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Feminism is a critical and life experience of discovering new woman-

based versions of existence, creation and knowledge communication – as 

convinces Rosi Braidotti1, one of the most significant theoretists of 

feminism nowadays. Her considerations on constructing subjectiv-

ity of women, the key task for the feminist theory currently, focus 

around a metaphor (being more precise – a figure) of a nomad. The 

concept of nomadic subjectivity presented in her flagship work Pod-

mioty nomadyczne2 seems to be one of the most interesting proposals 

developed in the frame of the so-called third feminism wave, being at 

the same time the response to the crisis (death) of the subject spread 

by ‘male’ philosophers. I would like to use this cognitively inspiring 

perspective to take a closer look at the artistic project by Pippa Bacca 

and Silvia Moro, who in 2008 started a long journey hitchhiking 

from Milan to Tel Aviv with the message of peace for the visited 

countries affected by conflicts. Brides on tour were much talked about 

for a certain time – because of the tragic end of the project – mainly 

in Italian and Turkish media. It raised many controversies and vari-

ous comments, moreover, its new context added after the death of 

Pippa made it become a point of reference for next artistic ventures. 

The critical potential in Braidotti ’s concepts seems adequate to me 

to try to capture, and then present, the degree to which the project 

F
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of Italian artists is a feminist project. I, therefore, assume that it is 

‘a critical and life experience of discovering’, in which such catego-

ries as ‘difference’, ‘change’, ‘between’ play a fundamental role and 

this fact makes it justified as a whole. Against a wave of criticism, of 

which the sharpest form was ‘feminism literally kills women’ and the 

lightest was accusation of ‘naïve faith in the Other’, it is an important 

declaration. It automatically entails a question on female subjectivity 

towards power and culture, whose various dimensions of ‘oppression’ 

may be indicated in that situation. Together with Braidotti, therefore, 

I would like to face the tradition of treating the male as the universal; 

as the one being the norm and reference point – in order to demand, in 

response, the inclusion of specific, embodied female experience in the 

role of a subject active in culture and politics. 

The story of Giuseppina Pasqualino di Marineo, known under 

artistic nickname of Pippa Bacca, has been recently brought back 

in the Modern Art Centre in Toruń ‘Znaki Czasu’ in the thrilling 

video performance Tooth for tooth by Nezeket Ekici (2016). In a sepa-

rated room shrouded in darkness, attracting from the distance with 

cacophony of sounds, there were displayed eight screenings at the 

same time in which women – full of aggression, anger, grief, hatred – 

reported cases of women murdered in the recent years in Turkey. 

One of the recalled deaths was the death of Pippa Bacca. It was 2008, 

a 33-year-old Italian girl, on her way to Israel, in her wedding dress, 

hitchhiking, is raped and strangled by a truck driver. The ‘performer’ 

in Ekici’s film explained that she wanted to say that people are good, to 

yell out an accusation later: a girl is hitchhiking. You take her to your car, 

you leave […]. You believed that you can do whatever you like?3 This story 

for a short moment was highlighted in the media worldwide, but it 

presented – I think – a quite superficial, partial and distorted image 

of this artistic project. They emphasized the message (promoting 

world peace and faith in people), the selection of the means of trans-
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port (hitchhiking), the tragic end of the project (death of the artist). 

Brides on tour seen from a closer, thus more precise, perspective, of-

fer much more. It is not a naive improvisation of middle-class self-

conceited European girls but a well-thought-over action prepared for 

around two years in advance, based on previous artistic experiences 

and beliefs of their authors. 

The very idea, not crystalized yet, appeared accidentally during 

the wedding of Pippa Bacca’s friend, as a kind of reflection on exces-

sive attention focused by brides on the cleanliness of their wedding 

dresses – an outfit that is worn only on one day. It was the moment 

when the artist decided to ‘break’ the logics of that situation and 

reverse it totally. The dress was to become a witness of the special 

journey and experience of many days when not cleanliness, but dirt, 

dust, destruction and entailed memories of visited places and meet-

ings with people would be the largest value. The dress was to be 

worn the whole day and taken off only for the night. The artist was 

‘captivated’ first of all by the symbolic power of the dress and the 

very act of getting married. A bride has always been a symbol of 

femininity, love, family and cleanliness, and the wedding day – the 

moment of shared happiness and joy. Pippa Bacca wanted to spread 

this message related to peace to regions of the world affected by 

wars and conflicts. This task could have been done only by the ‘Bride’ 

