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The title alone would suffice to encapsulate the entire exhibi-
tion process, that acronym that links utopia and failure, portraying a 
generation that begins to come to terms with its past and the debris 
left behind. Born in 1987, Stefano Serretta excavates and protects, 
two complementary actions essential for preserving the memory of 
a recent past, a political and cultural testimony that crashed against 
the threshold of utopia. 

The autobiographical element serves as the narrative voice; 
Serretta reconstructs a universe of people, events, objects, and phan-
toms that have shaped the Italian political scene, and beyond, from the 
late 1990s to the G8 in Genoa, the culmination of illusion.

FURYO is not just an acronym, but the artist’s alter ego, a 
witness to a collective process that has now run aground, neces-
sitating a cold-blooded reflection. The private/collective boundary, 
on which the entire work floats, is formalized in the internal/external 
dichotomy that characterizes the exhibition project. Serretta partially 
conceals some of the windows and the entrance to the gallery with 
rough wooden planks on which the phrase “The sand knows what the 
rock does not” stands out. This is a way to hide and protect, at least 
partially, the installation within the room. The palisade marks both an 
expectation and, at the same time, a trauma, a failure that the interior 
will unveil in its deflagration. It is the phrase that reaffirms the function 
of Time, that sedimentation that transforms rock into sand, necessary 
to cultivate a real awareness of events and a historical distance that 
liberates memory from useless nostalgic sentimentalism. 

What remains of that experience, of that political momentum 
spent between social centers and urban graffiti, of that movement that in 
Genoa in 2001 showcased the merits and limits of collective mobilization? 

Serretta’s biography elevates to a generational narrative starting 
from the world of graffiti, evoked by the very inscription, which he has been 
part of since 2003, particularly in the abandoned factory spaces of the 
former industrial triangle. His practice has never bowed to legal commis-
sions, remaining faithful to an indispensable clandestinity of the act. 

FURYO    

FURYO. failed utopia: requiem for a youthful opposition, 2025
site specific intervention @ SPAZIOC21, Reggio Emilia

The palisade is a boundary, a watershed between what 
has happened and what could have happened, between the 
inside and the outside, two contiguous yet independent territories.

The internal installation features a marble flooring on 
which Serretta inscribes his generational cosmology. As the 
artist himself writes, it is a snapshot as open as possible, and 
hopefully contradictory, of what it was like to grow up among the 
CDs of 99 Posse, the newspapers of Lotta Comunista, the rap of 
Pac and Biggie, Lord Bean and Fabri Fibra, Nirvana, Stallone’s 
action movies, graffiti, Star Wars films, the arrival of The Lord of 
the Rings, the onset of mainstream pornography, and then raves.

These references, with their contradictions, reflect a 
generation that is no longer strictly militant but permeable to 
cultural interferences from seemingly discordant scenarios. It 
is a narrative carved into marble from which a dusting of rock 
rises, once assaulted by illusion, awaiting the crash. As every 
utopia knows its own failure, but every defeat exhibits peculiar 
characteristics that are not interchangeable with previous ones.

The walls of the gallery remain devoid of any iconographic 
reference; the entire installation settles on the ground, with the 
flooring taking on the form of a diary that the public can trav-
erse. The horizontal positioning is a direct consequence of the 
failure that FURYO embodies; nothing is anchored to the walls 
anymore, and every memory descends, scratching and carving 
into the marble. Fragments of an archaeology to be preserved 
at all costs, waiting for a reassembly.

Since Utopia contains also its own collapse, and caring for 
the remaining ruins is an act of compassion and understanding, 
it is above all a renewed activism.

critical text by Andrea Tinterri

2025   failed utopia: requiem for 
a youthful opposition





FURYO. failed utopia: requiem for a youthful opposition, 2025
site specific intervention @ SPAZIOC21, Reggio Emilia





FURYO #5, 2025 (detail)
engraving on Carrara marble, 80 × 160 cm





FURYO #6, 2025 (detail)
engraving on Carrara marble, 80 × 160 cm





↑ Dreams, 2025 (detail)
engraving on Carrara marble, 40 × 40 cm
→ The bums lost #2, 2025
engraving on Carrara marble, 80 × 80 cm





Mark, 2025 (detail)
engraving on Carrara marble, 40 × 40 cm





↑ FURYO #7, 2025
engraving on Carrara marble, 160 × 120 cm 
→ Filastin, 2025
engraving on Carrara marble, 40 × 40 cm





↑ FURYO #8, 2025
engraving on Carrara marble, 240 × 160 cm
→ FURYO #8, 2025 (detail)
engraving on Carrara marble, 240 × 160 cm



One day, approximately two billion years ago, a microscopic 
organism found a way to mix its DNA with that of another, then 
consumed it: this is how sex began. From prokaryotes to robots, it’s 
difficult to define the sexually complex and confused creatures we 
are today, but surely sex is the reason we’re all here, isn’t it?

