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Interviewer/Interviewee



Interviewer:
No, I’ve had it’s okay. See, what I thought was interesting is how you got to come to Carrara. I mean, Carrara is not the main drag of tourists.

Interviewee: 
No, no. 


Interviewer: 
But the job they were—

Interviewee: 
They are interested for sculpture. 

Interviewer: 
-sculpture. Yeah, I see.

Interviewee:
[Cough] I was, uh, looking for a way to learn some specific techniques in sculpture in France, and, uh, it became, um, it became, um how you say a repeat, a repetition of, “Oh, if you want to do this, you should go to Carrara once”. And then another guy, “ oh, if you want to learn this, you should go to Carrara”.

Interviewee:
So, I heard about the possibility to have a, um, a borsa di studio? 

Interviewer:
A scholarship?

Interviewee:
I was already 30 years old but there was the possibility through the French Ministry of Foreign office for some specialized—
Interviewer:
Yeah, yeah. And that’s how you came?
Interviewee:
And that’s how I came. 

Interviewer:
Yes.

Interviewee:
Then I met some people and I met my wife; I found work and I understood it was the right place to be to do this job.

Interviewer:
You, you found the technique that’s still practiced.

Interviewee:
Yeah, yeah. Sure. I really got this, uh, scholarship and I did this year of learning.

Interviewer:
You think that’s the same story with many of these sculptors who come from outside of Italy? I mean, they come and they —
Interviewee: 
They come for that purpose. It also happens that someone comes here and finds—

[Extraneous conversation 00:02:07 – 00:02:12]

-and, yes, some people just discover themselves; they like the passion of sculpture coming here, so they don’t really—they never thought about before. But they see the marble they see some people carving and they say “Wow, I’d like to do that” and they stop here and they start doing and—

Interviewer:
Unlike Michelangelo, you go and check your own little piece of marble or you wait? How is it possible the access to the marble? How difficult is it?

Interviewee:
For me, it was never a big problem because I’m not working on big pieces and, even, uh, in the worst difficult situation. You’re really looking for something very specific. It’s much easier here than anywhere else.
Interviewer:
Really?

Interviewee: 
It can be tricky. You know, you’re looking for really a perfect block for a specific kind of marble, so it can be long and expensive and whatever you can get. I don’t know how it was 50 years ago. It happened to me too. I’m also sometimes picking stones from the river.

Interviewer:
The river? 
Interviewee:
Yes. Because what happens is that centuries of excavation in the, in the quarries, small pieces were thrown in the valley and they finish down in the river. So, they are staying there for centuries. And not really interesting because they’re, you know, just—

Interviewer: 

Yeah. Rumbles.

Interviewer:

So, the shape tells you something.

Interviewee: 

-but if there you can find the most beautiful marbles inside this kind of I’m doing some pieces using the, the natural, let’s say, natural shape of the stone with some carvings.

Interviewer:
So, it's like the Eskimo, we don't use the word Eskimo either, but what do we call them?

Interviewee:
Inuit. 
Interviewer:
The Inuit. The Inuit do these beautiful, but small pieces often from various granite, different type of stone that they find and they're very small, but also use the shape. That's very interesting.

Interviewer:
How do you sort of—so if you have a studio and you want to look for a piece of marble—if I want to buy shoes, I go to the market and get the shoes. How is this done? How is the process done? Um, and how difficult is it for people to really learn the art of finding the right—
Interviewer:
Especially in your case, that you said you had this intense period, you had to intense period of learning. You have to find that studio—

Interviewee:
No, that was in school and I just had everything.
Interviewer: 
It was here?

Interviewee: 
Yes. That lasted just one year; after you’re on your own. 

Interviewer: 

So, you’re not attached to any studio.

Interviewee:
I used to work in different studios, also as a craftsman, but never as their worker. Yeah, kind of freelance.
Interviewer: 
Yeah. Yeah. 
Interviewer:
Otherwise, there isn’t like a market where you go to a particular place—it’s open in many—yeah.

Interviewee:
Um, we sculptors often go in sculpture factories that we know, personally for different reasons.  Literally, friends of mine or people I work for. I’m gonna call them. I ask them, “Do you have something like this? Do you know who might have that [unintelligible 00:08:23?” Happened to me to go to the quarry also. Big pieces because until it’s not a big commercial size block. They let you take it. It’s even better for them. 

Interviewer:
Yeah. You just take it?

Interviewee:
Yeah, they don’t need it. They can do nothing from it. They have to remove it, so if you take it, you do them a favor.

 Interviewer:
Wow.

Interviewer:
So, the way they access to the marble would be cooperatives and the—and the bigger firms that is—what do you call it? These multinationals— that system doesn’t connect.