in a white dress. Pippa Bacca found confirmation of the fact that it 

was the right choice in Ballad of a Woman by Edoardo Sanguinetti5, 

where in one of the verses one may find the words particularly im-

portant for her: as a woman she is not heaven, she is the earth, the body of 

the earth, who does not want war6. This is a beautiful poem, intense in 

its message, therefore touching, a sensitive tribute to a woman in her 

whole concreteness. Another such peculiar celebration of femininity – 

referred to by the artist before the journey – was the poem by Leonard 

Cohen Joan of Arc7 from 1971. Also, these words were significant: 
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She said, I’m tired of the war,

I want the kind of work I had before,

A wedding dress or something white

To wear upon my swollen appetite. 

[…] 

Then fire, make your body cold,

I’m going to give you mine to hold,

Saying this she climbed inside

To be his one, to be his only bride.

And deep into his fiery heart

He took the dust of Joan of Arc,

And high above the wedding guests

He hung the ashes of her wedding dress
 8
.

 

In this way wedding dresses became the starting point for the re-

alization of the artistic project, in which Pippa Bacca and Silvia Moro 

decided to go on their journey to the Near East. A reference to the 

archetype of getting married and the bride, present in all countries 

from Italy to Israel, was to liberate all positive associations. Moro 

mentioned that they wanted to witness reciprocal relations between 

various cultures, in particular women and their roles, documenting 

meetings with them during the journey and their conditions of life 

and work9. 

This is one of the reasons why in an artistic project of Italian art-

ists a wedding dress had to be even more ‘special’ than usually. They 

were supported here by Manuel Facchini, artistic director of Byblos, 

a really famous Italian luxurious fashion brand. Facchini as a de-

signer specializes in ‘fusion’ and his style resists syncretic ‘blending 

and matching’, while frequently reaching out for art motives. In the 

last years under his own name he created a feminine collection of so-

phisticated concept, where each outfit is as if a real work of art10. For 
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the purposes of Brides on tour he designed the dresses is such a way 

that on the one hand it was possible to exactly address the intentions 

of the authors of the project and take into account the planned route 

of the journey, and on the other – to unite the different personalities 

of the artists by the outfit as well. 

Therefore, what did the outfit of the ‘brides’ and its elements look? 

It included three main parts: a robe, a jacket and a cape. The robe 

had a profile of a lily, a symbol of cleanliness and innocence, and 

eleven layers (petals) symbolizing eleven countries through which 

the journey went11. It was made of various natural fabrics and marked 

with embroidered numbers, like numbered pages in a book. Some 

of the layers could be detached, which was meant to facilitate later 

cleaning of the outfit. Some already had embroideries on them – stars 

of the Bosnian flag and Turkish crescent, Croatian chequerboard and 

Slovenian mountains. Also, the jacket with a slim feminine cut fea-

tured embroidery of a characteristic cider tree of Lebanon. The cape 

was made of two layers of white linen; therefore, it could be undone 

and then turned into a wide veil. Additionally, the artists decided 

to wear white high-heel shoes, irritating and uncomfortable when 

walking, as a symbolic emphasis of femininity, therefore sacrifice, 

which is an inherent attribute of a woman-mother. They also decided 

to use a crocheted headband covering their hair, adapting to the hab-

its of Muslim countries. In some situations, the headband was to be 

replaced with a veil and a flower wreath. 

The preparations for the journey included not only designing and 

making the dress. Before the journey, in February 2008, Pippa Bacca 

sent a special request to her friends. ‘Come and burn something for 

us’. In the e-mail she explained that they may contribute to Brides on 

tour, as it will be necessary to clean the outfit from time to time, as 

traces will be left by the difficulties of each day and the passed kilo-

metres. The artists planned that they would do it with lye, prepared 
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in the way known in ancient times, through boiling of sieved ash 

with water. Ash was to be created from burning objects owned by 

the invited guests, already possessed or created especially for this 

occasion, for example, newspaper articles, books or letters. It was not 

about any ritual act of cleaning to make the dresses new, but rather 

about removing a bit of dirt, dust, sweat. The created detergent was 

to fulfil its practical role for the whole journey, as well as its symbolic 

role, as ‘a part of the house’ left behind and accompanying them in 

the long and tiring journey. 

