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Introduction

Swinton unpacked the raiment of films past like so many treasures salvaged from
oblivion - VOGUE

Saillard once again delivers a perfect performance, which allows “this assembly of
inert bodies” to live again, and better - TOUTE LA CULTURE

“Cinema artefacts have this one fantasy moment, and that’s jt" - Tilda Swinton

An original performance created by French fashion and art historian Olivier Saillard
and the iconic, multi-award-winning British actor, Tilda Swinton, Embodlying Pasolin/
brings together a wide selection of costumes from the films of Italian director Pier
Paolo Pasolini, live, for the very first time.

Designed by Danilo Donati and prepared by the Farani workshop, outfits from 7he
Gospel According to St. Matthew, Oedipus Rex, A Thousand and One Nights and
Salo, or the 120 Days of Sodom prove Pasolini and Donati's abundant and long-
term collaboration. This performance retraces the process of how the pieces were
discovered, identified, and assessed until they were brought onto the stage and worn
again, which was originally prohibited.

As if being a silent mannequin captive to its memory, Saillard and Swinton try on
nearly thirty costumes, dresses, coats, and hats. They make a brief appearance
for a daring try-on session, with audience members as withesses. Captured in
fabrics, Swinton doesn’t represent the correspondent characters. Instead, her role
is precisely the lack of a role. Her presence sheds light on how the now explicitly
orphaned costumes are separated from the body, the actors and the films, situated in
their soulful and truthful existence.

Olivier Saillard & Tilda Swinton

2012 The Impossible Wardrobe

2013 Eternity Dress

2014 Cloakroom, Vestiaire obligatoire

2016 Sur-exposition, with Tilda Swinton and Charlotte Rampling
2020 Embodying Pasolini

STUDIO OLIVIER SAILLARD
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Introduction

When Two Parallel Paths Cross, from Film Festivals to the Present:

Tilda Swinton,Pier Paolo Pasolini, and Taiwan
Text by Wen Tien-Hsiang, CEO of Taipei Golden Horse Film Festival

| first came to know Tilda Swinton through the 1987 Golden Horse Film Festival,
which featured Derek Jarman’s Caravaggio (1986). Not only did this film launched her
into the film industry, but it also made her a regular in Jarman’s works, such as 7he
Last of England (1987), War Requiem (1989), and The Garden (1990). It felt like the
Japanese saying—ichi-go ichi-e (treasuring the unrepeatable nature of a moment);
each year at the annual film festival, we'd look up from our seats to see her on the
screen. | bore witness to her evolvement, particularly in the period drama Edward //
(1991), where she played a scheming queen and brought home a Best Actress award
at the Venice Film Festival.

Then came Orlando (1992), with its Chinese title translating to 7he Beautiful Orlando.
This very artsy film made inroads into mainstream cinemas. In an era when art film
theatres were still rare, Swinton's androgynous and complex performance became

a quintessential example for gender discourse. The unanimous praise she received
paved the way for her versatile acting career. In Wes Anderson’s film, she could make
even the smallest role memorable; she holds her own among the likes of Leonardo
DiCaprio, Tom Cruise, Keanu Reeves, and George Clooney (even earning an Oscar for
Best Supporting Actress). While some may know her from Marvel's Doctor Strange
(2016), it wouldn't be surprising to see her in films by Bong Joon-ho, Apichatpong
Weerasethakul, Pedro Almodovar, or Béla Tarr. In traditional Chinese theatre, there’s
a saying, “capable in both scholar and warrior roles”; in cinema, Swinton is this
versatile counterpart.

If it was a film festival that introduced Taiwanese audiences to Tilda Swinton, could
the same be said for Pier Paolo Pasolini? Here, | must place a big question mark.

A Pasolini retrospective at the Golden Horse Film Festival happened in 2001. Before
that, his name was already a legend due to his multifaceted talents spanning literature
and film, his unabashed homosexuality and staunch Marxism, his contributions as
a screenwriter to Federico Fellini and as a mentor to Bernardo Bertolucci, and of
course, his violent and scandalous murder.