Interviewee:
We’re not connected—

Interviewer: 
Which is good in a way.  
Interviewee:
-we are completely disconnected.  I mean, to a certain point because big quarry owners, they also decided to open a sculpture studio, which for them is like a prestige. It’s part of their business. It’s a bit unfair somehow, because, um, they don’t really have a risk. They earn their living selling marble. In different ways, and not always completely clean. This kind of business. I don’t know if you heard about it, but I cannot say this could be considered defamation but everybody knows that they sell huge amounts, marble undeclared.

Interviewer:

Oh, yes. Yes, we heard this. 
Interviewer: 

And they don’t pay taxes on it 

Interviewee:
So, what happens? They, they have money really, they are millionaires, and they open a sculpture studio. They have an artistic director, they have a—it’s a normal sculpture studio. They don’t pay the marble. They do cheap, cheapest prices than other studios  those who have to buy the marble. There is a connection between these two worlds. They have a lot of work and they need workers, so no, there is a connection between us. We don’t really have to feel this, this problem, you know? Many people don’t want to see. Don’t want to hear. They just do. Earn their living. 
Interviewer: 

So, you know, these industrialists, they also make the soda bicarbonate and—

Interviewer:
That’s the second question that really—
Interviewee:
This also. For example—

Interviewer: 
You can finish eating. [Laughs]

Interviewee: 
I’ve been told, I don’t know. I don’t know for sure. I spoke about that with other people and they seem to confirm or to know, that is the same, but the quarry owner I was talking about who has a beautiful marble and this sculpture studio. One of the big quarries here, but one of many. They are not the real owners. They are, um,  prestanome?

Interviewer:
Yes, a front. It’s like a, almost a front.

Interviewee:
So, they have the name, but the real owner is someone else of that quarries. Because of the law on monopolio, anti-trust, that you cannot own everything, they are limited, so they had to find somebody else is put as— 

Interviewer:
As the owner.

Interviewee:
-okay, let’s say it’s yours and they go well. I mean, they really are managers of the thing but the real owner is still the other one. There are connections, economic but these are things nobody can really confirm. 

Interviewer:
Yeah, it’s just hearsay and stuff. But are you, as a sculptor, for example, are you worried about this? This it’s not new, this production of this powder. Because, you know, the mountain means something totally different to you than to some of these corporations that come take, take their stones and create this pulverize, it’s like a one-time use of this product. Because, you know, how many times do you brush your teeth with it or drink soda bicarbonate. Whereas, if you create a piece of art, it’s a lifelong sort of—I always wonder how do artists feel about this?

Interviewee:
First thing is that they don’t use the same marble to produce dust and to sell blocks. Okay, I mean, this is a business. A block of a decorative marble can go up to 4,500 euro per ton. Which means something like 9,000 euro per cubic meter. What gives the value of the marble? The perfection of the block, the dimension, the standard dimension. So, it has to be either or exactly, and the amount of slabs you can do with it. The perfect block is very expensive because it’s the market, you know, they cut it in slabs, they polish it and it has a price on square meter, for two or three centimeter slabs, which are the standards for bathrooms, or airports, or whatever. The most beautiful ones are very expensive. They do the powder with the bits that are—

Interviewer:
The cutoff bits.

Interviewee:
-yes. Because they don't need. The blocks that cannot be sold. They break them and mill them. They grind them and make powder. It doesn't really take something beautiful to do that. The problem is the amount of—it's an ecological problem. This is something that technically I really don't understand, but I see, I saw with my own eyes. Coming back to the same guy. The same quarry owner. Which is also a nice person. He’s an old guy. He started when he was 13 years old working in the quarries. I mean, that's what he's saying. Someone says it's not true. But he has that aspect. He's quite like many people in Carrara. They are genuine.

Interviewer:
Genuine, yeah.

Interviewee:
They don't act. They are as they are. The way they talk. I went once with a friend who was buying a block in the quarry. I don't go often up in the quarry. It's made a way—I don't know if you have been in the quarries. Sometimes you have this—the floor is the cut in the mountain, and then you have the wall, also the cut. I would park the car in a place because you come with these small roads. You cannot see the place where the quarry is when you stop the car. Then you walk there. I would come there with my friend and we would choose the block. Then two years later. I went to the same place. I was looking for a piece of marble also. So, I stopped in the same place. Did the same bit of path. Then instead of finding the same, it was 18 meters underneath. So, I went to something like this. That was 18 meters but it’s one hectare.
Interviewer:
How sad.

Interviewee:
It's 100 meters per 100 meters. 

Interviewer:
Wow. 

Interviewee:

That was in two years. 

Interviewer:

That's amazing.

Interviewee:
That's just one of the 80 or—how many quarries? Active quarries. 

Interviewer:

Yeah, yeah. You can see it after here. The mountains are disappearing.

Interviewer: 
Shrink.