Endorphins, chemicals produced by the brain with powerful 
pain-relieving and stimulating effects, are the physiological conse-
quence of this practice. Their action is similar to the effects of morphine 
and other opiates. The release of endorphins into the bloodstream 
occurs under certain circumstances, with physical activity playing a 
key role. The most fascinating and intriguing aspect of endorphins 
is their ability to regulate mood.

During particularly stressful situations, our body tries to defend 
itself by releasing endorphins, which help us endure pain better and 
simultaneously improve our mood: STRESS is about this.

The act of profaning stone by marking it permanently encapsu-
lates the power of the sexual act: the art of engraving marble is powerful, 
and in this technique, there is a natural reference to penetration.

This is a chaotic guide, illustrated with original artwork inspired 
by the archival collection of the Aldo Mieli Documentation Center, and 
filled with equally chaotic and unconventional questions about the 
state of sex in the 21st century and some of the more bizarre facets 
of contemporary sexuality: from the petite mort of orgasm to the far 
more catastrophic one of AIDS.

What we think we know about sex needs to be reconsidered, 
prioritizing practices over gender, and enjoying the benefits they 
bring—without STRESS.

critical text by Tiresia

2024STRESS

STRESS, 2024 
exhibition view @ Galleria Tiresia, Carrara





...fr. #012 – [A. Ginsberg, Love poem on theme by Whitman], 2024
engraving on Calacatta marble, acrylic, 30 × 40 × 2 cm





...fr. #016 – [Voyeur], 2024
engraving on Bianco Carrara marble, acrylic, 46 × 35 × 2.2 cm





...fr. #001 – [AA.VV. Vive les reines!],  2024
engraving on Trani marble, acrylic, 65 × 106 × 2.2 cm





...frr #003 – [La vie privée des douze Césars. Mario Mieli, Boullet…], 2024
engraving on Calacatta marble, acrylic, 31 × 53 × 2 cm





...fr. #009 – [L’atelier de l’artiste], 2024 (detail)
engraving on Bianco Carrara marble, acrylic, 35 × 47 × 3 cm





↓ You, all my..., 2024
digital printing on blueback paper, envoironmental dimensions
site specific intervention @ cava n.10 Calacatta Fabbricotti (Carrara)

↑ ...fr #004 – [Tsumino], 2024 
engraving on Bianco Carrara marble, 
acrylic, 41 × 32 × 2 cm
→ ...fr. #018 (the bedroom, det. 2), 2024
engraving on Nero Marquinia marble, 
acrylic, 72,5 × 41 × 2 cm





“How can we be ourselves without closing ourselves off to 
others, and how can we open ourselves up to others without 
losing ourselves?” — Édouard Glissant, 1996
 

Stefano Serretta told us that he approaches the history of the 
Philippines “on tiptoe”, very quietly. This discreet entry has a neces-
sarily deconstructive value when one finds oneself in acontext whose 
social, cultural and historical coordinates are not embodied. A reflec-
tive attitude and a gaze creeps into each exhibited work, which does 
not want to impose itself as a narrator, but becomes a medium through 
which the history of the country, past and present, is expressed and 
can be understood. One could assume that the resulting series of 
works explores a different space in which cultures meet, collide 
and negotiate, thus creating new identities. Serretta succeeds in 
creating this new openness through a visual narrative that addresses 
the complexity of the country’s colonial history and the struggle 
for self-determination. To immerse himself in this history, the artist 
makes use of traditional art historical genres such as landscape and 
portrait painting. However, if one considers that these genres were 
used in the past by Western viewers to depict “other” territories, one 
can recognize a conscious counter-maneuver in his choice. Serretta 
turns against these canonical representations, reworking them to tell 
a new story and freeing them from the stereotypical view. The portrait 
series familiarizes us with the individual faces and stories that make up 

