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In 2015 LABA of Florence signed a collaboration agreement with the SFA of Nacog-
doches, an American Campus at the forefront of university education.

The project foresees that every year a group of american teachers and students will
have a training experience in the tuscan capital and that later LABA students will
have the chance to go to Texas.

All this was made possible thanks to the foresight of the Rector, prof. Christopher
Talbot (Director of the Department of Art of the SFA) and of the deep friendship that
links me to Frank Dituri, italian-american artist, as well as prof. David Lewis (profes-
sor of Art History).

This catalog collects photographic images created by our students and presented
in an exhibition held in Texas that is part of a series of events planned by the project
itself.

The meeting and the culturally artistic exchange that this project offers to our stu-
dents is particularly precious for us, it is therefore desirable that in the future it will
be possible to expand and intensify this important international project.

Mauro Manetti
Director - LABA of Florence




Foreword

This is the second exhibition of
LABA photography students to be
held at Stephen F. Austin State Uni-
versity, and we are delighted with
the opportunity to share it with our
students, faculty and visitors to the
campus galleries. We wish to thank
the LABA Firenze students in Frank
Dituri’s Portfolio Class of Spring 2017
for par- ticipating in this special exhi-
bition. Many thanks to Frank Dituri
for inviting us to participate in his
studio critique. Special thanks to
Mauro Manetti for hosting us during
several events and for making the
publication of this commemorative
ca- talog possible. Thanks also to all
our friends at LABA for their gracious
hospitality during our stay.

Christopher Talbot, Director, SFA
School of Art David A. Lewis, Profes-
sor of Art History




We live in an age of overstimulation. A
constant barrage of sounds, images and
texts surround and overwhelm our sen-
ses. A ceaseless array of printed books,
pamphlets, newspapers and magazines,
billboards, H-D televisions, multiplex
movies and virtual reality chambers, all
competing for our attention — not to
mention our ever-present cell phones
and iPads, with handy Twitter and Face-
book accounts, and replete with count-
less webpages, blogs, and never-ending
social media, alternately delight and per-
plex us. The constant rush of streaming
images and ideas at times can prove
overwhelming. “TMI: Too much infor-
mation,” we respond, just before chan-
ging screens. We cower at the though of
no longer being able to keep pace. We
profess to long for “down time” and yet
don’t seem able to disconnect ourselves
from the internet of things for very long
without suffering from virtual withdrawal.
We crave the connection. It is the Post-
modern condition. Yet, more often than
not, it seems we don'‘t quite know what
to do with all that information once we
have it—so we download, back-up, put
on a memory stick, or store it in “the
cloud” where we can share it with count-
less, anonymous others who, by the way,
are equally intent on sharing their ar-
chives with everyone else, too. And so,
it goes: the eye-aching, mind-numbing,

endless media stream. And how does
this information reach us? While there is
a great deal of sound and text to be had,
what most impacts us is photographic in
origin. Indeed, as has been evident for
some time now, the photographic ima-
ge has become ubiquitous—it is now,
perhaps, even inescapably so. And as
such it has inevitably become the most
pervasive medium in the art of our times.
And so one might argue that it is the con-
temporary photographer’s task to wade
us through this torrent of image and text.
How, then, is that to be accomplished?
This superabundance can only sampled
or indexed. The photographer must be
savvy in picking and choosing meanin-
gful images—whether taking them from
life or generating them digitally. Those
images must be organized, framed, in-
terpreted and, above all, they must hold
the viewers' attention long enough to
compete with “the cloud.”

So how have the artist-photographers
in our exhibition approached this quan-
dary? What strategies have they brought
to bear on the tasks at hand?

