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On October 30, 1938, the American radio broadcaster CBS, within its Mercury Theatre on the Air
program—known for presenting readings of celebrated novels—chose to air The War of the Worlds
by British writer H.G. Wells. However, they opted to adapt the text rather than perform it verbatim,
embedding the narrative within an evening music show that began at 8 p.m., and resetting the
action to contemporary United States. The producer, director, and performer of the broadcast

was the twenty-three-year-old Orson Welles, who elected to stage the novel as if it were a live
news bulletin. In real time, the fictional news interrupts the musical programming to report an
extraterrestrial attack on Earth, featuring an alien landing in New Jersey. Though the broadcast
aired near Halloween, it was not intended as a joke; rather, the goal was to craft an as plausible

as possible scenario. With faux on-the-ground reporters and screams of terror punctuating the
narration, the adaptation proved sufficiently convincing to provoke widespread panic and chaos.
The following morning, the front pages of numerous newspapers documented the event and its
aftermath. At that moment, radio—still in its infancy as a mass medium—was just beginning its
ascent into every home. For those who tuned in that evening, the illusion of a live alien invasion was
profoundly shocking: what many consider the first instance of ‘fake news’ in the modern media era.
Traversing decades of technological development and media proliferation, the debate over fact
and fiction'—and the veracity, reliability, and manipulation of information—has become paramount.
In Italy, the mid-1990s saw the case of Luther Blissett’s collective pranks emerge as a landmark
example of this phenomenon.

Alongside a widespread cultural impoverishment that fosters a societal tendency to
unquestioningly accept externally imposed narratives, often out of laziness or ignorance, lies an

1The debate over truth and fiction in the media quickly entered the public discourse. Certain newspapers seized the opportunity to discredit
the emerging medium of radio, which they portrayed as an unreliable source of information. At the time, radio had only recently come into
widespread use. Although not every household yet owned a receiver, it had begun to challenge the dominance of the printed press.

This theme would later be developed by Orson Welles in his celebrated film Citizen Kane, where it becomes clear that the media no longer
fulfill the role of verifying or counterbalancing the oligarchic drift of politics. Instead, they tend to constitute a power in and of themselves—
the so-called fourth estate—with their own interests and their own mechanisms of consensus-building.

(Source: https://www.rsi.ch/cultura/societa/La-Guerra-dei-Mondi--1781050.html, last accessed 20.06.2025.)



equally critical issue: a neglect of careful observation. A truly critical and aware gaze is activated
through the capacity for analysis and comparison—through experience and knowledge, mediated
by culture.

Cultivating such a multilayered gaze lies at the heart of Andrea Magnani’s artistic inquiry.

Magnani employs every conceivable medium—painting, sculpture, performance, photography,
installation—deploying each to stage his scenographic mechanisms. Through these media, he
constructs plausible situations that recreate realistic contexts without relying on ready-mades,
instead meticulously reconstructing them from scratch. Perhaps Empire (2018) is a performative
installation in which every detail—whether rationalist shelves or early twentieth-century design
furniture—is painstakingly fabricated to evoke an environment devoid of any overt signifier of
ongoing art practice. This becomes evident only once the space is activated by performance,
unfolding a role-play game that generates a meta-layer of representation. In La Terrasse (2019),
Magnani conjures a wholly fictive environment, suffused with an atmosphere that hovers between
chthonic depths and temporal-spatial glitch: a cash register perched atop a bar table covered

with a towel embossed “La Terrasse,” the bar’s name, presides over a tableau that emits oracular
messages. The presence of Magno, an artistic alter-ego whose factual existence oscillates
between doubt and substantiation through autograph letters and newspaper clippings, further
blurs reality. Here, too, once activated, it triggers perception and shifts meaning across his
scenographic elements.

“In his meticulously constructed environments, the viewer is surrounded by a reality distilled into
objects that are simultaneously disconcerting and familiar, participating in a sensual equilibrium.
Whether illegible drawings, faux ready-mades, or non-spectacular performances, the internal
dialogue between the work’s components evokes ineffable sensations.”? Thus, the viewer—initially
confronted with a wholly credible scenario—comes to apprehend, through prolonged and attentive
scrutiny, micro-frictions that invite attentiveness. These perceptual clues situate the entire
installation within a meta-reality that is subtly unsettling and grotesque. The result is akin to a
mockumentary, a fictional setting that mimics documentary form to depict non-existent events,
often tinged with irony.

At the 45° Sagra della Cipolla Rossa Piatta di Pedaso (the 45th Flat Red Onion Festival), the setting is
staged within an early twentieth-century villa, utilizing both its garden and first-floor interiors. The
title—with its deliberately folksy, village-fair lexicon—masks a critical intention: it subverts narrative
codes and questions the automatic acceptance of perceived reality. The project originates from a
sensory childhood memory for the artist—distant summer festivals heard from a balcony, spectral
presences, orchestras filling the night air.