It was an important part of the project to decide on making iden-

tical copies of both dresses. The first copy was taken by each of the 

‘brides’, the second – untouched – was kept by their supporter, Byb-

los Art Gallery. The artists planned that after getting to Tel Aviv in 

May 2008 they would solemnly wash the dirty dresses publicly – to 

symbolically annul the traces of wars and conflicts left on it. Several 

months later, in November, there was to be an exhibition in a gallery 

in Verona (and more places), where the two identical dresses would 

be put on display next to each other, as well as the documentation 

of the journey. 

All this shows clearly that the outfit was not to be only a symbol, 

but by its symbolic power also ‘a tool’ (medium) facilitating and mak-

ing it possible to meet people. The artists travelled as two brides who 

went on a journey seeking universal aspects of femininity in various 

cultures, countries, religions. From meeting to meeting, unstoppably, 

always heading on – that was in fact their artistic journey. It was es-

pecially valuable for them to meet women representing classical, old 

female professions, they even sought such meetings. However, each of 

them used her own different artistic strategy. Bacca would first of all 

find municipal hospitals, and then midwives, who agreed to a conver-

sation. She then made her performance, washing their feet with water 

and soap, drying them out with a cape of the wedding dress, rubbing 
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in oils. During these actions, she talked with the midwives, listened 

to their stories, recorded, dissipating any embarrassment, suspicion 

or misunderstanding concerning the washing ritual with her atti-

tude. She showed in this way her respect to the female profession, 

which gave new life, or wider, she paid tribute to the life itself. Moro, 

on the other hand, looked for local lace makers and artists, asking 

them to add embroidery to her wedding dress. The embroidery was 

for her the central element of the wedding outfit, thus she cared the 

most to have more such ‘interferences’. The artist saw how her dress 

changed every day, turning into an extraordinary work of art – a sign 

of multinationalism of the project. 

This direct reference to joint experience – first of all female daily 

things and efforts – and the will to learn aspects of the female uni-

verse in other cultures, I treat as a very important declaration to 

understand the project Brides on tour. I see here the first similarity 

to the search for female subjectivity by Rosi Braidotti. The author 

of Podmioty nomadyczne  – as explains Ewa Bińczyk  – develops the 

approach that keeps the idea of sexual difference, as gender is here a sig-

nificant difference funding subjectivity. […] At the same time Braidotti ‘s 

philosophy adds positive value to the experience of femininity, seeking ways 

to creatively articulate what is feminine, avoiding situating women in a po-

sition of an inferior Other within our culture. The author […] wants to create 

space for articulation where cultural traditions of women, ‘their experience, 

know-how, cumulating history’ can be exposed12. Both Pippa Bacca and 

Silvia Moro, focusing on women and building a joint project around 

the category of femininity, affirmed the concept of the difference. It 

seems to me that they did it similarly to how Braidotti understood it. 

The second equally important similarity is seen in the role of 

the wedding dress in Brides on tour – undoubtedly one of the most 

significant cultural traditions of women. When analysing further ac-

tivity of the Italian artists, one may be tempted to say that in their 



perspective the dress in a special way embodies both biology and 

culture, because it respects the requirements of the sexes, and at the 

same time refers to the external conditions imposed by the society. 

Additionally, it becomes a witness of the journey with all its ups and 

downs. Surprisingly enough, it all reminds of what Braidotti wrote 

about the female body in the frame of the concept of the nomadic 

subject. It situates itself somewhere ‘between’ the two positions in 

the so-called identity discourse13, not considering the body as some-

thing constituted only biologically, or constituted only by cultural 

conditions. In her understanding, the body exceeds the limits of 

what is natural and cultural, as on the one hand, when creating the 

structure of subjectivity, it is always passed through emotions, lan-

guage and culture, on the other hand – becomes the starting dimen-

sion of identity and subjectivity. In consequence the body in Braidotti 

‘s project  – as convinces Agnieszka Jagusiak  – serves as a place for 

recording. The body of a person, like cartograph characters on a map, re-

cords all experiences, lived places and situations14.  