Interviewee:
So, I told him. I asked him, but I was a bit shocked. “Oh! You took a lot away”. It was a bit worried. In my opinion. My question. And he said, “Yes”, but very proud. “Yes, we worked well.”
[Laughter]

Interviewee:
So that's the gap. Some people are really now trying to fight against this excess of—

Interviewer:
Cutting.
Interviewee:
Yes.
 

Interviewer:
How successful? 

Interviewee:
They are making problems to the quarries. And the quarries are trying. They are also doing a lot of greenwashing, and trying to convince the people that no, it's okay. That they care. That they don't—the problem is— as much as I understood, the problem is that you change the shape of the mountain. The whole hydrological system changes. When there are very strong rains—

Interviewer: 
It washes down. 
Interviewee: 
It washes down and it doesn't go the same way. And then it makes big problems in town. Too many water. In places that are not meant for so many water. It takes away people and cars. This is something I cannot really understand. I'm not—

Interviewer:
Because it's supposed to be the patrimony and it’s not seeing—
Interviewer:
They don't have the power to stop anything.

Interviewer:
No. Because in theory, it all belongs to the commune. Now, of course, it's appropriated by these various corporations and the politics of marble and Carrara is also very complicated. Because these various parties can't agree on how to handle. I mean, if you compare it to, say, the way Pietrasanta is making a living in the city.

Interviewer:
But they're making it out of Carrara marble. You know?
Interviewer:
Yeah, and Carrara has it all. Now, they started this white visit which is interesting because it complements what you're saying. That slowly, ,these small galleries that are attached and feature local sculptors and they work, and they bring in a clientele. Then they come, and then you can have the eating places. It's all connected. This is just, you know, other cities can sustain it through the years. It's only the beginning. it does have the making of—

Interviewer:
It's not a movement, though. That's the thing. It's like once in a year that somebody springs up and does this. This creates many galleries. We walked to a few of them. And I said, how long will you be here? Oh, three months. It was an aside to what was going on.  I don't know.  As sculptors, what kind of power do the whole group together, perhaps, have to exert an opinion, an objection, a reaction?

Interviewee:
None.  First of all, because there's nothing like a group. Just individuals. Some are friends. Some are colleagues. Some collaborate sometimes. Some know each other. Some hate each other. It's not a community. We have something in common, but I prefer not to hear about some of them. 
Interviewer: 
Yeah.

Interviewee: 
There's nothing like a coordination of forces or wills or whatever. One thing that we did a few years ago that started, we did something like open studios, you know. We copied this system that exists all around the world. Then, we found out that there were really many, many artists in town. I really discovered it. Small, Carrara is small. 
Interviewer:
Yeah.
Interviewee:
I thought I knew more or less everyone, but we found out we were much more than I thought. This is an event that doesn't need any kind of friendship. It's just you want to be part of it.

Interviewer: 
A know-how. Only a know-how. 

Interviewee:
Not even. You just ask the people, “Do you want to be part of it?” We don't have to be friends. We don't have to like each other's work. Just, we decided two days in the year, and we opened the studios and we made a map. Everybody invites all the people who knows and we did it without any help of anyone. We collected money from the bars. Convincing them. We did a kind of lobbying. It was completely self-made. It was fun. Very tiring, but fun. This is something that—the reality is that this created a kind of movement. Understanding that, okay, there is because it was very successful. The first year, we really spent—the whole budget for the event was something like 800 euros.

Interviewer:
Wow. Oh, my God.

Interviewee:
We did something—people walking down the Carriona with the map. People coming from outside. Something never—nobody could believe, you know. We did this, you know. Just with the normal tools of social media. Promoting the thing. 
Interviewer: 

Something that comes from the ground.

Interviewee: 
We didn't want to make any—to ask anything to the city. Because we knew how complicated it becomes. When they say, “ Oh yes, we can do it, but we have to do this and this and this.” No, we did it. Then they came to us to say, “Wow, you did great! Let's work together.” I'm making it a bit simple. Short true. Now they continue this and they are collaborating with the community. It became like a kind of cultural consciousness of the citizenship. And, um—

Interviewer:
That's good.

Interviewee:
The idea was also not to be connected to the industrial world. Not to be connected to the politicians. Not to the administration, which is heavy and slow. No, to do something, “Wow, let's do it”.
Interviewer:
Keep art neutral, yeah.

Interviewee:
With that also, with that, um, aspect that we don't have to be friends in this. I don't care who you are, what you do. If I don't like what you do, not a problem. You open your studio, you're part of it. People go and see what they like.

Interviewer:
This also would include, let's say, jewelers or—

Interviewee:
Yeah. Painters, artists. 

Interviewer:
Local artists, yeah. 
Interviewee:
Local artists. Even the big commercial sculpture studios. We proposed it. Some of them said yes, some of them said no. We really proposed to everyone. Really, all around. As long as it's an artistic production.