2024THESE REMAINS
the social fabric. Serretta not only captures the outward appearance 
of his subjects, but explores the essence of their experiences. The 
faces, painted in close-up, form an emotional bridge between past 
and present and tell stories of identity and everyday life. Rounding 
out the exhibition is a series of mandalas of Philippine banknotes and 
banknotes from other parts of the world, a work of symbolism and 
historical reflection. These mandalas symbolize the continuous cycle 
of history, the circularity of time and socio-economic changes. The 
series of paintings dedicated to landscapes gives us a glimpse of 
the Philippines’ past and present, with illustrations of accounts from 
the different colonial periods that the Philippines went through until 
independence. With a color palette that fluctuates between soft tones 
and strong contrasts, Serretta reinterprets the Philippine landscapes. 
Each landscape is a visual narrative, a collective memory interwoven 
with the country’s colonial and post-colonial history. These paintings 
are not simply geographical representations, but poetic reflections on 
transformation and resilience. Serretta’s solo exhibition, which one 
enters “on tiptoe”, can be read and walked through as an attempt 
to deconstruct official representations and remind us of the impor-
tance of listening and learning to connect with the other in order to 
create new spaces for deeper and more authentic understanding. 

 
critical text by Roberta Garieri

These Remains, 2024
exhibition view @ Tayler 15, Manila





Alelee, 2024 
mixed media on canvas, 40 × 50 cm





↓  These Remains (1985 -2018),  2024
mixed media on canvas, 152 × 76 cm (tr ipt ych)

↑  These Remains (1852-96);  These Remains (1903- 41);
These Remains (1942- 45),  2024, mixed media on canvas, d iameter 59 cm
→  These Remains (1903- 41),  2024 (deta i l )  mixed media on canvas, d iameter 59 cm
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Mystics & Statistics is an ongoing editorial and event-based 
project developed in collaboration with Frankenstein Magazine since 
2023. Through a series of articles, interviews, and original illustrations, 
the project aims to explore and document contemporary countercul-
ture in Italy, with a particular focus on the legal repercussions that 
arise when activism and political resistance collide with the estab-
lished order. A distinctive element of the project is its hand-drawn 
illustrated panels, created entirely by the artist. These visuals not 
only accompany the texts but amplify their narrative and symbolic 
potential, offering a visual perspective that merges documentation 
with artistic interpretation. 

The first issue of Mystics & Statistics focused on the case 
of the Collettivo Autonomo Lavoratori Portuali (CALP) of Genoa, a 
dockworkers’ collective that spearheaded a major action against arms 
trafficking. By blocking the transit of cargo ships carrying weapons 
to conflict zones, the group triggered legal and media repercussions 
that ignited a broader debate on the ethics of port labor and the civic 
responsibility tied to global geopolitics. 

The second issue delves into another crucial aspect of contem-
porary activism: music as a political tool. At its core is an in-depth 
conversation with Young Stalin, a member of the controversial music 
group P38, whose debut album sparked national debate on the limits 
and possibilities of free expression in Italy. The dialogue explores 
radical aesthetics, historical references, and the legal consequences 
that followed the album’s release. 

2023-24MYSTICS & STATISTICS

Mytstics & Statistics #1, 2023
talk with José Nivoi (CALP), Massimiliano Salvo e Frankenstein Mag

@ Circolo dell'Autorità Portuale, Genova

Following the release of the first issue, an event was held at the Circolo 
dell’Autorità Portuale in Genova, bringing together members of CALP, Stefano 
Serretta, and the editors of Frankenstein Magazine. The discussion provided 
a space for collective reflection on strategies and tactics of active resistance 
within the local context, reaffirming the necessity of a solidarity network 
between activism, culture, and artistic production. 

After the publication of the second issue, another event took place at 
Libreria Infomodo in Bologna, featuring Young Stalin, Stefano Serretta and 
Stefano Coizzi. The conversation explored the legal proceedings surrounding 
P38, analyzing the broader implications for independent music and freedom 
of expression in Italy. The event provided a critical space to discuss the 
intersections between art, censorship, and the institutional mechanisms that 
regulate and often suppress forms of radical cultural production.