This function, indeed, that is fulfilled by the dress of the brides, 

is also a consequence of the choice to hitchhike. This choice was 

a result of previous experiences, mainly of Pippa Bacca, but mostly 

of the assumptions of the project, which put direct contact with peo-

ple and magic of meetings in the first place. Hitchhiking gives such 

a remarkable chance, even forces relations and sharing the reality 

of living. On the other hand, it assumes selfless help, mutual trust 

between a driver and a hitchhiker, thus, it is somewhat giving one’s 

life into the hands of other people. The artists spoke directly about it: 

going on a hitchhiking journey is choosing to believe in other people, and 

a man, ‘in his own little way, like God’, awards those who have faith15. This 

sentence – in the context of what happened later – is in my opinion 

important to understand the motives of Brides on tour. It is worth em-

phasizing that hitchhiking as a means of transport was particularly 
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important for Pippa. The artist could not imagine any other way of 

travelling: already as a child she had hitchhiked (with her mother), 

later she had travelled to her friends every weekend, but first of all 

she had gone by herself from Sankt Petersburg to Istanbul and from 

Finisterre (a cape in Spain, thought to be the end of the world in the 

past) to Ireland. She thought it was safe. She had realized another 

project before, Più oltre (2004), where she had taken photos of drivers 

who gave her a ride, creating a series of car-shaped portraits. Think-

ing of Brides on tour in order to facilitate communication with poten-

tial drivers she studied Arabic for more than a year (and additionally 

she worked in a call centre, saving money for the journey). Because 

of that, only hitchhiking gave her  – one may say privileged  – ac-

cess to local people, by breaking the encountered barriers, social and 

cultural, as anyone could be a driver and a host. Without that faith 

in humans the journey would not have made sense for the artist. 

She was not scared of dangers of the journey as the only thing that 

scared her was the cold and wild animals, but she did not expect 

them on her way to Tel Aviv. 

The motive of a journey in a sense is used also by Rosi Braidotti 

in her theory. As for her, the central category of terms is a nomad (or 

a bit wider – nomadism). According to the Polish dictionary this word 

meant primarily a tribe member leading a nomadic life. Nowadays 

we use this word to name a wanderer, someone who often changes 

the place of living. All the attributes mentioned match, according to 

the philosopher, the condition of a contemporary human, and even 

more a woman. In the history of the West a woman has never been 

a full subject, like a man. Not being properly represented, she could 

not speak her voice, therefore, for centuries she was subordinated to 

a man who defined and appointed her place in society. This lack of 

own legitimate place is compared by Braidotti to the nomad, wander-

ing around in a patriarchal society, being the source of oppression, 
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exclusion and discrimination. All women, due to many centuries of 

patriarchy remain nomads, homeless in culture – as convinced the 

author of Podmioty nomadyczne16. 

Thus, she also sees the necessity of such feminist theory, which 

allows to create a female subject (nomadic), namely embodied, and 

at the same time changeable, multiple, heterogeneous, constantly 

becoming ‘somewhat’. It seems that ‘the wandering bride’ by Pip-

pa Bacca and Sylvia Moro matches the scheme very well. They are 

open ‘subjects’ in the project which get their shape during successive 

meetings with people encountered on the route. It is not a finished 

process, as in this situation they do not pursue anchoring and endur-

ance, but on the contrary, they are constantly on the move. They are 

constantly looking for their definition and become richer – also in 

the sense of ‘traces’ on the dress – with new experiences. Western 

culture reduced femininity and women to something worse, devalu-

ated, indicating, among others, physicality and biology. Therefore, 

now they have to go outside the phallocentric look which is shown in 

the conviction that the description of the world and the human includes 

only the men’s view which is universalized (femininity and feminine 

things, pushed to the margins and not allowed to speak). However, this vi-

sion is based on giving the central place to reason, order, law and theory17. 