Interviewer:
Shall we have another?

Interviewee:
Oh! I was thirsty—
Interviewer:
Are you still thirsty?

Interviewee:
Yeah, I can have this.

Interviewer:
Okay. You want to talk to him? We met these young brothers, twins. Simone and Andrea. You know their work? What I think is becoming successful is that they have this bar and people then come. Then they look at the stuff that's there. It's as if sculptors or artists have to invent a way of showcasing some of the work they do. It's not like by know-how. Oh, you should see X's work. It's a tough—

Interviewer:
But it's for the first time they're— 

Interviewer:
They're doing well now. 

Interviewer:
-a bit more hopeful than, say, two years ago when you were here. Last day you were not very happy about—I don't know, it looks—it's a very interesting thing to compare it. Not just to Asmara. Where there is a similar, very small, but local, enthusiastic group of sculptors, painters, but they get no help from the regime, which is only interested in staying alone. 
Interviewer:
But those who do. Nobody wants to touch their art, it becomes very—bad.

Interviewer:
They get together and have a gallery. You see, if you compare it to where we live, we live in the smallest state of America, Rhode Island, Providence, which is also Rhode Island, you know, between Boston and New York. 
Interviewee: 
Okay. But it's a state. Rhode Island is one of the—

Interviewer:

Rhode Island is the smallest state. 
Interviewer:

It's so small. 

Interviewer:

It's the smallest state. Only two million or so people.

Interviewer:
But of course, the New Yorkers and the Bostonians, they say that you won't notice it as you cross it. 

Interviewer:
On the highway. 

Interviewer:
But it's a very— 

Interviewer:
A blink an eye, a blink an eye; Oops! I just passed Rhode Island.

Interviewer: 
So, you have to go slow. The city of Providence is peopled by Italian and Irish immigrants. As Catholics, they were always kept in the background. But they have the numbers. In terms of the similarities, the huge number of artisans and artists who then have these weeks of printing a map to open galleries. It’s a fantastic thing to see.

Interviewer:

Well, they have the same thing with the restaurant also. 

Interviewer:

Exactly, you said. 

Interviewer:
Because they have the same thing with restaurants. There'll be like restaurant week, artist week, but it's the city that's helping out. According to the discussion we had today with the mayor, that they can do. Yeah, very little do they do for the artists.

Interviewee:
 
You spoke with him?
Interviewer:

Yes. 

Interviewee:
 
He told we did—

Interviewer:
No, no. They haven't been able to do—they don't do too much. They do very little.

Interviewer:

This is the ex-one. 

Interviewer:

Ex-mayor. 

Interviewee:
 
Yeah, yeah. He passed now. 

Interviewer:

Oh! I didn't see him. Opps.
Interviewee: 

Oh, yeah, yeah.

Interviewer:
Oh, well, because he would have recognized us.Yeah, he was very, very good in telling the story.

Interviewer:

Because he's going. He's leaving. 

Interviewer:
So, that the incredible thing is that everybody is aware of the problem, but we haven't heard a coherent argument for why. Why is it, you know, that what's happening. 

Interviewee: 
Well, I have a few ideas of the problem, the part of the problem, and also of what can be bad for the city. Because many people.for example, I start with this one, many people complain about, you know, not enough tourism.

Interviewer:

Yeah.
Interviewee: 
Not enough trendy things. But that's what makes Carrara beautiful.

[Laughter]

Interviewer:

Per noi anche. 
Interviewee: 
So, the worst thing that can happen is to bring too many tourists. I really don't complain about that. Carrara, you can, you know, the difference with Pietrasanta, they promoted—

Interviewer:
It's huge. 

Interviewee: 
-they promoted, because Pietrasanta in the mid-90s—

Interviewer: 
Was nothing. 

Interviewee: 
 Not even. I first went there at the end of the 90s. It was more or less the same atmosphere as here now. So, still studios in the city. The city is smaller, it's cuter. Okay, but very good, skillful stoneworkers. Better than here at the time. Then they started promoting it and making Citta dell’arte. 

Interviewer:
Yeah, City of Arts.

Interviewee: 
They pretended to bring—

Interviewer:
Elevate, yeah. 

Interviewee:
This made it impossible now for artists to rent a place or to live there. I mean, for most of them. All the prices grew up. The sculpture studio had to move from the center to keep it away from noise and dust. It became restaurants, expensive restaurants. Okay, it's lively, it looks nice, but it, it lost its soul somehow. What it was. Many people complained about how it now became. 

Interviewer:


It's a difficult thing. 

Interviewer:
I mean, when New York Times was writing about Pietrasanta, they were all working with Carrara Marble. Why don't they mention Carrara? I think you're right. 

Interviewer:
The thing is that if you come to Piazza Alberica, and then you come up towards that statue of Mazzini, there is that wonderful corner building, and also the one with these big giants.