STUDIO OLIVIER SAILLARD
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| first learned about Pasolini through Lee You-Shin’s (pen name Quail Java Sparrow
Youth-Leigh) Cannes and Venice Film Festivals (expanded edition), which devoted over
forty pages to him. Back then, it was often easier to read about films than to see them,
given the scarcity which made us hungry for more. As MTVs (video booths) became a
phenomenon in Taiwan during the late 1980s to early 1990s, it served not only as the
secret dens for intimate whispers among young men and women, as depicted in films
like Winds of September (2008) and 7he Outsiders (2018), but also as a wish-granting
machine for cinephiles like me, who were desperate to get their hands on films. We
didn't have to wait for film festivals; we saw Pasolini’s untamed and shocking works
in video booths. He portrayed Jesus as a revolutionary socialist; centred 'sex’ in his
discussions on religious influence; and transformed Greek tragedies and classical
literature into modern anthropological references. His last four feature films, 7he
Decameron (1971), The Canterbury Tales (1972), A Thousand and One Nights (1974),
and Salo, or the 120 Days of Sodom (1975), even became the most celebrated top
ten banned films in the world, elevating him as a maestro of erotic cinema. What a
misleading perception!
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While the above may read like a memorandum and lacks absolute certainty, it reflects
both an admiration of their legacies and a record of the (artistic) ecosystem among
Taiwanese film enthusiasts. It was unimaginable that the paths of the two artists,
so different and from different generations, would one day cross. After all, Pasolini
died in 1975, and Swinton only began her film career a decade later. Who could have
predicted that the costumes from Pasolini’s films, designed by Danilo Donati—who
also worked on Fellini's Casanova (1976) and Franco Zeffirelli's Romeo and Juliet
(1968]), both of which won Oscars— would inspire Swinton’s performance? Given the
playfulness, rebellion and subversive spirits, and brilliance of reinvention in both of
their creative works, the clues, it seems, were always there, just waiting for the right
moment and fate to be put together.
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Artist

Tilda Swinton /Scotland

Tilda Swinton started making films with the director Derek
Jarman in 1985 with Caravaggio.

Her second film was Peter Wollen's Friendship’s Death.
She and Jarman made seven more films together,
including 7he Last of England, The Garden, War Requiem,
Edward // (for which she won the Best Actress award
at the 1991 Venice International Film Festival) and
Wittgenstein, before Jarman’s death in 1994. She gained
wider international recognition in 1992 with her portrayal
of Orlando, based on the novel by Virginia Woolf under the
direction of Sally Potter.

In 1995 she conceived and performed her acclaimed site-
specific live-art piece 7he Maybe — in which she presents
herself lying asleep in a glass case— which was originally
performed at The Serpentine Gallery in London with an
installation she devised in collaboration with sculptor
Cornelia Parker. The following year, in collaboration with
the French artists Pierre et Gilles, she performed the
piece at the Museo Barracco in Rome. In 2013, she revived
The Maybe at MoMA in New York, where the specifics of
its incarnation there meant that it appeared unannounced,
unaccompanied by an artist's commentary, official images
or finite schedule, in various spaces in the museum.

© Brigitte Lacombe



EMBODYING PASOLINI

19

She has established rewarding ongoing filmmaking
relationships with Jim Jarmusch (including Only
Lovers Left Alive and The Dead Don’t Die), Joel and
Ethan Coen, Lynne Ramsay (We Need to Talk About
Kevin), Luca Guadagnino [/ Am Love, A Bigger Splash,
Suspiria), Joanna Hogg (7he Souvenir Parts 7 and 2)
and Bong Joon Ho (Snowpiercer and Okja).

She received both the BAFTA and Academy Award
for Best Supporting Actress of 2008 for Tony Gilroy's
Michael Clayton. In 2020, she was the recipient of both
a BFI Fellowship and a Leon d’Oro at the Venice Film
Festival for her lifetime’s work.