In that sense, Braidotti would probably look at the performance 

Brides on tour through the prism of how (female) identity was con-

strued in there and whether there appeared the possibility (appro-

priateness) of re-evaluating the position of women. Unfortunately, 

the journey, started symbolically on 8th March on the International 

Women’s Day, ended less than a month later. During this time the 

artists followed the plan and travelled through Slovenia, Croatia, 

Bosnia, Serbia, Bulgaria, stopping in private houses, visiting galler-

ies and hospitals. They waited for a ride at road sides, holding cards 

with the names of destinations – subsequent hosts wrote the names 
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of their next journey destinations in their local languages. Accom-

modation was usually booked before the journey through Servas, 

sometimes provided by local art galleries. Finally, they got to Turkey 

and Istanbul – here, they decided to split to reunite in Beirut. This 

did not happen. On 31st March 2008 Pippa went missing, there was 

no message from her, her phone was dead. On 11th April her naked 

body was found. They caught the perpetrator quite fast – he appeared 

to be a 38-year-old truck driver, already having a criminal record due 

to theft. Several days later the funeral took place in Milan, a crowd of 

people wanted to say goodbye to the artist buried in a coffin wrapped 

in her favourite green fabric; after the ceremony green balloons were 

released to the sky. The murder shocked the Italian and Turkish pub-

lic. The DNA tests showed traces of group rape, but no other perpetra-

tors were identified – the only one arrested was excusing himself with 

alcohol, drugs and lack of memory; finally, he was sentenced to life. 

Brides on tour as some kind of artistic performance was therefore 

disrupted. One may say, however, that the project started to live its 

own life, although not literally, being an inspiration or reference for 

artistic (and not only) actions – realized mainly in two countries di-

rectly affected by its tragic ending. There were actions organized 

aiming at honouring the memory of the artist and maintaining her 

message, as well as – addressing the new context imposed by her 

death  – touching on the problem of violence against women. The 

incomplete agenda of artistic events is as follows: in 2008 there is 

the exhibition and panel discussion ‘Bride to Peace’ that were or-

ganized as a tribute to Pippa Bacca by the Turkish Art Association 

(UPSD) attended by 32 Turkish and 37 Italian artists. One of the 

works was presented by Ekin Onat, an artist living and working in Is-

tanbul and Berlin, often subjecting to a critical reflection the social-

political conditions of her country and their irreversible impact both 

on individuals and the society as a whole. Her installation presented 
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the murdered women abandoned in various places wearing wedding 

dresses, but only small parts of their bodies were visible18. In 2009 – 

the opening of the exhibition ‘Brides on Tour, Spose in Viaggio’ in 

Verona. A similar exhibition was organized in Milan. The same year 

the Festival of Women Excellence in Genoa (Festival dell’Eccellenza 

al Femminile) – the leading motive of the festival always involves 

women; this particular edition was dedicated to the memory of the 

dead artist. 

The year 2010 started with a premiere of the show I love Pippa 

Bacca. Ask me why! directed by Giulia Morello. The Italian director and 

writer was one of the people who engaged the most in preserving the 

memory of Pippa Bacca. She did not personally know the artist before, 

but the news of her tragic death made her want to know who in real-

ity Giuseppina Pasqualino di Marineo, hiding behind the stage name 

of Pippa Bacca, was. Going deeper into her life and art Giulia Morello 

wanted to show how much these aspects are inseparable in Pippa Bac-

ca’s story and that this was the thing that made her start the journey 

from Milan to far-away Tel Aviv. First in 2010 the said show was cre-

ated, and five years later a book under the same title, referring to one 

of the earlier actions of the artist. On the 10th anniversary of Pippa’s 

death Morello again asked the title question, this time addressing it to 

the people who knew Pippa, asking them to record a short video with 

their answers. In this way, with combined efforts, there was a film 

created which showed the dead artist again from another perspective. 