Matilde Tortelli transports the viewer to
quiet places, where nothing is inherently
beautiful in the conventional sense, but
where one finds a certain calm: a dingy
sink in an abandoned room seems so-
mehow. reassuring. Mattia Allegri cho-
oses the reportage method of the pho-

Artist-Photographers
in an Age of Overstimulation

to-journalist, his camera recording the
random acts and unrehearsed emotions
of tourists visiting the historic sites of Flo-
rence, as they have for hundreds of ye-
ars. Rather than critiquing the commer-
cialism of the tourist trade as so many of
his generation would do to make a poli-
tical point, Allegri celebrates the conti-
nuity of an ongoing and vital tradition.
His images remind us also of our shared
humanity—that peculiarly psychological
mix of curiosity and absentmindedness
that marks the human species with great
irony. ltria Filippelli lets form drive her
story: the tondo, the circle of fullness that
nevertheless isolates and draws attention
to parts of its subject, the human body,
which becomes as fragmented as our
understanding of the hectic world of our
information age. Yet somehow, in a pho-
tograph this fragmentation and isolation
gives us greater focus; it allows us to pay
attention for a lingering moment. Simi-
larly, Martina Dendi presents close-up
views of the sensual female body, often
equally fragmented as Filipelli's imagery,
but sometimes screened from view by
various obstacles, like a steam-dren-
ched glass shower door. Yet her autobio-
graphical picture book, Sedici Mesi, is
very much in the “selfie” mode and to-
tally aware of the viewers' presence. The
picture book, a particularly effective way
of using photographs to tell a story, is
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well represented in this exhibition. Fran-
cesca Dossena’s Love tells the life-story
of a couple from the 1950s through the
recent past. They are her parents, or so
we might guess by virtue of the inclusion
of historic “found” family photographs.
These pictures were taken decades befo-
re Ms. Dossena was even born, but they
become renewed by the context she
brings to them through her book. Juxta-
posed with her own recent photographs
they develop a history, partly real and
partly imagined. In her story an isolated
coffee cup ora kitten by a door, can build
the narrative as effectively as any gesture
from the people themselves. We viewers
can slow down and disconnect from our
digital devices long enough to turn the
pages of this book. Giulia Minucci’s book
Autoritratto also effectively builds the
narrative; but her three photographs of
candy-colored condoms, hung on the
wall as a triptych, tell their story in qui-
te a different manner. Through the ele-
ment of shock or surprise, viewers may
find it difficult to determine whether the
intention is light-hearted parody or a
scathing social critique; and the answer
to that question may differ greatly from
viewer to viewer. Chiara Cresci's book
of images portraying her Grandmother,
thoughtfully portray the elderly lady with
attention to the details of her daily life:
sewing, resting in a hospital bed, and a

close up of her “LV."” bespeaks her infir-
mity. The pictures, here again, invite us
to slow down and pay closer attention to
the world around us. Marlis Flieschmann
chooses another approach—one more
oblique—in which she provides radically
cropped detailed of architectural forms
along urban streets; straightforward stu-
dies in light and shadow, these close-up
glimpses of the cityscape infer rather
than depict human presence. Rather
than evoking the unsettling surreality of
an empty street in a painting by Giorgio
de Chirico, these fragmenting photo-
graphs create an unexpected sense of
calm and familiarity in keeping with the
fragmented urban life of our times.

Genevra Terenzi is represented by three
photographs: one shoeing the image of
a mirror within a mirror, two of a young
girl, one asleep in an armchair, the other
with her head surrounded by flower pe-
tals, both symbolic of childhood inno-
cence and beautifully composed. Bar-
bara Antonucci creates a different mood
in her two images: the first, in a tightly
cropped close-up, details the arm of a
rider slouching over a horse. The second
image captures the shadow of a horse's
tail, a metaphor for the free-spirited ani-
mal that casts it across the lawn: both
are images of “evidence” as their stories
are inferred rather than told. In a large

format book, Presenza, by Alessandra Di
Ronza, interior space conveys the mood:
an untidy wine cellar, a cluttered room,
the image of a close-up photograph of a
porcelain Madonna lying atop a table. As
with Antonucci’s imagery, we sense that
the story takes place “off-stage” and
that we must infer it from the clues that
we do see within the field of view.

