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T HE NOTE

As the founder of an online zine who has spent the last two years inter-
viewing creative fashion luminaries, I've often been drawn into the discus-
sion of the role of print in the digital age. And along the way have discovered
that it is the story that shapes the medium and not the other way around.

Certainly there are patterns of consumption, but in the world of fash-
ion imagery, the original jumping off point of innovation doesn’t come
from a group of low resolution pixels from a backlit screen, it comes
from the experience of a three dimensional object like the one you are
holding in your hands.

The narrative of fashion isn’t an ‘or’, it is an ‘and. Print and online
coexist and fuel each other equally, it is simply the shape of the narrative
that dictates the medium.

Aswelike to zig to everyone else’s zag, the medium of print drew us in,
the lure of creating a new American voice in fashion narration became too
strong to resist and, thus, The Impression bi-annual was born.

In many ways, America’s own roots set the tone for our tale. America
has always been the home of the brave, those who land on our shores
to bring forth new ideas. America champions newness and empow-
ers those with fresh eyes to bring their ideas forth, which is why The
Impression is happy to help spotlight new talent, like photographer
Christos Karantzolas.

Christos and many others in our issue represent the melting pot that
is America. Originally from Greece, Christos came to the U.S. to begin
anew as a photographer when he recognized opportunities awaited
him outside the economic constraints of his homeland. Along with
fashion editor and French expat Christine de Lassus, Christos took to
the streets of New York to translate the best of American fashion col-
lections for Fall. The expressive and unconventional looks of design-
ers such as Alexander Wang, Thom Browne, The Row, Marc Jacobs,
DKNY, Delpozo, and Coach, were reworked to express New York’s
many states of mind in “The Empire States” (page 166). Their fresh set
of eyes also turned to the sleck and fever dream tones of the European
collections with “Delirium” (page 16).

Jumping the pond to France, as it is important to have a global
view, the writer Veerle Windels met with designer Rick Owens to

talk about his global fashion following
in an “American in Paris” (page 104).
Photographer Audrey Krawczyk was also
in Paris, where she captured the stark con-
trasts of its streets and fashion in “Cutting
Corners” (page 110).

Perhaps better than anyone in fashion,
creative director and image maker “Pascal
Dangin” embodies the story of both master-
ing the narrative of fashion as well as coming
to America to build a dream (page 140).

That journey is echoed in photogra-
phers “Luigi and Iango,” who also took
brave stances to create their own world
in their own vision, and were generous
enough to share their tale (page 42).

This issue marks our 2nd anniversary of
Thelmpression.com and we are grateful
to you for being a part of our journey. So
to all of you who have learned to embrace
the ‘and; looking to see the world anew,
and to you creators looking to transform
the way we live in it, welcome to our
launch issue of The Impression bi-annual.

KENNETH RICHARD

Editor-in-Chief & Creative Director
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The Impression

Sleek and SEXY silhouettes that
eschew modern obscenity for a classic
sensuality. Studded dresses, detailed
LACE and LAMBSKIN pieces command
a wooz, rockstar-esque CONFIDENCE,
resulting in a display that captures the
LUSTFUL r2ights of intoxicated rapture.

PHOTOGRAPHER CREATIVE DIRECTOR FASHION EDITOR

Christos Karantzolas Kenneth Richard Christine de Lassus
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FASHION'S ILLUSTRIOUS off-duty celebrations,
captured in Polaroid moments full of smiles
and unions of the BEAUTIFUL CREATIVES that
drive the fashion flock. Knowing tewimkles of the
eves that welcome you BEHIND THE SCENES,
prove that fashion’s greatest creation is the
people themselves.
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LUIGT
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While many photographers may seek to capture a moment, artisans
LUIGI MURENU & IANGO HENZI /iave aspired to TRANSCEND f/ie genre
and capture something more... a SPIRIT. We speak with the duo about
CHALLENGING NOTIONS a72d INSPIRING DREAMS,

PHOTOGRAPHERS

Luigi & lango

WORDS

Kenneth Richard



KENNETH RICHARD: Wonderful place you have
here. Your own den of artistic serenity in the beart
of downtown New York. Appreciate you having me
over to hear about your world.