The year 2010 brought also the opening of the exhibition in Istan-

bul ‘Modern artist between Italy and Turkey’, which became a part 

of the annual program promoting Istanbul as the European Capital 

of Culture. The exhibition included outfits of both artists – “brides” – 

and photos from the journey. At around this time, a Turkish artist 

Bingöl Elmas, dressed in black as a symbol of grief, re-started the 

disrupted journey of Silvia Moro and Pippa Bacca, from the place of 



A  W O M A N  I S  A  N O M A D E ,  A  W O M A N  I S  A N  A R T I S T 181

her death to the Syrian border. The project resulted in a documen-

tary My Letter to Pippa19. In 2011 a young Dutch photographer Jeans 

Van Daele prepared a dance show Brides for Peace, telling the story 

of Brides on tour. In 2012 Joël Curtz shot a 40-minute documentary 

titled simply The Bride, 201220. The film starts with a scene in which 

one can see a bride filming herself and a truck driver, to reveal after 

a moment that she was murdered close to Istanbul. The whole, edited 

with authentic films of Pippa, showed first of all the value of meet-

ing people. The realization of the action This is not a fashion show 

(Non sfilata) was an important event of 2013. Neither the time nor 

the place were accidental. Milan is the European fashion capital and 

the Mecca of the best world designers, while in February (or March) 

there is organized the annual Milan Fashion Week. It coincided with 

the program Natura Donna Impresa Verso, where only collections 

designed by women were presented. The tragically ended project had 

many important plots related to fashion: it referred to the outfit (fem-

inine, extraordinary even within the convention of a wedding dress), 

and at the same time supported by one of the largest fashion houses. 

In the middle of both Milan events several key points in the city 

were taken over by women of different ages, wearing white wedding 

dresses with a photo of Pippa on each of them. This in fact was not 

a fashion show, but a quite palpably revived story of Brides on tour. 

One may indeed say that for the time of that action – in the moment 

when its participants put on the identity of the ‘brides’ – the project 

was symbolically continued. In 2016 in Toruń, during a large collec-

tive presentation of Turkish art, there was a video performance pre-

sented by Nezeket Ekci, presenting violence towards women, recall-

ing the story of Pippa. The years of 2015 and 2018 are the years of the 

premiere of the above-mentioned book and film of Giulia Morello. 

All of these realizations again make us become aware that it was 

the meeting with people that was key to the project of Brides on tour 
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and its most important component. The rest, like the outfits or the 

revealed ideology, were the relevant frame for the meeting. In this 

context it becomes important for me to understand the idea of hos-

pitality. This plot is developed by Irina Aristarkhova21 in her essay 

Baiting Hospitality. The researcher suggests that indeed in that case 

the category of hospitality appeared to be a bait. Many commenta-

tors assessed the project and attitude of the artists as naïve or crazy – 

can’t a white middle-class woman, an Italian citizen and a Catholic, 

understand that the whole world is not her home, is just not hers? On 

the other hand, statistics of murders and rapes show that we should 

rather fear domestic spaces than sides of roads used by hitchhikers. 

For Pippa Bacca the faith in humans was the foundation of Brides 

on tour. Wearing a white dress as a symbol of peace tested hospitality 

of strangers every day. Her attitude to this aspect was dogmatic, and 

in this point she was different from Silvia Moro. For Pippa refusing 

to get into a car that stopped would be a betrayal of the whole idea, 

however, her friend got into cars only when she saw ‘good faces’ of 

drivers. This difference between the attitudes of both women was not 

only a matter of different artistic intentions but reflected the faith 

(or its lack) in unconditional hospitality belonging to the tradition 

called ‘Abraham hospitality’ by Jacques Derrida (including Judaism, 

Christianity and Islam)22. Against that background – as pointed by 

Aristarkhova – sex differences are the key elements differentiating 

the behaviour between the private and public spheres. This hospital-

ity tradition was discussed by the French philosopher on the basis 

of biblical examples, referring to the story of Lot, who in the Book 

of Genesis offered his daughters to the men of Sodom, defending the 

honour of the host. In the Book of Judges, a similar story involved 

a wife who was also sacrificed because to disgrace a guest was unac-

ceptable23. These situations may be explained with the said law of 

hospitality which was one of the most important laws, inherited from 
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nomadic ‘people of the desert’. Each person who was offered even as 

little as water was treated as a special guest in the house. Therefore, 

if the person treated in this way was harmed, the host’s house would 

fall into disgrace for his failure to keep the sacred law of asylum. 