The viewer encounters vestiges of an event that appears to have taken place “the day after”: two
mismatched bar tables on a stage that once hosted singers like Mina; two biergarten tables with
white plastic monobloc chairs decking the dance floor, overlaid with placemats advertising a
past—yet still ongoing—event. Ascending the villa’s steps, one glimpses from behind a shutter a
hand ladling onion soup into bowls, soon to be consumed on the dance floor tables. Inside, the air

of abandonment persists: the villa’s interior evokes countless similar venues that once enjoyed
glory but lacked the stamina to sustain a present. Upon entry stands a framed drawing, apparently
forgotten after the last exhibition—its elegant frame and contents evoke Robert Rauschenberg’s
Erased de Kooning Drawing (1953). The work is by Magdalenu Marcu (Magno), and perhaps her
exhibition is the one from which a piece was inadvertently left behind.

Upstairs, the atmosphere of neglect continues—rooms with closed shutters, walls marked by traces
of past events, encountering a large, chthonic nightscape: a “listless black sky [...] mottled with a
greenish bruise™ over a field of onion flowers. Nearby, in what resembles a spacious corridor lit by
a staircase window, stands a makeshift drying rack holding towels—likely belonging to the villa—
branded with the initials “DV,” matching the iron balustrade on the entrance’s threshold. This room is
sealed by wood paneling that conceals the next space, yet reveals, above, a glimpse into it through
the sole open window on that floor. From there emerges a vague sound—the breath of an accordion.
Back outside, that breath swells into music: a forgotten, sweet yet spectral melody reverberates

2 https://www.xing.it/person/661/andrea_magnani#:~:text=Nei%20suoi%20ambienti%20meticolosamente%20costruiti,partecipano%20a%20
un%20sensuale%20equilibrio, last accessed 20.06.2025.

3R. Cusck, Corteo, Einaudi Turin, 2025, p. 118.



like in a church, animating the stage’s bar tables in a mechanical choreography. The diners consume
onion soup at the biergarten tables; some stand, observing. The music halts abruptly, leaving only a
soft hum—the sort that lingers after a noisy concert—just as the tables, with their occupants, begin
to slowly descend from one side.

More than in other contexts, here Andrea Magnani pushes the viewer’s perception to a heightened
level of alert. But unlike the “attention traps” of Nicold Porcelluzzi and Ivan Carozzi in Frigo!!!4,
which offer superficial entertainment—-“tied to the face, the external and material appearance”—
Magnani’s work engages not only the creation of a fictional reality—complete with “fake ready-
mades” (ultimately sculptures)—but also, through performative dramaturgy, opens a space for a
gentle, playful sentiment that enjoins observation. For nothing, on closer inspection, is quite as it
seems—and every element, under a more attentive gaze, can shift us from the obvious and obtuse
toward potentiality and complex visions. Reality is not solid and unequivocal, but rather a realm of
wonder and strangeness®.

4 https://choramedia.com/podcast/frigo/#ascolta, last accessed 20.06.2025.
5J. Hillman, S. Ronchey, The Last Image, BUR psyché, Rizzoli Milano, p. 106.

6 “At the deepest substratum of things, physics had not uncovered a solid and unequivocal reality—the kind Schrédinger and Einstein had
hoped for, ruled by a rational god pulling the strings of the world—but rather a realm of wonder and strangeness, born of the whims of a
many-armed goddess playing with chance.” Benjamin Labatut, When We Ceased to Understand the World, Adelphi, Milan, 2021, p. 155.



WORKS ON VIEW [OUTDOORS]

Andrea Magnani

Table M, 45% Sagra della Cipolla Rossa Piatta di Pedaso, 2025.
Veneered wood, aluminum, electromechanical system.

Andrea Magnani
Table F, 45° Sagra della Cipolla Rossa Piatta di Pedaso, 2025.
Wood, stainless steel, electromechanical system.

Andrea Magnani
Tables T, 45° Sagra della Cipolla Rossa Piatta di Pedaso, 2025.
Oil on panel, wood, metal, electromechanical system.

WORKS ON VIEW [INDOORS]

Andrea Magnani

Magdaleno Marcu (Magno), La Moreneta, Erasure No. 12, 1939, 2025.
Pencil on paper, digital print on paper, artist’s frame.

Andrea Magnani
Théo van Breukelman, Veld Met Nachtuibloemen, 1990, 2025.
Oil on canvas.

Andrea Magnani
DV Kromnion, 2025.
Bent, welded and galvanized metal, 3D-printed and painted PLA, embroidery on towels.

EDIZIONE

Andrea Magnani

Placemat, 45° Sagra della Cipolla Rossa Piatta di Pedaso, 2025.
Edition of 500. Digital print on paper.

PERFORMANCE

Andrea Magnani

45 Sagra della Cipolla Rossa Piatta di Pedaso
Duration: approx. 45 minutes.
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