Sara Cattani employs digital manipula-
tion to contravene the ordinary aspects
of things. In her work elegant rooms
become settings for surreal visions. Her
impossible people may literally become
dog-faced, but in the most humorous
way imaginable. But then, in the photo-
graphs of Irene Montini, doll-like bathers
lounging or posing by a swimming pool,
seem just as surreal as what we see in
Cattani's world. In Montini's series, one
find a pervasive sense of ennui and deta-
chment, which gives viewers pause. We
sense that something is not quite right,
but can't quite say what that something
is—and it is that quality of uncertainty
which holds our attention. More distur-
bing are the images of deformed crea-
ture in jars that one find in Ylenia Cic-
carese’s black and white photographs.
Small in size, they nevertheless create
the impression that what the things they
portray seem somehow much larger than
they actually are. It is a re-visitation of the
Wunderkammer of Renaissance Europe,
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those curious collections of the seemin-
gly inexplicable. Such freakish and stran-
ge imagery touches something primal
within us; yet like Ylenia's photographs of
flowers in a glass vase, there is a certain
elegance and beauty to these anomalies
of nature. Similarly, Ana Ursu’s photo-
graphs of frozen flowers create an aura
of elegance, but in their stone-like frozen
state, they too, seem to belong to that
world of strange but precious objects to
be found in a Wunderkammer .

In the work of Corinne Valeria Campisi
one finds yet another antidote to the
overstimulation of contemporary life. Her
vivid portrayal of a religious procession,
somewhere in Sicily, celebrates the pa-
geantry, the intense color, the flash and
sparkle, the fervor of the faithful crowd
moving through the streets. Here sounds
and sights abound, but there is no ca-
cophony of competing advertisements,
NO Pop-up screens, no breaking news
banners vie for our attention. All the
energy remains focused, and for a mo-
ment or two, or even a bit longer, we find
that we can vicariously join the crowd,
while leaving our WiFi disconnected.

David A. Lewis,
Professor of Art History School of Art
Stephen F. Austin State University
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Segni, simboli e geroglifici: un alfabeto fotografico.