The law was placed much higher in the primitive hierarchy of values 

than personal dignity of a woman. Maybe we are still heirs to this 

tradition, although the word ‘we’ can be referred only to men – if we 

take the biblical stories literally. In the ‘original’ text, women were 

excluded from that unconditional hospitality. It is, therefore, a thing 

to consider how much Bacca and Moro counted on the tradition 

which was not actually assigned to them – as women. Or, in other 

words, considering that the artists started their journey on the In-

ternational Women Day, they symbolically breached the tradition 

according towhich women have their place in the private area and 

men’s place is in the public?24. The self-proclaimed ‘brides’, wearing 

white dresses, directly introduced their bodies to the public, some-

how contrary to the general belief that women cannot feel confi-

dent outside the private sphere. Undoubtedly, there is no equality in 

that perspective. The cosmopolitan attitude, in which the Brides on 

tour project clearly roots, may be treated – thinks Aristarkhova – as 

rooting from the idea of ‘eternal peace’, presented more than two 

hundred years ago by Immanuel Kant25. Maybe both artists pur-

sued the possibility for every stranger to be treated without hostil-

ity, demanding hospitality as citizens of the world26. In that sense, 

the cosmopolitan dimension of hospitality meant simply ‘home is 

the whole world’, which simultaneously was a kind of challenge 

against the traditional division into the private and the public. The 

tragic end of the project – in the opinion of many commentators – 

undermines this belief. And in consequence we go back to the start-

ing point, where men protected women against other men outside 

their own house. 
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The view of Rosi Braidotti on this issue – in the light of the pre-

viously presented views – is obvious. I think that she would reply 

directly that such approach would mean pushing women back to 

the private area again with their presumed (usually imposed) pas-

siveness. As there came the time to think (and act) – not only about 

cosmopolitan hospitability – beyond the traditional categories of sex 

differences, what is more, these private areas where women are said 

to be safe, very often appear to be faction. It was shown  – not to 

seek too far – by the above-mentioned Nezaket Ekici, whose moving 

and amazingly emotional project Tooth for tooth reveals to the wider 

public the violence against women in a strongly patriarchal society, 

subject to intensive modernization changes. Turkey, spread between 

the West and the East, not only geographically, but also politically and 

culturally, is an example of a country where according to law women 

have equal rights to men27, and where sexual violence is present at 

home, in the streets, in schools. A Turkish family is headed by a man, 

a woman for her whole life is under custody of a male family member 

who is responsible for her security and honour. In this way her rights 

may be limited for the sake of her good and safety, which is sanctioned 

with a multi-generation, but still vivid, tradition of tribal societies. 

Therefore, it is not surprising to read in reports on honour murders: 

a daughter should be obedient, respect the family, should not work, it is 

much better for her to get married when the time is right (a 30-year-old 

imam from a large city); when a man walks in the street, a woman should 

stay behind the house doors (77-year-old citizen of Istanbul); honour of 

the family is the most important (21-year-old woman from Istanbul)28. 

The tragedy of Pippa Bacca became in Turkey a matter of na-

tional shame, the highest state authorities got involved. As a conse-

quence of her death, a part of Turkish feminists reminded than many 

murders and rapes of women still avoid punishment, and moreover, 

was Pippa not Italian, then probably the case would not have been 
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penalized in the end29. Esra Aşan suggested that the whole media 

campaign involving state institutions, condolences, apologies to the 

Italian nation was some kind of a big fraud, as life goes on without 

bigger changes, and violence against women still exists30. In Gebze, 

where the ‘bride’s’ rape took place, there was another such act com-

mitted soon after. It did not result in an official national mobilization 

campaign in that scope. 

Therefore, the key question is: how to explain the death of Pip-

pa Bacca? Was her death work of a sick perpetrator, or an effect of 

the system dominated by men, where women are excluded from the 

public sphere, do not take part in taking decisions, are subjects of 

desire?31. Initiatives towards a change of this situation have always 

been bottom-up, there were many of them, but two of them described 

below are worth comparing. One of them was the action ‘We are not 

men’, in which a group of men in front of a school in Galatasaray 

questioned their own masculinity: if raping is masculinity, we are not 

men; if honour is masculinity, we are not humans; if hatred to homosexu-

ality is masculinity, we are not men; if making women’s life unbearable 

is masculinity, we are not men32. It was organized several days after 

the tragic end of the Brides on tour. Nine years later, 70 women or-

ganizations from the whole Turkey took part in the March of Justice, 

reminding of the story of Pippa in the face of stricter and stricter 

politics of violence and impunity of men. The following years have 

not changed the situation in the country because, as women accused 

during this action, ‘men’s justice is not real justice’ or also ‘where 

there are no women, there is no justice, equality or democracy’. 