In 2022 she shot with Julio Torres on his feature
Problemista for A24 and David Fincher on 7he
Killer for Netflix. She will next be seen in Joshua
Oppenheimer’'s The End, and her second collaboration
with Pedro Almoddvar in 7The Room Next Door with
Julianne Moore. She has just finished shooting 7he
Ballad of a Small Player with Edward Berger for
Netflix.

Tilda is the mother of twins and lives in the Highlands
of Scotland.

STUDIO OLIVIER SAILLARD
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Artist

Olivier Saillard /France

Olivier Saillard is a graduate in art history. In 1995, he was
appointed director of the Marseille Fashion Museum; in
2000, he became responsible for the "Fashion™ exhibition
programming at the Musée des Arts Décoratifs in Paris,
and in 2010, director of the Palais Galliera, the City of Paris
Fashion Museum. Since 2017, he has been the director of
the Alaia Foundation and the artistic director for image
and culture at J.M. Weston (since 2018). He has authored
several works, including An /deal History of Contemporary
Fashion (Textuel, 2009), The Fashion Book at Robert Laffont
(2019), and major exhibitions such as Yohji Yamamoto: Just
Clothes, Christian Lacroix: A History of Clothes at the Arts
Décoratifs; Azzedine Alaia, Jeanne Lanvin at the Palais
Galliera; Madame Grés: Couture at Work, Balenciaga:
The Work in Black at the Bourdelle Museum, and most
recently, 7he Ephemeral Fashion Museum at the Palazzo
Pitti in Florence. In 2005, Olivier Saillard was a recipient
of the Villa Kujoyama in Kyoto. Since then, he has been
conducting a poetic reflection presented in the form of
performances. Nearly thirty performances have thus
been initiated over 20 years. In 2018, he founded “"Moda
Povera,” a project dedicated to poetic, performative, and
pedagogical clothing creation, based on the transformation
of ordinary and modest clothes magnified by haute couture
knowledge and techniques.

© Gregoire Alexandre
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Humming Like Bees

Text by Tilda Swinton

The cinema of Pier Paolo Pasolini has been a landscape both sacred and profoundly
practical and familiar to me from my earliest beginnings as an artist. He has been a
sort of godfather in my life ever since, as for many, and something of a source.

When | was twenty-four, in 1985, recently down from university and fresh in my
decision to abandon my short-lived graduate adventures as a professional actor in
the theater—and about to embark on an alternative career as a flaneur and gambler
on the horses— | was sent for one last appointment to see Derek Jarman, who was
casting his film about the life of Caravaggio. This chance meeting was to be the
original gateway drug that has nourished me from that day forward: a habit of making—
and, to an empirical degree, living in— a cinema that has served as pretty much the
architecture of the following three decades of my life. Those of us lucky enough to
be gathered into the pack that formed the crew around Jarman valued cinema as
a profoundly powerful social gesture: inclusive, provocative, romantic, fantastical,
intellectual, and political. We made work together as a collective in an open-eyed
awareness of our time. We learned to think of our work as relevant precisely because
of the resistance we considered it our privilege and duty to provide: specifically, its
resistance to Margaret Thatcher’s right-wing government and its pernicious attempts
to threaten civil and democratic liberty in the United Kingdom and its initiative,
through a proposition known as Clause 28, to suppress and criminally prosecute all
cultural expressions of LGBTQ+ life and consciousness.

We were emboldened in the second half of the 1980s and early '90s to see ourselves
as joining a long line of outsider artists, a bright banner strung through history,
torchbearers from whose inspiration we drew a sense of context, perspective, and
fellowship. And, along with the most honored elders of our internationalist house-
from John Dee to Christopher Marlowe to the three Williams: Shakespeare, Blake,
and Burroughs— we worshipped, perhaps above all, Pasolini. | believe that the very
existence of Pasolini gave Jarman courage: in his status as poet, as intellectual, as
political activist, as well as his preeminent position as radical filmmaker of undeniable
international impact, Pasolini went before, blazed the path, and lit the way. He and his
films kept us company and laid down encouragement in our project— that of cutting
the teeth of a new, modern, polemical cultural cinema in what felt, to us, like critically
threatened times.