→ Mystics & Statistics [001], 2023
indian ink on paper, 30 × 40 cm 
↓ Mystics & Statistics [001], 2023
indian ink on paper, 60 × 40 cm







→ Mystics & Statistics [001], 2023
publication @ Frankenstein Magazine N.09
↓ Mystics & Statistics [002], 2024
talk with Yung Stalin and Stefano Coizzi @ Infomodo, Bologna





→ Mystics & Statistics [002], 2024
indian ink on paper, 30 × 40 cm 
↓ Mystics & Statistics [002], 2024
indian ink on paper, 60 × 40 cm
↓ Mystics & Statistics [002], 2024
publication @ Frankenstein Magazine N. 10









SUTRA 69-79 is a magazine conceived and designed by the 
artist—an experimental, non-linear, and fictionalized history that 
navigates through the turbulent landscape of 1970s in Italy. This 
decade, marked by extraordinary cultural and political innovation, also 
saw the emergence of radical underground publishing movements, 
from comics and graphic design to interventionist magazines that 
reshaped the ways in which information and dissent were circulated. By 
adopting the format of a magazine, the artist reconstructs this era not 
as a historical record, but as a speculative and multi-layered narrative, 
intertwining documentary research with subjective interpretation. 

At the core of the project is a deep engagement with archival 
material, carried out in collaboration with the Primo Moroni Archive 
(Milano), a key resource in the study of autonomist, countercultural, 
and radical left-wing movements in Italy. The artist selected and 
incorporated into the publication a series of texts drawn from pivotal 
underground magazines of the time, such as Rosso, Re Nudo, Potere 
Operaio, Sinistra Proletaria, Get Ready, Fuori!, Il Pane e le Rose, 
Puzz, Sottosopra, A/traverso, Senza Tregua, Controinformazione, 
I Volsci, Autonomia, and Magazzino, among others. These sources 
collectively portray the heterogeneity of ideological positions, strat-
egies of political action, and aesthetic experimentations that char-
acterized the cultural, social, and political scene of the decade. The 
selected texts are not presented as mere historical documents, but 
rather as active components of a discursive field that remains open 
to reinterpretation in the present. 

Complementing these textual elements are a series of original 
drawings by the artist, which oscillate between documentary precision 
and a more hallucinatory, psychedelic visual language—an aesthetic 
strongly influenced by the underground comics movement of the time. 
The result is a hybrid publication where illustration, typography, and 
textual fragments create a visually and conceptually dense palimp-
sest, evoking the DIY spirit and militant graphic strategies of the era. 

2022SUTRA 69-79

SUTRA 69-79, 2022 
digital rotary printing on daily paper 52 g / m2 – ISO 70, 98 pages

site specific intervention @ Villa Arson, Nice

Beyond the magazine itself, SUTRA 69-79 took shape as 
a site-specific installation presented at Villa Arson (Nice) as part 
of the exhibition The Future Behind Us, curated by Marco Scotini. 
The final act of the project staged a scenario of failure—primarily 
economic failure—evoking a condition that has become increas-
ingly familiar in the years following the financial crisis. Through this 
gesture, the artist draws a parallel between the radical aspirations 
of the 1970s and the present moment, questioning the legacy of 
that era’s political imagination and the persistent cycles of financial 
instability, precarious labor, and systemic crisis. 

With its interplay of archival research, speculative fiction, and 
visual experimentation, SUTRA 69-79 does not merely reconstruct 
the past; it confronts it as an unresolved site of struggle, inviting 
reflection on how historical moments of radical transformation 
continue to reverberate in contemporary social and artistic practices.



↓ Anaesthetic Power, 2022
Felt tip marker, indian ink on paper, 35 × 50 cm





→ SUTRA 69-79, 2022 
digital rotary printing on daily paper 52 g / m2 – ISO 70, 98 pages
site specific intervention @ Villa Arson, Nice 
↓ I l fuori va visto da dentro, 2022
Felt tip marker, acrylic on paper, 35 × 50 cm







La comune: un punto di arrivo, 2022
acrylics on paper, 50 × 35 cm 





I nostri sogni i vostri incubi, 2022 
felt tip marker, acrylic on paper, 50 × 35 cm



Relapse (2019–2021) is a research-based editorial and 
site-specific installation project that explores the emergence of a 
new radicalized far-right through internet subcultures. The project 
investigates online actions and offline consequences: the evolution 
of reactionary online communities, particularly on platforms such as 
4chan and Reddit, and their direct influence on real-world political 
and violent actions.