But, as shown by Rosi Braidotti, the main objective of feminism 

is a change, which is precisely described by Ewa Bińczyk33. This 

change is to contribute mainly to re-evaluation of the position of 

women, however, one cannot forget here that it covers also changing 

the way they are presented. It is important as the patriarchal culture 
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produces and suggests its own ‘figure of a woman’, which is fictitious 

for Braidotti and, therefore, requires keeping a constant distance to 

it. ‘She calls ‘a woman’ the main artefact of patriarchal culture whose ac-

ceptance sustains reproduction of current domination structures34. There 

is only one solution for women in that situation: they should make 

their own politics, which means that it is necessary to take a certain 

position (opposing the dominant models of hegemony) and to take 

responsibility for what surrounds us ‘here and now’. From the per-

spective given to us by the author of Podmioty nomadyczne it may be 

said that Brides on tour are in line with these tactics. 

Pippa Bacca and Silvia Moro in their project research topics im-

portant from the point of view of culture, connected first of all with 

femininity. Everything is pertinently selected, presents precise sym-

bolism, refers to many female rituals. I can successfully emphasize 

here the theme of a journey understood as the moment of confronta-

tion and transformation which has a deep impact on itself and on oth-

ers; the theme of a dialogue between cultures or models of behaviour; 

the theme of a woman as the subject bringing (generating) life. This 

is possible as the project is based on the concept of art understood as 

relation. In that context it is more important for the Italian artists to 

activate psychological, emotional and esthetic ties than a formal out-

come of the artistic process. All these are documented in photos (some-

times spontaneous, sometimes well ‘directed’), and next to them – the 

wedding dresses. These are the traces which, on the one hand, express 

the time dimension of Brides on tour and, on the other hand, preserve 

the memory of them. In my opinion, the real value of this project is 

situated in the experience of living; in the exchange that the artists 

make with people met on the way; in breaking limits between art and 

daily life; in sharing gestures and emotions. It seems to me that it is 

quite an alternative model of art, based on participation and sharing, 

and as such, is a response to the feminist postulates of Rosi Braidotti.
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The woman is a nomad, the woman is an artist. A look at Brides on Tour by Pippa 
Bacca and Silvia Moro in the feminist take of Rosa Braidotti

The text is an attempt at looking at the art project Brides on Tour from 

the perspective of the nomadic subjectivity by Rosi Braidotti. The project, 

in the new context lent by the death of Giuseppina Pasqualino di Marineo, 

known under as Pippa Bacca, gave rise to diverse commentaries, at the 

same time becoming a reference point for successive artistic and social 

endeavours. The article analyses the strategy undertaken by “the brides” 

as women-artists, the cultural symbols and archetypes used by them, 

while as a counterweight questions are asked about the faith in uncon-

ditioned hospitality in the frames of what Jacques Derrida called “Abra-

ham” tradition as well as about the presence of women in public space.

As a result, the project seems to be an artistic performance, which de-

mands including the specific, embodied female experience to be a subject 

in culture and politics. Its true value is located in the acquired experience; 

in the exchange that the artists initiate with people encountered on their 

way; in breaking the borders between art and everyday life. This is quite 

an alternative model of art and as such is an answer to the feminist de-

mands of Rosi Braidotti.

Keywords: 

female subjectivity, art as relations, nomadism, hospitality

Paid by the Ministry of Science and 
Higher Education according to the 
agreement no. 796/P-DUN/2018 signed 
on 4.04.2018 r.
The assignment name: Creation of the 
English version of the Scientific-artistic 
Journal “Dyskurs” publications; DUN 
financing – 30 000 PLN.



Zbigniew Tomaszczuk
Best wishes on this journey as you build your new lives together
1987


