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SUTRA 69-79 is a magazine conceived and designed by the 
artist, a nonlinear and fictitious history that spans the Italian 1970s and 
the extraordinary cultural and political innovation of that season, also 
expressed through the underground phenomena of comics, graphics 
and intervention magazines. 

The artist worked in collaboration with the Primo Moroni Archive 
(Milan), selecting and including within the paper a series of texts taken 
from magazines 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, to portray the heterogeneity of ideas 
and placements in the cultural, social and political scenario of Italy 
in those years. 

Alongside the texts are the drawings made by the artist, 
suspended between the dimension of the chronicle and the more 
hallucinatory and lysergic one that was typical of the comics school 
of the time, by which the artist was profoundly influenced. 

In the site-specific installation, the closing action of the Villa 
Arson (Nice) evokes a failure, primarily economic, a condition that has 
become familiar in the years since the financial crisis. 

2022SUTRA 69-79

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





SUTRA 69-79, 2022 
digital rotary printing on daily paper 52 g / m2 – ISO 70, 98 pages
site specific intervention @ Villa Arson, Nice
envoinronmental dimensions









The project focuses on the analysis of the relationship between 
online cultures and offline political rhetoric, and it is developed as a 
series of site-specific interventions on the facades of several euro-
pean institution: the Italian Cultural Institute in Stockholm, ALMANAC 
INN in Torino, the Museu Santa Joana in Aveiro, Palazzo Ducale in 
Genova, and the National Museum in Skopje.

RELAPSE is the name of a fictional journal of which I published 
three issues. It is conceived as an ongoing bulletin designed and drawn 
in the middle of a shitstorm, in which anxiety, insecurity, social pres-
sure, fueled by the gap between growing expectations and declining 
opportunities, have completely overturned the public discourse.

“Identity resentment seems to have replaced social solidarity”, 
as Bifo says, leading to the explosion of a reactionary online culture, 
whose metastases developed in the last decade unpredictably from 
Norway to New Zealand, from Italy to the United States. 

I had extensively explored the world of the online communica-
tion platforms used by heterogeneous communities of white and far 
right western people, often gathered under the label of alternative right. 

Among millions of anonymous profiles and charismatic 
spokesmen, those seemingly peripheral corners of the internet are 
actually at the center of a wild production and diffusion of images, 
mythologies, symbols and discourses. 

They convey and normalize an inextricable tangle of evil humor, 
nonsense, memes, political incorrectness, economic hardship and 
social anxiety, antifeminism and overt racism.

They even glorify and support the crimes committed by far-right 
terrorists, thus prompting the perpetrators to act like influencers and 
to share their personal beliefs on those very same platforms. 

Often overlooked because of its apparent harmlessness, this 
slippery infosphere represents a place of incubation for discourses 
and practices that, originating from the peripheries of the internet, 
infiltrate the core of contemporary political communication. 

In order to discuss the actual effects of this digital flood and 
defusing the identitarian panic of this new age of hate I producted a 
newspaper suspended between fiction and likeliness, which pages 
are crowded by characters portrayed in grotesque poses, on the verge 
of crying, as if they were trapped in a sort of collective hallucination.

In the cycle of images the cuteness and cynical innocence 
inherent in many online subcultures is turned into expressionist 
monstrosity. 

Also the texts that shape the newspaper turn out to be an 
obsessive repetition of ambiguous mantras and fragments of speech, 
borrowed from both the contemporary political rhetoric and the 
literary, cinematographic and musical culture, in which irony, fears 
and ideology are inextricably mixed. 

 In the site specific installation the action of closing up evokes a 
failure, in the first instance economic, a condition that became familiar 
in the years following the financial crisis.

Images and words, intersecting each other with light filtering 
through, pursue those narratives of insecurity that twist between 
the digital and analogical dimensions, investigating the unsolvable 
contradiction inherent in the relationship between online actions and 
offline consequences.

2019 – 2021RELAPSE 



RELAPSE – ISSUE #3 ,  2021 
digital rotary printing on daily paper 52 g / m2 – ISO 70, 78 pages
site specific intervention @ Palazzo Ducale, Genova
envoinronmental dimensions













RELAPSE – ISSUE #2 ,  2019 
digital rotary printing on daily paper 52 g / m2 – ISO 70, 76 pages
site specific intervention @ Almanac Inn, Turin
envoinronmental dimensions









RELAPSE  – ISSUE #1, 2019 
digital rotary printing on daily paper 52 g / m2 – ISO 70, 79 pages
site specific intervention @ Italian Cultural Institute, Stockholm
envoironmental dimensions











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



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









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

LANDSCAPE, 2015 
offset printing press on C-print, 70 × 100 cm







Now I have become Death, the destroyer of worlds.
—J. Robert Oppenheimer

WE LAST is the ironic warning that serves as the title of this 
project, in which I reflect on the relationships between signifier and 
signified in the definition of the Anthropocene.  