Interviewer:

I giganti, yeah. Then the post office. 
Interviewee: 

Oh, yeah.

Interviewer:
No, no, next to that corner building, which is just full of Alaric's paintings, but it's basically unoccupied. There was once a gallery in that corner building. Opposite to that is a shoe store. That corner building has these wonderful appointments, you know, this kind of secessionist art. Now next to it are these, it's a single story, but with these big guys. 

Interviewee: 
With the statues, yeah. 

Interviewer:
Statues. Once in a while, there was a gallery in there, kind of temporary. 

Interviewee:
Yeah, at the angle. Yes.

Interviewer:
Now, you see, once you can see these buildings restored and a big gallery and whatnot, but then comes the point that, you know, part of the charm is the decaying walls, but for the people who live here, there is this state of it's a pact with the devil because they want more business. The small shops, the shoe stores, the eateries. 

Interviewee: 
Do you know what was a big, big fight for all the—

Interviewer:
The sculptors? 

Interviewee: 
-no, for the shops, the co—commercianti.

Interviewer:

The commercial shops. 

Interviewee:
When they decided to close the traffic in Piazza Alberica, I don't know if you remember. 

Interviewer:
Yes.

Interviewee:
They were all against. That was a political decision against the population. They wanted it to keep—I was 100% with the—I was for the dictatorship. I mean, I wanted the cars to stop to parking. Piazza Alberica was a parking. 2007 or 2010, maybe—I don't know. I can't remember the date. 

Interviewer:
You think that was a political act? 

Interviewee: 
Yeah! Totally unpopular.

Interviewer:

What did they gain out of that? 

Interviewee: 

Aesthetics, I mean— 

Interviewer:

The politicians don't care for aesthetics. 

Interviewee:
No, but they did it. They did it, and it was a catastrophe for the business in Carrara. 

Interviewer:
It never came back. 

Interviewee:
Many shops closed. You have to take this kind of decision and to make people intelligent if they are not able to park their cars. 

Interviewer:
Yeah, I know. You have to park way out. 

Interviewee: 
You don't go to a shop. 

Interviewer:
Actually, the exact same thing has happened in Asmara. It's a beautiful Italian-made city. Not for the Eritreans, but for the Italian economy. 

Interviewer:
It was made for the Italians, of course. 

Interviewer:
But, you know, it's phenomenal because that kind of architecture that you find some of it only there. Because in a century of the Italians being there, people came. Town planners, sculptors, workers—and they created phenomenal architecture partly because they were not limited by what was here. So, they had like a benzene station that looks like an airplane. You know, it's unbelievable. 

Interviewer:
Tagliero, Tagliero.
Interviewer:
It has two wings that are impossible because there's no support. So, the type of architecture that they created and what's happening now is that the piazzas are converted into parking lots. The little businesses are all dead because they're not interested. These people— 

Interviewee: 
Here, it's the opposite.

Interviewee: 
They died because they couldn't get in with a car. 

[Crosstalk] 

Interviewer:
You know, they can sell the authorities, can sell these noble metals like cobalt and all these essential minerals that are... 

Interviewer:
Gold, silver, chinese.

Interviewer:
You know, the internet. They sell it to China. They sell it to Russia. The locals don't see the money. It just goes. It's a sad story. 

Interviewee:
 Here also, somehow, what should be common—wealth? 

Interviewer:
Wealth—yeah.

Interviewee:
I mean, the quarries belong to the city mostly. The city should... Obviously, a quarry owner pays a concession and then pays the tax on the material that goes down the mountain. Somehow, it doesn't happen. I mean, they have to do it. That's the rule. And they do it. But there are systems that allow them not to pay. It's completely not proportional to how rich they are, these families and how bad the city is.

Interviewer: 
You see, the interesting thing is that, to an extent, your interest and the city's interest coincide because there just has to be a balance where the businesses, the little eateries, galleries, keep the city in a certain way that gives a living to the small entrepreneurs. At the same time, does it kill off the charm of the town? So, there can be a kind of a balance. This is rare because, you know, when we first got the Harvard Square in Cambridge— 
Interviewer:
Oh, it's completely destroyed. 

Interviewer:
Yeah, it was totally kind of a funky place. It had small 18th, 19th century buildings.

Interviewer:

It was beautiful.

Interviewer:
Cambridge, you see? Cambridge, yeah. Cambridge in the U.S. And then... 

Interviewee:
The U.S.? 

Interviewer:

Yeah, Harvard University had this, you know, this Harvard Square. 

Interviewer:

It was Harvard Square. 

Interviewer:
It was a kind of a student place, really just a jumble of different old buildings, wooden buildings from the early 19th century, and, you know, eateries, student organizations, and so forth. Then came the uplift of the town. The whole thing was raised, and there is nothing of interest in that region. You know, it's just a tourist center and creates business for Harvard, you know, to sell their mementos.