At its core, Relapse takes the form of an horizontal newspaper, 
a fictional periodical published in three issues, each addressing 
a different dimension of the radicalization process. The first issue 
examines the mechanisms of online radicalization and the toxic conver-
gence of irony, identity resentment, and ideological extremism within 
digital spaces. The second issue focuses on the consequences of 
this phenomenon on individuals—particularly the so-called “lone 
wolves,” such as Anders Breivik, Brenton Tarrant, and Luca Traini—
who, through their acts of violence, embody the translation of online 
propaganda into offline reality. The third issue expands the scope 
to mass movements, connecting seemingly isolated episodes to a 
broader political and social climate that has fueled events such as 
the Capitol riots. By retracing the history of far-right movements from 
2001 to today, Relapse reveals the deeply interconnected (yet often 
underestimated) digital networks that have amplified, legitimized, and 
radicalized these ideologies.

The project was realized as a series of site-specific interventions 
on the facades of European institutions, including the Italian Cultural 
Institute in Stockholm, ALMANAC INN in Turin, Museu Santa Joana in 
Aveiro, Palazzo Ducale in Genoa, and the National Museum in Skopje. 
The installation consists of the Relapse newspaper pages applied to 
the glass windows of these institutions, symbolically sealing them shut. 
This gesture evokes a state of failure—first and foremost economic 
failure, a condition that has become emblematic of the post-2008 
financial crisis era, fueling social discontent and reactionary sentiment. 

The Relapse newspaper is conceived as a bulletin designed 
and drawn in the midst of a shitstorm—an ongoing flow of anxiety, 
insecurity, and social pressure fueled by the widening gap between 
rising expectations and declining opportunities. As Franco “Bifo” 
Berardi suggests, “identity resentment has replaced social soli-
darity,” leading to an explosion of reactionary online cultures, 
whose metastases have spread unpredictably from Norway to 
New Zealand, from Italy to the United States.The research behind 
Relapse involved an extensive exploration of online communication 
platforms frequented by various groups under the umbrella of the 
alternative right, between 2016 and 2021. 

Despite its apparent harmlessness, this slippery and ambig-
uous infosphere serves as an incubator for discourses and practices 
that seep from the margins of the internet into mainstream political 
rhetoric. By blurring the lines between irony, conspiracy, and ideology, 
these communities create a hallucinatory landscape where far-right 
extremism is disguised as entertainment and skepticism toward reality 
itself is weaponized as a political tool.

A key aspect of this digital ecosystem is its direct connection to 
real-world violence. Online far-right communities do not merely glorify 
acts of terrorism; they actively encourage perpetrators to perform 
and document their crimes as part of the same media culture they 
consume. Mass murderers become influencers, broadcasting their 
manifestos and livestreaming their attacks, transforming violence into 
viral content within a feedback loop of digital radicalization.

To confront this phenomenon, Relapse adopts a language 
suspended between fiction and hyper-reality. Its pages are populated 
by grotesque figures—characters caught in exaggerated expressions, 
on the verge of crying, as if trapped in a collective hallucination. The 
visual aesthetic, inspired by online subcultures’ mix of cynical cute-
ness and calculated irony, is twisted into a nightmarish, expressionist 
distortion of reality.

2019 – 2021RELAPSE 

REL APSE – I S SU E #3 ,  2021 
digital rotary printing on daily paper 52 g / m2 – ISO 70, 78 pages

site specific intervention @ Palazzo Ducale, Genova





→  Oh we are what we are when in danger, 2020
Fel t  t ip marker on paper, 23 × 31 cm
publ ished on REL APSE!!!  – ISSUE #3 ,  2021
↓  REL APSE!!!  – I S SU E #3 ,  2021 
digital rotary printing on daily paper 52 g / m2 – ISO 70, 78 pages
site specific intervention @ Palazzo Ducale, Genova







↑ I ts gonna be great fun, 2020
acr y l ic on paper, 35 × 50 cm
publ ished on REL APSE!!!  – ISSUE #3 ,  2021
→  D id you read the TERMS and CONDITIONS?  2021 (deta i l )
publ ished on REL APSE!!!  – ISSUE #3 ,  2021
↓  REL APSE!!!  – I S SU E #3 ,  2021 
digital rotary printing on daily paper 52 g / m2 – ISO 70, 78 pages
site specific intervention @ Palazzo Ducale, Genova