STUDIO OLIVIER SAILLARD
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Humming Like Bees

The Gospel According to St. Matthew (1964) was, undeniably, a talisman for Jarman
during the making of Caravaggio (1986). In its modernity, the distinctive texture of the
real and the sculptural, the fanciful combined with the quotidian, this film formed a
concrete point of reference for the entire crew throughout our work. Still images were
copied and freely shared amongst electricians and the art and camera departments.
Pasolini frames his people, his portraits, as living beings taken from life, not actors
interpreting existence, contemporary and human saints and angels, as concrete, as
material and iconic as those composed by Piero della Francesca, by Andrea Mantegna,
and, of course, by Caravaggio. My friend Simon Fisher Turner, later the composer
of Jarman’s sublime film soundtracks, was originally tasked with finding extras for
the film. He scoured the cafés of the East End of London’s Italian communities for
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the faces of cardinals and models just as Pasolini did in the Mattatoio in Rome for his
divine messengers and their witnesses. The clarity and substance of their features,
bathed in unstudied light, and their profiles and gestures in both films are nothing
if not Mannerist. Pasolini and Jarman bathed them in crisp, raw light and positioned
them as living sculptures, while at the same time anchoring each icon as neorealist in
weight and sparse candor. Fresh as the day, timeless and never-ending.

Pasolini the Portal: the pathway to the real also supplied the spiritual possibility
of an engaged response to the great themes of literature that carried them. When
questioned about how he, a long-standing atheist and Marxist, might find an interest
in approaching the story of Jesus Christ, Pasolini described himself as “"an unbeliever
who has a nostalgia for a belief.” His film, he said, is of “a Gospel remade by analogy,”
a history not in fact of Jesus’'s life, but of 2,000 years of Christian stories since he
died. These layers of perception, of context and of significance, are emblematic of
Pasolini's contribution to the arena of postwar European sociopolitical polemic. Later,
Jarman drew on this empowered spirit of entitlement for his films 7he Tempest (1979)
and Edward // (1991), weaving an unapologetically personal and contemporary verve
into the weft of this canonical material, owning the life of these literary classics with
dignity, authority, and heart, just as Pasolini had with Chaucer, with Boccaccio, and
with Arabian Nights (1974). These artists grasped their time with vigor and passion
and soul. What a vibrant line of fire is shot between them.
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Humming Like Bees

Film, like faith, is made up of much more than the sum of its parts. And the bits and
pieces that go to make its formula, including all components in its every frame— its
landscapes, its properties, and its weather—are magical and mysterious. Perhaps to
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touch these traces is to mess with the elements of alchemy. Because, things that are
filmed do not die. Atmospheres, objects, and preeminently, people, halt all the clocks,
their eyes looking out at a former time and space, their tidemark distinctly different
from ours, peering as we are into the porthole of a transport afforded us through film.
Bending back into the past, towards our ancestors and progenitors, to the roots of
ourselves and of the era we currently inhabit, time stops and dissolves. We wonder at
the realness of these shadows, these ghosts: they walk like us, they move and gesture
in ways we recognize and respond to, slipping across the divide into what feels like
communication— messages received loud and clear— until we realize this is a one-
way street, and marvelously, they cannot see us back.