LUIGI MURENU: Our pleasure. We love our
space. With our crazy schedule, just finding a
moment to enjoy it is a pleasure.

KENNETH RICHARD: 7he entrance alone is
grandiose and breathtaking. Which isnt unlike
your photographs. But I'm sure your entrances into
the industry were as unique as your place. How did
you find yourself in fashion?

LUIGI MURENU: Well, we each had differ-
ent entrances for sure. I'm from Sardinia and
began as a hairdresser when I was 18. A little
runway, then a little editorial, and the next
thing I knew, I moved to Paris, began traveling
around the world, and was working with some
of the best photographers in the business.

KENNETH RICHARD: So things moved pretty
quickly for you?

LUIGI MURENU: Yes, it scemed to happen all
at once. I was privileged enough to meet the best
people in the fashion business: Richard Avedon,
Irving Penn, Steven Meisel, Craig McDean, and
Steven Klein. They are the first ones that come to
mind. Later on, came all the others, such as Mario
Sorrenti. One minute I was doing hair at a runway
show and the next I was on set with Madonna.

KENNETH RICHARD: Very few can say they have
worked with Avedon and Penn and later transi-
tioned to be photographers themselves. What were
those experiences like?

LUIGI MURENU: They were amazing! Iconic!
Each with very unique styles.

All of the photographers I worked with had

CCltausa very risky moment

Jor me, but 1 felt as confident
as 1 did because truth be told
L had been searching for it
for a while and found it when
I'met lango. lango gave me
the opportunity to explore
photograply from an honest,

frue perspectz’z/a’ Y LUIGI
.

a real point of view. I had the opportunity to
work with the most inspiring people and for
this T am very grateful. These experiences have
taught me and helped me to evolve into photog-
raphy. Because of the shoots and work I did with
them, I think that I maintained a kind of legacy
through my hairdressing, and knew enough
from everything I learned to leave hairdressing
at the peak of my career. But before we move
on, lango has his own story of how he came into
photography from ballet.

IANGO HENZI: Yes, I was doing ballet until
I was 23 years old, had an accident, and had to
stop. I crossed over into photography by chance,
and started to work mainly in still life photog-
raphy at first — I had a few shows in galleries.

46

This Page  Rosic Huntington-Whiteley
Opposite Page | Anna Ewers

Ballet is very much a disciplined process so I
took to the camera in the same way, learning
the technical process of photography. After
meeting Luigi, he introduced me more into
the world of fashion and it gave me a whole
new direction.

KENNETH RICHARD: How did you meet?

LUIGI MURENU: It was in Paris. We met at
a party where we realized that we both spoke
Italian. For weeks a friend of mine had been
telling me about an artist that he wanted to
buy a photograph from whom he wanted me
to meet. It was only later that I realized I had
met that same artist at that party and had been
talking to him that whole time!

Shortly afterwards, Edward Enninful and
Terry Jones gave me the opportunity to contrib-
ute to a huge story in i-D magazine with differ-
ent well-known artists and photographers I had
previously worked with. The project was taking
a long time to complete, during this process I

met Jango and I asked him to collaborate with
me and the magazine, which began our first true
collaboration between the two of us!

KENNETH RICHARD: So let’s talk shifting from
being a supporting member of the narrative as a
hairdyesser to being a dyiving member of the narra-
tive. Pretty brave.

LUIGI MURENU: After 30 years, you start to
develop your own vision. I knew a lot about
lighting — technically, posing, and crafting an
image. At one point it became so clear to me
that I needed to express myself and to share
with people that I don’t want to do just the hair
anymore but that I need to be a photographer.

It wasn’t like I had an identity crisis. I knew




exactly which door I was stepping through
but in order to make that decision, I had to be
ready to leave the golden stage of my career. It
was a very risky moment for me, but I felt as
confident as I did because truth be told, I had
been searching for it for a while and found it
when I met Tango. Iango gave me the opportu-
nity to explore photography from an honest,
true perspective.

KENNETH RICHARD: It5 4 great partnership.
Making a change like that is rare, especially because
you were well known and pretty secure. Creatives
often put people in boxes, and when they want to
get out of those boxes, aren’t always open to it.