↑  Noth ing generates more engagement than l ies, fear and outrage.  2021 (deta i l )
publ ished on REL APSE!!!  – ISSUE #3 ,  2021 
→  I  d idn’ t def ine the ru les of engagement in th is conf l ict ,  2020
Fel t  t ip marker on paper, indian ink, 21 × 30 cm
publ ished on REL APSE!!!  – ISSUE #3 ,  2021
↓  REL APSE – I S SU E #3 ,  2021 
digital rotary printing on daily paper 52 g / m2 – ISO 70, 78 pages
site specific intervention @ Museum of the City of Skopjie
↓ The narrative demands it, after all, 2019
Fel t  t ip marker on paper, indian ink, 21 × 30 cm
publ ished on REL APSE!!!  – ISSUE #2,  2019









↑  REL APSE – I S SU E #3 ,  2021 
digital rotary printing on daily paper 52 g / m2 – ISO 70, 78 pages
site specific intervention @ Museum of the City of Skopjie
→  REL APSE – I S SU E #2 ,  2019 (detail)
digital rotary printing on daily paper 52 g / m2 – ISO 70, 76 pages
site specific intervention @ Almanac Inn, Turin
↓ Tours 732. Alexandre Bissonnette. Luca Traini. Turcophagus. Josué
Estébanez. Shipka Pass 1877-78. Bajo Pivljanin. Battle of Bulair 1913.
Bohemond I of Antioch. Charles Martel. Siege and Battle of Vienna 1683.
John Hunyadi. Battle of Saikamish. Konstantin I I Asen. 14. Gaston IV of
Bearn. Milos Oblis. Pelayu. Vac 1684. Here’s Migration Compact. Novak
Vujosevic. For Rotherham. Lepanto 1571. Prince Fruzhin. Acre 1189.
Sebastiano Venier. Battle of Kagul 1770. Sigismund of Lussemburgo.
Feliks Kazimierz Potocki. Iosif Gurko. Tours 732. Alexandre Bissonnette.
Luca Traini. Turcophagus. Josué Estébanez. Shipka Pass 1877-78. Bajo
Pivljanin. Battle of Bulair 1913. Bohemond I of Antioch. Charles Martel.
Siege and Battle of Vienna 1683. John Hunyadi. Battle of Saikamish.
Konstantin I I Asen. 14. Gaston IV of Bearn. Milos Oblis. Pelayu. Vac 1684.
Here’s Migration Compact. Novak Vujosevic. For Rotherham. Lepanto
1571. Prince Fruzhin. Acre 1189. Sebastiano Venier. Battle of Kagul 1770.
Sigismund of Lussemburgo. Feliks Kazimierz Potocki. Iosif Gurko, 2019
Fel t  t ip marker on paper, indian ink, 35 × 50 cm
publ ished on REL APSE!!!  – ISSUE #2,  2019









↑  REL APSE – I S SU E #3 ,  2021 
digital rotary printing on daily paper 52 g / m2 – ISO 70, 78 pages
site specific intervention @ Museum of the City of Skopjie
↑  REL APSE – I S SU E #3 ,  2021 
digital rotary printing on daily paper 52 g / m2 – ISO 70, 78 pages
site specific intervention @ Museum of the City of Skopjie

→  Take our future back, 2019
Fel t  t ip marker on paper, 21 × 30 cm
publ ished on REL APSE!!!  – ISSUE #2,  2019





↑  REL APSE – I S SU E #3 ,  2021 
digital rotary printing on daily paper 52 g / m2 – ISO 70, 78 pages
site specific intervention @ Museum of the City of Skopjie
→  REL APSE  – I S SU E #1, 2020 
digital rotary printing on daily paper 52 g / m2 – ISO 70, 79 pages
site specific intervention @ Museu Santa Joana, Aveiro
↓ REL APSE  – I S SU E #1, 2020 
digital rotary printing on daily paper 52 g / m2 – ISO 70, 79 pages
site specific intervention @ Museu Santa Joana, Aveiro
↓ We don’t have any penises stretched out the table, 2019
Felt tip marker, acrylic on paper, 35 × 50 cm 
publ ished on REL APSE!!!  – ISSUE #2,  2019
↓ REL APSE  – I S SU E #1, 2019 
digital rotary printing on daily paper 52 g / m2 – ISO 70, 79 pages
site specific intervention @ Italian Cultural Institute, Stockholm