To take up a cloak, a hat, a necklace worn for and recorded by any film we know well
is a heady business. It unmoors our sense of continuity: here is a real survival beyond
the looking glass, concrete evidence of time arrested, of a gateway open, wide, and
peaceful. We slip into the past and enter into limbo— like laying our faces below the
surface of a clear, tropical sea.... They are but vestiges, these things, leaves fallen in
a previous sea-son, already mulch below the branches of the shapes they made. We
will be such relics too, before long. If we are recorded, that is. And our own branches,
grown out of and inspired by theirs, will grow new shoots, the spirits of which will,
perhaps, lean in to witness our shapes and gestures, out of their own time and back
into this pool of our present moment.
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Humming Like Bees

When Olivier and | were offered an opportunity to make this encounter with the
archive of Pasolini's work, various thresholds were crossed, and fires started. The
possibility of entering into a dialogue with these remnants of a cinematic universe
so beloved by us both, was, at moments, intoxicating to a degree... These pieces
are—who knew? — just clothes. They are still functional, make the shapes we
recognize, and yet also move in other ways beyond those captured by the films they
contributed to. Those that lived in black and white within the bounds of the screen are,
miraculously, not only vibrant in our hands, but alive in living color, four-dimensional
to our touch, weighty and practical and human geared.

These costumes played their parts. Cut. Print. Wrap. Now they are free. Retired,
at rest, let out to the eternal quiet of a tissue-papered pasture. But— hey presto!
— we can lift them up, put them on and up against us, and they swing into action,
ready for their close-up, right now, present, correct, and eager to serve. Deathless,
wholehearted, and beating with blood, batting their eyelashes, humming like bees.

—— This article is from Embodying Pasolini, published by Rizzoli in 2022.
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Text by Olivier Saillard

"As for my own films, | never conceived of making a film
that would be the work of a group. I've always thought of
a film as the work of an author- not only the script and
the direction, but the choice of sets and locations, the
characters, even the clothes; | choose everything, not to
mention the music. | have collaborators, like Danilo Donati,
my costume designer; | have the first idea for a costume,
but | wouldn't know how to make the thing, so he does all
that, extremely well, with excellent taste and zest.”

Pier Paolo Pasolini
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During a series of interviews with Jon Halliday (also known as Oswald Stack) in 1968,
Pier Paolo Pasolini looks back on his films and his creations, summoning memories of
directing— choices about the atmosphere and geography of settings, characters and
their intentions. These interviews serve as a steppingstone to Pasolini’s thought and
the powerful themes that constitute it as well as to contemporary fractures and the
depiction of a world that, although based on images from other eras and other places,
is nevertheless realistic, a notion to which the poet and filmmaker remained firmly
attached.

In the iconographic construction that serves the scriptwriter and the director, the
costumes that envelop man and actor are not a secondary artifice in the service of
psychology but a veritable portrait that must never falter. The civilian clothes of a
contemporary Italy— whose excesses Pasolini observes — expose the bourgeois
aspirations that everyone tries on as if they were slipping on a jacket. The costumes,
which films such as Oedipus Rex (1967), The Decameron (1971), and The Canterbury
Tales [1972) send into other temporal and geographical spaces, are freed from
references that are too certain and tend toward universality. From rags to the majesty
of heavy fabrics, he summons representability rather than representation.
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The Costumes Themselves

Of all the costume designers of his era, and of all those whose vocations he has
influenced, Danilo Donati (1926-2001) is the biggest artisan of the ephemeral— the
one who understood, “bodily,” how to invent new cutting and sewing techniques that
led to the essential and gave it substance.

Though the initial idea belonged to Pasolini, this in no way relegated Donati to the
status of tailor. The orders of the former were intuitions, some of which—and this is
certain—would not have been accomplished had they not been brought to life by the
latter. Each of them knew that the creative process is not built upon a hierarchy of
actions and talents and that the primacy of an idea can only be applauded when its
completion, sometimes in several places, is attained.

Donati did not tremble at this admission. He played an influential role in Pasolini's
aesthetic from when they first met and collaborated on 7he Ricotta (1963), His
masterpieces of simplicity, in boiled wool or lacerated chiffon, and his colors,
borrowed from the paintings of Italian artists Giotto di Bondone or Masaccio, dressed
the films beyond the actors like few others.