Interviewer:
It's really becomes like glitch, a schlock, a schlock kind of— plastic art. But to go back to the marble question, obviously with sculptors whose sole life is, or passion or mission is the creation of artistic pieces, no matter whether it is a tub or—it is something that's created out of somebody's imagination, somebody's hands, and so on. Given that as the basic, most important sort of work for a sculptor or an artist, is there a time that comes in your work, in your perceptions of what it is you're doing, that you feel, I need to do a bit more to safeguard this way of life for a whole number of artists? And what would that be? What would some of this sort of work be? What does it entail? 

Interviewee:
I'm not sure I understood the question.

Interviewer:
So, as an artist, for example, but you also know that the prices flops and change. Not everybody is going to be able to get what they want. And somebody was saying that the number of people, students coming to study has increased in many, many ways. So, you're training, let's say, artists, sculptors and so on, but at the same time you know the s of the material that you need. Some ideas must come to mind that there is a time when it's going to be extremely difficult to get the material that you need. Or is that the imagination of people who are not sculptors? 

Interviewee:
You mean the amount of marble? 

Interviewer:
Yeah, the amount of marble, but also the ability to everybody get something that they want. A young woman told me it's so difficult. 

Interviewee:
When you're saying that the amount of students increased, it's just a wave. 

Interviewer:
Yeah, I see.

Interviewee:
It was at the lowest level 10 years ago, I guess. I heard about closing the Academia Carrara, so you can imagine. I'm coming back to this idea I had when I told you before, besides the story of tourism.  I think the idea of what can make Carrara a better place is not investing on make people visit Carrara. There is a spirit here that is good. I mean, it's simple people, it's not sophisticated. It's a place where people are mixed socially, completely mixed. You have case populari in the very center of Carrara, in the buildings from the 18th century, beautiful houses, it’s a case populari. You have very poor families living in the very center of the town and you have also very wealthy people in the same area. This makes something that maybe not everybody is happy about, but it works somehow. It gives a character to the city. There's one point which is really a gap here. It's the idea to promote the tradition of the craft.

Interviewer:

The craft, I see. 

Interviewee:
So, the academy is not really connected to the craft. The academy in Carrara is trying to behave like an academy in Milan.

Interviewer:
Yes, exactly.
Interviewee:
They are not focused especially on marble. If they are focused on marble, they have a section, and I don't know how far that can talk to you. If this has any meaning for you, I'll give you an example. Last time I was in the academy. [Phone ringing] Sorry. 

[Pause 00:50:43 – 00:50:58]

I was there and I went in a room, a didactic space for sculpture, and  they had these small pieces ready to be worked on for the students that were already done with a—
Interviewer: 

Pencil?

Interviewee: 
-with a—no, no, with a robot. So, they are teaching students to finish something after a machine, which for me is completely absurd. A student has to learn how to do a sculpture from the beginning to the end, then after, when you become good at this, you can go in a workshop, earn your living, finishing, doing the last touches after a machine or whatever you want. Not totally depending—
Interviewer:

Did you say anything to anybody? 

Interviewee:
Yes, a professor was there. I thought, is this a new discipline you are teaching? A bit like the reaction of the quarryman. “Yes, hey! Good now” Here they have mostly the academy and another school, which is the Scuola del Marmo. That's where I spent my year of scholarship.

 Interviewer:
It's up somewhere. 

Interviewee:
It's not the academy, it's a lower level. There used to be a very good professor and they gave us luckily, this year, when I was there, because they used to change the direction every year at that time, the director allowed us to be in the studio the whole day, from the morning to ten o'clock in the evening, so we could really work, use it as a workshop. It was really intense learning for me, with this good professor that happened to come sometimes and show us in 15 minutes something that's enough for three weeks' work. This was ideal. It was really great but this doesn't exist. I'm always making this example, but there are many quarries all around the world. A quarry should be, uh, ricchezza?

Interviewer:
Rich, uh, wealth— 

Interviewee:
Wealth for the community; if it's not, what can I do? It should be an economic wealth. It's not patrimony. It's not cultural.
Interviewer: 

It's not your inheritance, basically. 

Interviewee:
The heritage is the craft. There is here really something that you cannot find otherwhere, and this is not past. It's not, uh— 

Interviewer:
It's not passed down? 

Interviewee:
It's not passed down. This is a disaster. So, they are losing everything they have. Because after what remains is the technology anyone can have. The quarries? Okay, marble is good here, but you have other quarries, other materials. Then it becomes ordinary. I don't know. Not specific. What is specific here is the craft. That's a political decision. It's enough for them to say, okay, we base our uh, sports, uhm, how do you say that sports you guys? Our effort?  
Interviewer:
Our effort.

