The new group of mutants

created a heterogeneous and polymorphic epiphany of images, dy-
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namic and generous. Images that question issues of gender, species,
function and relationship, with powers and desires to contribute to the
community, such as: loving, creating, connecting to the cosmos, con-
serving and sharing all memories, looking inside and outside at the
same time, eating all the food at McDonald’s, being a snake and mouse
that constantly chase each other in a process of continuous genera-
tion... to name a few. It was a workshop that saw collective and individ-

ual drawing, performance, dance and narrative intertwine.
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