The term was recently created (among many disagreements) to 
define the current geological era, in relation to the permanent traces 
left by humanity in the layers of rock and soil: plastic, aluminum, 
cement particles can easily be considered an unequivocal and perma-
nent sign of our impact on the earth. But above all it is radioactivity, 
in the form of decayed isotopes dispersed during the nuclear tests 
of the second half of the last century, that could represent the most 
tangible trace of the entry into the new geological era.

For this reason for many scientists we could symbolically 
sanction the beginning of the Anthropocene with the explosion of 
the first atomic bomb (the Trinity Test).

Although in the common imagination the atomic explosions 
remain the two most terrible and famous (Hiroshima and Nagasaki), 
in the period from 1945 until 1992 have been exploded as a test over 
2000 nuclear warheads on the surface underground, in the air and 
at sea. All more powerful than the two we know of. The thousands 
of radiative fallout covered the entire globe in permanent form. The 
isotopes will stand even when the pyramids are sand, and the echo 
of that total weapon, which in the nightmares of the Cold War was 
supposed to annihilate humanity, will remain the only and last testi-
mony that we existed.

The project is developed in a series of dry-point engravings, 
each of which depicts a different atomic test, seeking in the groove of 
the image the physicality of the moment, as transitory as it is definitive.

The engravings are flanked by a series of sculptures that 
mimic the shape of a core drill (a technique used to study the strat-
ification of the ground) even though they are made from industrial 
waste materials.

WE LAST 2017



Relapse, 2019-ongoing

WE LAST, 2017 
coring: plastic, aluminum, cement, dirt, coal, epoxy resin, 
variable dimensions, series of 7

WE LAST, 2017
drypoint engraving: monotype, variable dimensions, series of 25













HOMEWARD is a project realized during a residency period 
in the French Riviera at Port Tonic Art Center, it consists of a set of 
works conceived as a unique narrative, which is strongly linked to the 
history of the spaces of the former ship repair yard converted today 
to a residence for artists. 

In the archaeological museum of Frejus, a small town not far 
away, is preserved a beautiful bust of Hermes Bifrontes, an important 
Roman artifact of the French Riviera, which is also the symbol of the 
city. In ancient times the “herms” were placed along the roads, at the 
crossroads, at the borders of the properties and in front of the doors 
to invoke the protection of Hermes, which was attributed, among 
other things, the protection of travelers.

The herm derives from one of the first archaic forms of 
representation of the “dwellings” of a deity. Sometimes the heads 
were two, opposed by the nape of the neck, according to the typology 
of the latin god Two-Faced Janus, or even four.

The connection with Genoa, my city, was immediate: legend 
has it that Ianua (Latin for “entrance door”, “passage”) takes its name 
from the Roman god Janus, protector of doors, because just like the 
two-faced Janus, Genoa has two faces: one facing the sea, the other 
beyond the mountains that surround it.

This series of sculptures took the name HOBOUÉE, a cross 
between the words “bouée” (french for buoy) and “hobo”: an arche-
typal figure, a romantic shipwreck, that of the vagabond who decides 
to devote himself to adventure and nomadism rather than sedentary 
work, has influenced some of my favorite writers of all time, from Jack 
London to Jack Kerouac.

As for the intervention on the seawall, I wanted it to insist on 
this circular narrative, an incessant going-and-going, where past, 
present and future intermingle.

A pier is an architecture of transit that activates, everywhere 
and forever, stories. Stories that, coming from a family of sailors and 
immigrants, I have listened to since I was a child.

CLOSER THAN IT APPEARS is a wish that addresses both 
the road home and the future paths, the temporal and geographical 
horizon. As Jack Kerouac wrote, “one must always go, no matter where.” 

I created the graffiti entirely in silver spray paint on a white wall. 
This leads to noticeable changes throughout the day in the reading 
of the writing, which disappears and reappears depending on the 
position of the sun, making it always tied to the present moment in 
which it is immersed.

HOMEWARD 2017



Relapse, 2019-ongoing

CLOSER THAN IT APPEARS, 2017
silver spray, 38 × 1.6 m
site specific intervention @ Port Tonic Art Center, Les Issambres





HOBOUEÉ, 2017
mixed media, series of 13, variable dimensions







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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