Interviewee:
To promote the schools, to make good professors, to put good professors in it, people who—to create a system. When I first came in that school, it was a dream. When I came in, the possibilities, the quality of the models, of the plaster models, the fact that you can have tools and space to work all day. It was a dream. Unbelievable. And you know who goes there, in that school? Only all the kids that are not good enough to go to high school. That's who goes there. The last ones. And they put them there.

Interviewee:
Once, that school was an excellent school for craftsmen who would go and work in the different workshops in the city. You would find immediately a job after finishing that school. After it became just, uh— 

Interviewer:
What you're saying is that Carrara has kept carving its own path without looking at Pietrasanta or Werner Wilier.

Interviewer:

It has been doing this. 

Interviewer:
The interesting thing that is kind of in an embryo, this festival shows that this Nargul festival that there is a possibility of a new economy there based on galleries that then bring in the crafts and the crafts bring their own economy and whatever economic base it has, it can create out of that without using the old models of big money investing.

Interviewee:
Yes, but the fact is that White Carrara, this event is promoted essentially by the industrial, it's not something that's coming from—but they would naturally connect, you know, if the mayor and the politics here promote heavily the transmission of the craft. No, sculpture will become—you have seen the Lizzatura? In August they reproduce an ancient technique to bring the blocks of marble down. 

Interviewer:
Like you've seen in that film. 

Interviewer: 
Like in Konchalovski's film. 
Interviewer:
Konchalovski. He tried to reproduce that.

Interviewee:
Yes, I've seen that. I've seen the movie; probably there's a scene where they do that. Every year they do, in the same place, they redo a bit of it. The people who do this they can do it on this path with this block, and they do it every year the same, and they learn to a few guys how to do it. They really don't need to do it because now they go with the trucks, and this is also a skill. To be good driver to bring 40 tons on these small roads. They keep doing it as a folkloristic something—a show. They couldn't do it in a real situation where you really have to—
Interviewer:
Do the whole thing— 

Interviewee:
-do the whole thing from the beginning to the end. They are not able because they don't have the knowledge. They know how to do it in that small bit for the show, and it's great. But sculpture—the risk is that sculpture will become something like this, for the show. 
It's not a fatality because there are many people interested in sculpture still now, even in the contemporary world of contemporary art. Many famous artists who are absolutely not able to carve want their pieces to be carved here, you know. However, with robots, that doesn't matter. 

Interviewer:
I can't believe that. The robots.  

Interviewer:
I think he worked with marble, this fantastic guy we met, still at Harvard, you know, from Sardinia. He was this, he made this, like, I'm trying to remember his name. He made this—
Interviewer:
Didn't he do a museum also? 

Interviewer:
-like a Cretan, I mean, it was related to Crete and Greek culture, but he was a modern guy working in marble. He took also a town name. He took the name of the town in Sardinia. 

Interviewer:
I'm trying to remember it. 

Interviewer:
Try to remember it. Fantastic character. 

Interviewee:
Where did you meet him? Here in Carrara? 

Interviewer:
No, no, Harvard. 

Interviewer:
In America. I'm sure you know his work. 

Interviewer:
He was in the Nuoro region, no? 

Interviewer:
Yeah, yeah, he was in the central island, not on the coast. 

Interviewer:
You keep saying, you know, if they don't do this, it's going to be destroyed or changed. They cannot, you see, the sculptors, the world of sculptors cannot depend on, like, the municipal kind of thing or the politics, the politicians, because that's not in their interest. 

Interviewee:
No, but the interest, you know, they build their own interest. I mean, it's something you choose. It's not something that, they wouldn't lose anything in promoting this instead of promoting something else. I mean, it's just a matter of culture, of consciousness, of the reality, you know. Many are disconnected from these kind of things. But, no, no, this is a parking now. They wash cars here. This used to be a sculpture studio.
Interviewer:
Oh, wow.
Interviewee:

Carrara was full, there would be, you see that building here? 

Interviewer:

Yeah, yeah. 

Interviewee:
There were 25 sculptors working inside, you know, making statues that would go all around the world. Carrara was full of these things. When I took my studio, my studio is here. 

Interviewer:
It's there and you go, yeah. I saw it once.

Interviewee:

You went there?

Interviewer:

I went, there were two women there at that time. 

Interviewee:

Ah, okay. Stephanie, maybe.

Interviewer:

I just chatted with her. 

Interviewee:
When I bought it, the people from the neighborhood, they asked, before I bought it, it was empty for a couple of years, but before, it was a mechanic for cars. It was—an officina. 

Interviewer:
Yeah, a mechanic. 

Interviewer:
Which means, and they had this saracinesca, you know, the roller shutter, that iron thing that makes a lot of noise, and the cars going in, going out, and who knows, kind of in the middle of the buildings. When I came, I bought it, and I was checking the place, and some neighbors came and said, Ah, well, what will you do?