A cura di Stefano Vigni

E il quinto anno che curo il seminario di Self Publishing alla LABA di Firenze. Quest'ultimo
coincide con il primo in cui tengo un corso di studi pit lungo e strutturato all'interno dell'acca-
demia, quello di Fotografia Digitale 3, che mi ha dato modo di seguire con piu attenzione e per
un intero semestre gli stessi studenti diventati poi protagonisti di questo progetto: venticingue
ragazzi per l'esattezza, venticingue giovani fotografi. Un gruppo molto ampio che ho deciso
di portare avanti per intero nel seminario invece di ridurlo ad un numero chiuso che di soli-
to oscillava tra dieci e quindici partecipanti. Devo ammettere che condurre un cosl cospicuo
numero di studenti al lavoro su uno stesso progetto non e stato facile: coordinare tutti quanti
nella realizzazione di un progetto fotografico che si traduca nella forma di un libro nell'arco di
soli cinque incontri & una vera e propria impresa. E non lo dico per piaggeria, lo dico perché
conosco la complessita della progettazione del libro fotografico molto bene ed ho imparato
con l'esperienza e gli anni che non & sempre cosl semplice riuscire a condurre le redini di un
"gioco” che e poi la stesura di un progetto coerente. Venticinque fotografi non si possono im-
piegare semplicemente per qualsiasi tipo di progetto. Durante le lezioni del corso, tra i libri degli
autori che ho presentato agli studenti, mi sono soffermato con attenzione su ‘Le verifiche" di
Ugo Mulas, un progetto che ha segnato profondamente la mia cultura fotografica ed il mio
approccio concettuale allo studio e alla creazione di immagini. Le verifiche infatti non sono
altro che un eccezionale approfondimento su quelle che sono le caratteristiche tecniche del
mezzo fotografico e le sue applicazioni sul campo teorico e concettuale da parte dell'artista.
Non sono un manuale di tecnica fotografica, illustrano bensi uno studio eccellente di quello
che la fotografia rappresenta per l'autore. Ugo Mulas attraverso "Le verifiche" mette alla prova
la sua conoscenza del mezzo e la connessa capacita di utilizzarlo a suo piacimento, inter-
pretandone le caratteristiche attraverso il proprio sguardo. Non solo un esercizio di stile, ma
un vero e proprio esame (o presa) di coscienza. A lezione, il dibattito sulla fotografia d'autore,
sulla fotografia concettuale e sulla coerenza dell'artista fotografo € stato pit volte I'innesco per
critiche costruttive al procedere nell'osservare il nostro mondo di immagini immaginate. Ed e
proprio per questo che le connessioni tra “Le verifiche" e questo progetto sono lampanti. Qui
sono presentate ventisel immagini, ventisei come le lettere dell'alfabeto che abbiamo deciso
di tradurre in fotografia, in quella mappatura dei segni, simboli e geroglifici (1) tanto cara alla
fotografia italiana d'autore. Dalla A alla Z, in "Alphabet” sono raccolte le definizioni fotografiche
degli strumenti tecnici a nostra disposizione. Queste definizioni sono poi tradotte in immMagini
e insaporite da concetti e visioni personalissime che gli studenti hanno elaborato. "Alphabet"
non & un manuale per chi si avwvicina a fotografare, rappresenta piuttosto un arcobaleno di
soluzioni visive ai problemi che la fotografia ci pone. Non e un dizionario, non e neanche la
soluzione a tutti gli enigmi della fotografia, ma rappresenta ventisei risposte diverse ad altret-
tanti quesiti: "Alphabet” € un alfabeto fotografico (sottolineo un) dove la visione soggettiva del
fotografo deve restare tale e dove questi suggerimenti non rappresentano l'unica risposta, ma
allo stesso tempo generano proposte e soluzioni immaginifiche cariche di significati (2).
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| ibera Accademia
di Belle Al
di Firenze

LA

La Libera Accademia di Belle Arti di Firenze, sede decentrat2 della
LABA di Brescia legalmente riconosciuta con DM, del 27/04/00,
resenta corsi accademici gia strutturati sul percorso 3 + 2 {nuovo
brdinamento) e rilascia Diplomi di 1” e 2° livello nei seguenti indirizzi:
Graphic Desigh, Fotografia, Piteura, Restauro, Design.

Situata nella zona di firenze Sud, la LABA dispone di una struttura
di circa 1.000 metri quadrati con piazzale antistante & giardino sul
retro, Ledificio dispone di un'’Aula Magna che pud ospitare fino

a 150 posti a sedere, di laboratori di Fotografia, Desigh, Pittura,
Restauro, Graphic Design.

Oltre al percorso universitario strugturato sui vari indirizzi, listituto
completa 1.2 propria offerta formativa con: Corsi Professionali, Corsi
Liberi e Master post-aureant.

The Ligeral Acadermy of Fine Arts of Florence, independent pody of
LARA of Bresca, legally recognized by the government in 2000 offers
academic courses of 3 plus 2 years (restructured duration) for diplo-
s at |st and 2nd level in the following subjects: Graphic Design,
Photography, Painting, Restoration, Design.

Siuated in the southern Zone of Florence, the LABA site OCCUpies
around 1.100 squared metres with recreational space in front and 8
garden behind, The building has a presentation tall seating up to 150,
laboratories for phatography, design, panting restoration, graphic design.
Besides structured urwersity courses, the Academy offers further
completion with Professional Courses, Liberal Courses and Post-
depree Masters.

