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One of the posters aiming to communicate an iconic object able to express the synthesis of 
postmodernist thought on the occasion of the exhibition "Postmodernism style and subversion 1970 

1990", hosted by the Victoria and Albert Museum and inaugurated in September 2011, shows a dress 

entitled " Homage to Lévi-Strauss "1983-4, by Cinzia Ruggeri (1943).   
 

At first glance this image perfectly embodies the postmodern appearance: the exaggerated shape, the 
theatrical hair and cosmetics and even the pose that suggests that the wearer is in a sort of trance, 

floating in an empty space of pure imagination. But is it really that way? Yes, but only in part! 
Postmodernism has broken the established ideas on style and has brought a radical freedom to art and 

design. At its climax in the 1980s, postmodern designers such as the Memphis group, Alessi and Arad 

contributed to the New Wave: exciting years in which the image was everything. If it is true that Cinzia 
Ruggeri manifests herself as a warburgian condenser of this all, as well as of the eclectic and exploratory 

practice of Robert Venturi, of the Piazza d'Italia by Charles Moore or of the facade designed by Hans 
Hollein for the 1980 Venice Biennale, with the peculiar mixture of columns of different orders, dear to the 

movement. It is equally true that this artist expresses an interconnected and simultaneous path between 

digital (not necessarily that of the early days, such as the film AD, first electronic and digital full-length 
film) and analogue that resembled the digital (Domus covers created by Occhio Magico). This is one of 

the aspects that makes her natural resonance with the artists working with Federico Vavassori Gallery. 
Cinzia Ruggeri subverts every chronological or genealogical path, she is not always, indeed almost never, 

placed in a precise spatial and temporal context and the material she uses are not immediately 
recognizable. The combinatorial art putting together the interest on different cultures is part of her 

modus operandi; reality and its representation blend in not immediately reconstructable paths of 

meaning.  Suspended between fashion, art, design and architecture, Cinzia Ruggeri is an artist known in 
Italy and abroad for her futuristic clothes inspired by the pyramids ziqqurat, for the experimental use of 

integrated technologies in fabrics, for kinetic and performance solutions and for objects that attempt to 
communicate with the public and users. "Fashion allowed me to explore the secrets of who wears a 

garment, the needs and the desires, manias and personal disturbances. The interest in my work has 

never been about a continuous and bulimic creation, but rather about to face and deepen these subject 
matters also through "behavioral" clothes.”  

 
In 1985, in the catalog of the Alchimia group, Kazuko Sato wrote that for Cinzia Ruggeri "a dress is a 

space built around a body like a small object of architecture. The functional and decorative space has 

contradictory aspects: it is both temporary and long lasting. Wearing clothes means creating an image ". 
But the story of Cinzia Ruggeri comes from much further. Close to the post-structuralist theories 

formulated by Derrida, Barthes and Foucaul, Cinzia Ruggeri found herself absolutely linked to the concept 
of “the speaking subject" or “the subject in process". Instead of seeing the language as an impersonal 

system, like the structuralists, the post-structuralists see it as always articulated with other systems and 
in particular with subjective processes. This conception of the language is summarized in the notion of 

"discourse". On the other hand, the most distant way of thinking from Cinzia Ruggeri is undoubtedly the 

school of Bachtin, which is probably the first of modern theories to reject the Saussurian notion of 
language. It pivots around the idea that every linguistic expression must be considered in its social 

context, because every single word dialogues with its context (both linguistic and social) and therefore 
assumes a different meaning depending on where it is located. Exactly the opposite of Cinzia Ruggeri’s 

starting point, even though she has never slipped into empiricist positions. Cinzia is a mnemosyne of 

synchronic presences, in which the focus shifts to different signs and meanings, without being able to 
dwell on a particular element. Visual arts are well represented by works from Jeff Koons, Andy Warhol 

and Jenny Holzer, and postmodern films like Derek Jarman's Last of England and Ridley Scott's Blade 



Runner. Laurie Anderson O Superman's music video is combined to feverish extracts from Koyaaniqatsi, 

by Godfrey Reggio, while the risky geometries of the Maternity Dress of the actress and singer Grace 
Jones are not less relevant than the creations of Karl Lagerfeld or Vivienne Westwood.  From Alessi's 

teapots to Ron Arad's concrete stereos, from Terry Jones's innovative graphic for i-D magazine to Robert 
Longo's video for the New Order single, a profusion of affinity but not quotations, if intended as quotes, 

they are deconstructions and reassembles. Or they are occasions to express a never-ending Futurist 

spirit, as the heroic women like Regina or Benedetta Boccioni. I also think about the the second Futurist 
Manifesto, in this case above all to Prampolini, to the portrait of the Duchess De La Salle.  As well as to 

the "magical realism" of Antonio Calderara and to Felice Casorati; needless to say Corrado Levi, a great 
friend of Cinzia Ruggeri, took lessons from Felice Casorati himself. But then in the decades, I think about 

the body art artists as battle mates of Cinzia Ruggeri. Up to the utopian project of Alchimia, founded by 
Alessandro and Adriana Guerriero in 1976. And if utopia is what we’re talking about, then we can not 

ignore the myths of Monte Verità, Charlotte Bara.  

Cinzia Ruggeri’s first personal exhibition took place in Milan and it happened as a real debut in the city's 
cultural salons, she was only eighteen years old. The accompanying text of the exhibition was written by 

Dino Buzzati who, through this text, immediately intended to emphasize the polysemic nature of these 
artistic productions.  Back in those years, Cinzia Ruggeri did not escape the questions of those who were 

immediately struck by the careful work on the language undertaken at such a young age. She often 

referred to her childhood during these interviews. Her memories, as already mentioned, were very often 
linked to the discovery and study of the methodological system developed by Bruno Munari. Ruggeri 

repeatedly refers to the single-branding store of the Danish brand trading not only design pieces but kits 
for children, as a result of Munari's educational work.  

 
 “One thing leads to another" Munari used to say, the first and authentic reference that will accompany 

Ruggeri in all her pathways from Carven, to her investigation on the dress, then to the interior design. 

The dresses are based on deconstruction, diagonal cuts, 'asymmetry and verbal irony reflecting a joyful 
and eccentric aesthetic: the coppola with a brain drawn inside, the "Glove slap", the "Glove grass", the  

 
"Necklace curtain", the "Mani fontana” (fountain hands) and the "Mani luce” (Light hands), the "Black 

earthquake tie", the "Dress with the dogs", the "Waterlily dresses", not to mention the "Dress with crazy 

embroidery". This and much more, like the video "For an organic wearing, metamorphosis", pays a small 
tribute to the fertile language of Cinzia Ruggeri. Additionally, the sofa that is nothing but a projection of 

an anthropomorphic shadow or the warrior wardrobe. Sometimes, to put it to Žižek, her works are 
"Organs without bodies".  

 
 