[Laughter]
Interviewee:
I'm a sculptor. It was a negative reaction. Imagine, it's in Carrara. People are disgusted by this because they don't know what it means. They just— they associate this with noise and dust and disturbing things. 

Interviewer:
I think you need to— 

Interviewee:
They don't know how that was built. So, it should be the same for a sculpture. 

Interviewer:
Maybe it will change, we don't know. Because this generation—
Interviewee:
This is something that politics can help people; they can say, okay, now we invest in the Scuola del Marmo, in the academy for them. We want, in the Academy of Carrara, to be a department of sculpture, where people really learn the traditional techniques and be really skillful. They could have the full school every year, with people refused even.

Interviewer:

Yeah, turned down. 

Interviewee:

Too many.
Interviewer:

Applicants. 

Interviewee:
Applicants? Applicants, yeah. If they connect with European Union and other similar schools that exist, because they can say we are focused on sculpture techniques. Easily, I could do it, I'm sure. In one year, I transform the school. I studied there 22 years ago, and I know I can do it. Since then, I know I could do it—. It's a disaster. It's a waste, total waste. 

Interviewer:
It is a waste. 

Interviewee:
So, that's the only thing that really deserves to be—
Interviewer:
Focused?

Interviewee:
-promoted here. All the rest would come naturally, linked to this. 
[Interviewee greeting]
Interviewer:
For example, that piazza where there is the monument to the fallen workers, marble workers.

Interviewer:

The Meschi? Alberto? 

Interviewer:

No, no, no. 

Interviewer:

No? Which piazza then? Oh, up there? Ah, yeah, yeah.

Interviewer:
It's a kind of angular thing, dedicated to those who lost their lives. It's kind of a semi-anarchist thing, but if you go into that square, there is a house where it says George Orwell lived here. [Laughs]
Interviewer:
Then there is a studio there. It's a beautiful one, but it has a lot of plaster stuff in there. So, now where does that fall in your scale of things? In your, let's say, arc of where the studios are today. Is this a kind of reproduction of already known pieces? 
Interviewee:
No, no. This studio is the most important studio in Carrara. Unfortunately, it's having big problems now. I used to work there in 2011-2013.

[Crosstalk]

Interviewer:

What kind of studio is it? 

Interviewee:

It was the most famous in the city. 

Interviewer:

I see. 

Interviewer:
For a long time. It was interesting because it was one of the oldest, and it was typical for Carrara because it was created by a sculptor, by an artist from the mid-19th century, who had big commissions all around the world, and who built the studio and took workers to do his sculptures. So, he made a workshop with a lot of assistants. 
Then the eredi wouldn't be artists, but they would continue to rule the studio and make a sculpture factory, as it started later. At the time, it was like this. The studios were ruled by a main artist who would direct and create the pieces. It became a factory where they would reproduce classical models and everything. That's normal. It would be also a place where contemporary artists in the 50s would come with their models. 
Very famous Italian artists Leonardo Bistolfi, Fausto Melotti, Arturo Martini, and these people. A lot of very famous—Ceasar in France, would come and commission pieces or bring their models and say, I want this to be done big, That's how it worked. It was very famous, and the most skillful workers in the world would work there. Then the business started to decline for different reasons, and the quality of the craft also, because of the amount of requested work to slow down. Now it's a problem which is disconnected from the, let's say, political problems. It's a private problem for the person who now owns it.

Interviewer:

How did it become privatized? 

Interviewee:
No, this was always private. It was always private. All the sculpture studios are private. It's not a school. 

Interviewer:
Before we leave, we should get the number of how to reach— 
Interviewee:
Dominique?
Interviewer:
Dominique. 

Interviewer: 
He was involved in some of the central things, like that marble ball that moves around on the water. Next to the academy. He worked on many projects. 

Interviewer:
Yeah, he did. Dominique. I'm surprised he's here. I thought he went back somewhere. South Africa. So, he had some health issues at some point.
Interviewer:
He gave us one of his—
Interviewer:
-books that he had.
Interviewer:
Fantastic scripts that he created.

Interviewee:
340-626-0364 

Interviewer:
Thank you. So, you are—from time to time, you are at that school? No, no. Now you don't. Is it okay if we can come by one day, and see? 

Interviewee:
Yeah, because I'm not working at my studio now. I'm starting a piece and making noise and dust. So, I put the stone in another place where I can do it and then I bring it when it's just for finishing.

Interviewer:

So, we've never been to that—
Interviewee:

To Nicole's studio, the big one? 

Interviewer:

Yeah, we haven't really. We should go. 

Interviewer:

No, we saw it from the outside.

Interviewer:

From outside, yeah, but we've never been inside. 

Interviewee:
It's a bit tricky because the— 

[End of Audio]
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