↑ Only ghosts are white, 2018
Felt tip marker, 35 × 50 cm 
publ ished on REL APSE!!!  – ISSUE #1,  2019
→  ↓  REL APSE  – I S SU E #1, 2019 
digital rotary printing on daily paper 52 g / m2 – ISO 70, 79 pages
site specific intervention @ Italian Cultural Institute, Stockholm





The project develops an articulate mosaic focused on the 
progressive dissolution of symbols. Money and power appear today 
as the only means for emancipation and desperate affirmation. The 
title is a pun from “The Rumble in the Jungle”, the famous boxing 
match for the title of world heavyweight champion, held in 1974 in 
Kinshasa (Zaire) between George Foreman and Muhammad Alì. The 
clash between will and suppression, forces that seems today incom-
patible with the political and financial system, is associated with the 
physical act of fighting. We move in the endless tension between rising 
expectations and sinking opportunities. Every attempt to reverse the 
present is held back, what remains is a narration which repeats itself 
continuously, trying to become real. The repetition is thus explored 
as a practice through which it is possible to subvert the belief system 
of finance capitalism. 

In SHANTI TOWN, the silhouettes of these “architectural para-
doxes” are the symbol of the ever-increasing clash between growing 
expectations and declining opportunities. They are drawings that 
take shape throughan obsessive repetition of the writings and “magic 
formulas” of the neo-liberal economy, such as the motto too big to 
fail. Handwritten by the artist, the mantras become the warnings that, 
ironically, support and outline a show of rubble always poised between 
real and plausible. This long series of architectural whims outline an 
impossible skyline, establishing a reflection on abandonment, failure 
and the unfinished in our contemporary society. 

SHINY BLOCKS is a collage of architectures cut from bank-
notes from around the world recomposes an imaginary and dystopian 
city whose horizon is the contradictory one of the relationship between 
urbanism and finance. The iconographic references are manifold 
and range from Fritz Lang’s Metropolis to Rio’s Favelas to the Genoa 
landscape, the city in which I am born and grown.

FRIENDS is an ongoing series of geometrical composition 
realized hand folding, one by one, bills of a different denomination 
and from different countries. The bills are brought to me by friends 
and parents coming back from long travels. the real value of the bank-
notes loses sense in favor of a chromatic and geometric composition. 

JO$$Y  is an installation composed by small idols produced 
in series; statues created to be burned that are destined to turn into 
ruins and whose duration (and destruction) intertwines with their 
transitory nature, causing a short circuit between the meaning and the 
signifier. Through a reinterpretation of materials and techniques used 
to create votive offerings, the artwork combines the capitalization of 
the relationship between humankind and sacred with the relationship 
between goods and gifts.

FRIDAY is the outcome of a series of workshops I organized 
with members of Gruppo Wurmkos, during which I asked him to bring 
some pages of Il Sole 24 Ore, the main Italian newspaper of economy 
and finance, at their ideal blank page level. I took inspiration from the 
reading that de Certeau does of the novel Robinson Crusoe: “The 
subject of writing is the master, and the worker wielding a different 
tool from the language will always be Friday.” In connection with these 
I built a narration of images that draws the viewer like a drowning 
man in the desert of language, crossing aspirations and failures of 
the everyday life. 

RUBBLES IN THE 
JUNGLE

2015 – 2019



RUBBLES IN THE JUNGLE,  2016
Offset print on paper, 70 × 50 cm, series of 7



SHANTI TOWN,  2016-19
black ink on paper, 50 × 35 cm each, series of 27
red ink on paper, 70 × 50 cm









SHINY BLOCKS ,  2016
direct printing on silk, 160 × 240 cm





FRIENDS , 2013-20 
banknotes of different value and nationality, series of 7, variable size 





Shoegaze, installation view, Italian Institute of Culture, Stockholm, 2019



JO$$Y,  2018
papier-maché, series of 56, 50 × 30 × 40 cm each













FRIDAY,  2015
acrylic on newspaper (Sole 24 Ore), toner print, series of 10
40 × 60 cm each







THE HEAD & THE HAND,  2016
New Era Cap stickers, black ink on paper, 20 × 30 cm each, series of 7





WESTERN HERO (S) is a project that hangs in balance between 
brand strategy and “propaganda fide”, an immersion in the commu-
nication systems of the international jihadism, that from 2001 sneaks 
into the western ideological vacuum, disrupting it with Hollywoodian 
veiledly visions. The title is inspired by a quote, “You either die a hero, 
or you live long enough to see yourself become the villain”, uttered 
by Batman in the film The Dark Knight (2008), one of the most iconic 
episode in the long history of the saga, due to the dubious nature of 
its protagonists’ heroism and the gray area that traces the border 
between good and evil. The statement recalls the blurring space 
between reality and fiction that characterizes our present dominated 
by the media, widely exploited by extremist channels of propaganda. 
Changing the point of view and some settings, the bad guys become 
good, especially in the hearts and minds of the young people, who 
the propaganda intends to indoctrinate and recruit. 