Donati's career, as prestigious as it was discreet, was an admission of the distinction
of his art. It placed Luchino Visconti and Federico Fellini on his path. He also went on
to work with Mauro Bolognini, Franco Zeffirelli, and Roberto Benigni, and won two
Oscars of Best Costume Design for Romeo and Juliet (1968) by Zeffirelli and Fellini‘s
Casanova (1976) by Fellini. But it is undoubtedly his collaboration with Pasolini that
had the most impact.

Donati designed costumes for nine of Pasolini's films. In the Farani workshop, which
is still open today, Donati dyed, crushed, and assembled by hand, tearing up shadows
woven in the colors of Italian frescoes. For each of the films, he focused on just one
material. Wool, in a chunky cable knit, gave the clothes in Oedipus Rex their sought-
after archaic style. Felt, in muted shades, was used for solid coats that look like
architectural structures or habitats. Velvet, thick and heavy, shrouded coats and
capes appear in 7The Canterbury Tales. Donati invented machines to work with raw
and heavy materials that no one else could have tamed.

STUDIO OLIVIER SAILLARD
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The Costumes Themselves

Many find the costumes of Medea (1969) the most garish. They were not, in fact,
the craftsmanship of Donati, but of Piero Tosi. The presence of the famous opera
singer Maria Callas probably had a lot to do with that. However, as impressive as
they may be, their rich decorations tell of a stylistic euphoria that was not Donati's
interest. Rather, it was through harsh materials, rough fabrics, and unusual assembly
techniques that he achieved timelessness and ultimately triumphed.

Hung in tight rows, silent as books, the costumes that Donati created for Pasolini
are showcased at the Farani workshop in Rome, where they were made. Grouped by
film and production, and assembled by chapter and scene, the clothes of the lead and
second roles, along with those of the extras, hover in the unconscious memory of the
purpose they once served. Some of them have not brushed against skin since the time
of the shoot.

Even more than ordinary clothing, or fashions preserved in museums, theater and
film costumes cry out in their longing for a body. Transient, orphans, they are like
credits without music. Visitors, spectators, and disoriented film lovers seek in them,
in themselves, and in vain, for an interpretation that suits. Haunted by the films they
accompanied, such textile enigmas can only be brought to life by cinematic memory.
Barely, however, for that other accessory and never-mentioned corporeal apparel,
movement, which is not kept in the drawers of a storeroom, was dissolved with the
end slate.

Embodying Pasolini/ is an exhibition in the shape of a performance that brings these
costumes out of isolation. From the dustcovers that envelop and protect them, from
the hangers on which they are suspended, from the boxes in which they rest, they
break away, following Pasolini's filmography.

STUDIO OLIVIER SAILLARD
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The Costumes Themselves

No dangerous re-creation of scenes is undertaken. Hagiography is not their destiny.
At most, that initial idea that Pasolini takes credit for, which led to inspiration,
emerges. A gesture stolen from Piero della Francesca, a movement fallen from a
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Giotto fresco, or an attitude observed in a Byzantine painting must not betray the
effort to be realistic that the clothes and costumes, thus awakened, impose.

In work overalls, the curators unfold the pleats of some pieces, adjust the panels of
a coat, and move the assembled dresses and tunics, without volume. Tilda Swinton
is one of the curators, guiding this session as if in a museum, showing pieces without
saying a word.

“The criteria by which | choose the actors in my films are always the same: | choose
actors for what they are and not for what they cleverly pretend to be.” Pasolini stated.
To the prudent gestures evoked by Swinton as she carefully handles the costumes
is soon added the precipice of the absence that they signify. She swiftly dives into it,
endeavoring to reveal the envelopes that she sometimes wears as much as the great
disappearance they suggest. She clothes herself in the space that all these costumes
once again command.

Swinton is not pretending, she is not performing, she embraces and embodies the
costumes themselves.

—— This article is from Embodying Pasolini, published by Rizzoli in 2022.
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