8 -IDEA

Nuova Accademia
4 Balle At
di Mileano

NBA

N a ACCADEHIA
1 BELLE ART HILANC

NABA - Nuova Accademia di Belle Arti Milano - & uninnavativa isti-
tuzione formativa e insieme un dinamico centro artistico e culturale.
E un'Accademia legaiments riconosciuta del sistema di Afta Forma-
zione Artistica @ Musicale (AFAM), parte del comparto universitario
italiano che fa capo al Ministero dellistruzione, delUniversita e della
Ricerca (MIUR), a cui afferiscono le isticuzioni italiane preposte alla
formazione alle arti, alla musica e allo spettacolo.

Offre corsi che rilasciano titoli equipofient! alle lauree di primo e se-
condo livello riconosciuti internazionalmente, master, corsi liberi e sé-
rmestri in lingua inglese accreditati dal sistema universitario american®
nelle aree delle arti visive, grafica, desigh, moda, media e scenografia.
Fortemente orientatd alla sperimentazione punta ad integrare for-
mazione, ricerca produzione € 2 promuavere una visione interdi-
sciplinare, interculturale e socialmente responsabile della formazion!
e della produzione artistica.

NABA — Nuova Accademia di Belle Arti Milano — is an innovative
Arts and Design Acadermy and at the same fme a dynarmic artistic
and cuftural cenire.

MABA 15 an Academy withun the Higher Fducaticn Fine Arts Syste
(AFAM) that 15 2 department of the fahan universities poverned by
the Ministry of Education and Research {MUR} including the ltalian
institutions in charge of providing education n the field of arts, per
forming arts and Music,

NARA offers Bachelor ang Master of Arts Degree Programs, Aca-
demic Master Programs, Diploma Program and Semester Abroad
Programs held in English that are accredited by the S University
Systern in the fields of Visual Arts, Graphic Design, Design, Fashion:
Media Design and Theatre Desgn.

Strongly orented fowards experimentation, NABA aims at integrats
ing education, research and production and at fostering & cross-ais=
ciplinary, intercutiural and socially responsicle approach 10 educatiof
and artistic proguction.







Angela Albanese
Gaia Amadori
Beatrice Angelini
Pietro Beltrami
Jonida Bulku
Matteo Castell
Laura Chiaroni
Eleonaora Chiti
Giulia Dei

Jessica Ferraro
Laura Garfagnini
Benedetta Gori
Gaia Gregori
Eleonora Guerri
Peggy Ickenroth
Rosa lannello
Laura Leitermann
Andrea Melani
Caterina Mercurio
Matteo Migliozzi
Guglielmo Nesi
Virginia Niccolucci
Virginia Noce
Jacopo Nocentini
Massimo Palmieri
Pan Yao

Flavia Paoletti
Mauro Pellegrini
Annalisa Pistolesi
Andrea Priorelli
Virginia Righeschi
Michele Seghier
Chiara Tesi
Valentina Tiezz
Raffaele Verderese
Damiano Verdiani

Francesca Vitale
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IBEAA ACCADEMIA DI BELLE ARTI

LIBERA ACCADEMIA DI BELLE ARTI / Piazza di Badia a Ripoli, 1/A, 50126 Firenze
Tel. 055 6530786 - 055 6533204 / Fax 055 6530787 / e-mail: info@laba.biz / www.laba.biz






PATINA

TUTTO E COME SEMBRA

BENEDETTA LIPPI
LARA CONAMA MUMENTHALER
MATILDE COLLINASSI
CAMILLA ROSSI
STEFANO BALLARIO
CARLO MARIA CARBONETTI
MARINELLA CONSIGLI
BEATRICE LEZZ]
CHIARA ALESSANDRI
ALEXANDER CORCIULO
NICOLE HESSLINK
GIORGIA AVELLA
FRANCESCO PONTARELLI
GABRIELE MASI
LEONARDO TADDE!

ASCCADEMIA DI BELLE ARTI
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