ERGOT is a sculpture shaped like a tongue on which tip a 
Syrian stamp representing Baal-Shamin Temple is grafted. In August 
23rd 2015, IS forces placed a huge amount of explosive inside the 
Phoenician temple, detonating the whole palace and destroying one 
of the oldest historical resources of Palmyra. The stamp has been 
partially erased, all the writings and institutional evidence have been 
deleted, leaving only the silent effigy of the temple itself. The tongue 
is upscaled so that the perception of the stamp is shrunken, mutating 
it in a LSD stamp lookalike. By undertaking the “trip”, reality as we 
know it is distorted and new, strongly symbolic, images are created. 
We are passive spectators in a cannibalistic banquet of images, eating 
the items which are representing and returning them in ruins. The 
title, Ergot, is referring the Claviceps Purpurea mushroom, a parasitic 
mushroom used as a basis to synthesize LSD. Ergot intoxication was 
already known in Ancient Greece as well as in the Middle Ages and 
it was often connected to instances of mass psychosis. 

The sculpture is related to works BAM, and THREESOME, a 
series of intervention on stamps. In both cases I have scraped with 
a razor blade the silhouette of the images featured in the stamps: in 
BAM is one of the two Buddhas of Baniyan destroyed by Talibans 
in 2001, and in THREESOME are the three female statues from the 
ancient Semitic city Palmira, which, rich in archaeological finds, was 
destroyed by IS in 2015.

In AS SOON AS POSSIBLE the installation focus on the idea of 
Annah Harendt about the table as a privileged location for the polit-
ical debate that is smoothed out while keeping intact the differences 
between the different subjects. A playing field, on which the colors, 
orange and black, are used to encourage a reflection and open up a 
hypothesis of a new political scenario concerning the so-called war 
against the Terror. Only that there are no racquets or players. We are 
talking about a realigned dialogue, a straighten up conversation that 
nowadays doesn’t exist. Of another, very different, present. 

LANDSCAPE depicts a horizon, that opened up with the online 
video of James Foley’s beheading, in which the uniforms of the 
executioner (black) and prisoner (orange) come out as an absolute 
due to the symbolic value of the colors: they are beyond the idea of 
nation, as a prelude of a global civil war. 

WESTERN 
HERO (S)

2014 – 2019



ERGOT, 2019
polyurethane rubber, polyurethane foam, acrylic,
intervention on Syrian stamp (Baal Shamin Temple – Palmyra, 1969)
83 × 55 × 64 cm







→  BAM, 2016 
intervention on Afghan stamp (Bamiyan Buddha, Bamiyam, 1951)
3 × 2 cm / 30 × 40 cm (framed)
↓  THREESOME, 2016 
intervention on Syrian stamps, thryptic,
2 × 3 cm / 26 × 18 cm each (framed)
(Lady from Palmyra, IX International Congress of Classical 
Archaeology Syrian Arab Republic, 1969)
(Motherhood, IX International Congress of Classical 
Archaeology Syrian Arab Republic, 1969)
(Fortuna, IX International Congress of Classical Archaeology 
Syrian Arab Republic, 1969)





→  AS SOON AS POSSIBLE, 2016 
enamel, wood, 100 × 75 × 200 cm







↑ L ANDSCAPE, 2015 
offset printing press on C-print, 70 × 100 cm 
→  HAM M ERS , 2016 
plaster cast, 90 × 15 × 5 cm (each)
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STEFANO SERRET TA [Genova, 1987]        

 

The work of Stefano Serretta is supported by a rigorous historical and 
analytical framework, which aims to highlight the fragile self-celebrating 
foundations of globalized capitalism and the communicative machine that 
regulates it, of which man is both the protagonist and victim. With an inquiring 
gaze, Serretta highlights the contradictions and schizophrenic aspects of 
our post-ideological present. He is currently professor of Public Art at NABA 
Nuova Accademia di Belle Arti, Milano.
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