LUIGI MURENU: Right. I was rejected and
criticized very harshly at first, especially from
a few people that were in my close inner circle.

KENNETH RICHARD: Did that surprise you?

LUIGI MURENU: Yes, honestly.

My hope is that my story will be a source of
inspiration to others to have the courage and
stand up for what they want to do and to fol-
low the beauty in their own beliefs.

Volume 1

6t important to maintain

Your vision and at the
same time to continue to be
mfluenced by outside forces

and create the image that you
want to express. 1 think today
we are missing a little bit of
that ‘dream’ we are hungry to
express as artists. 79
- IANGO
.
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Thankfully I also had a lot of support from
my friends who are designers, personalities
and super models. My agent Robin Jaffee,
Madonna, Riccardo Tisci, Kate Moss, Naomi
Campbell, Donatella Versace, John Galliano,
Anna dello Russo, to list some of the names, all
of whom got behind me pretty early.

I love people who have talent and who are
not afraid of others and of sharing their artistry.

KENNETH RICHARD: Was there a publication or
brand like Givenchy or Versace that got bebind you?

LUIGI MURENU: We worked with i-D
Magazine, shot a Versace Jeans campaign
straightaway and then a few jobs for Givenchy.

IANGO HENZI: i-D Magazine was a very big
story and the magazine gave us so much sup-
port from the get go.

LUIGI MURENU: We ended up doing three
stories for them with 6o pictures per issue. All
of the supermodels signed up to work with
us, which was so great because I was working
with them almost every day for years. They
really came through and have shown so much

This Page | Riley Montana
Opposite Page  Hugo Marquez & Seiku



"I love people that have talent and who
are not afraid of others and of sharing
their artistry) ™ LLUIGI

Malgosia Bela
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"It is important for an artist to have a
style, but the style should be very versatile.
You need to be able to express yourself in
different ways. - IANGO

Nadja Auermann
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© & e conk betaoeen us is a collaboration with the whole
1eam, from the models, stylists, makeup artist, retouchers, sct
designers, to our studio managers. Its a constant discussion
and preparation to make something that is special and unigue
because without the support of a team, what’ the point?
Otherwise, it becomes a routine and routine kills relationships, it
kills in politics, creation, it kills cvervthing 20 LuIGH
|
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support for me, and for us as a team.

Giovanni Bianco was also one of our first sup-
porters, to really believe in us. He knew Iango
before we had met each other and I knew him
from working together in the past.

KENNETH RICHARD: How does that work when
you and creative directors like Giovanni Bianco all
get together?

IANGO HENZI: It becomes more beautiful if
you are capable of collaborating with other peo-
ple. I think it’s important to be open-minded
and create together. You need to be the orches-
tra chief with great energy to see the project
through to its completion with lots of collabo-
rations. Your direction is crucial because when
you have a clear vision from start to finish, the
middle is freedom.

LUIGI MURENU: The challenge. We like to be
challenged all the time.

KENNETH RICHARD: Where do you find your
challenges today?

IANGO HENZI: Everywhere! I think one of
the biggest challenges we find today is to bring
the quality and beauty we expect from our-
selves delivered within very short and trying
deadlines. Everything is so fast and demanding,
with less creative approaches and less care for
the beauty and dream of the artists that, in the
end, we all strive and hunger for. In our work it
is essential that the quality and the dream is not
compromised to these demanding deadlines.

LUIGI MURENU: It is very important for us to
not limit ourselves.

IANGO HENZI: Yes, because when you do only
one thing, it does not show enough of a point of
view as an artist. It is important for an artist to have a
style, but the style should be very versatile. You need
to be able to express yourself in different ways.

LUIGI MURENU: I feel that we have accom-
plished this by following our instincts.

IANGO HENZI: You have to love what you do.
But challenge is required!

KENNETH RICHARD: Wbrking in pairs can be a
challenge, too. How do you two work together?

LUIGI MURENU: Being an ex-dancer, Iango is
very precise. He’s very polished and focused in
all of the work that he does with the lighting,
styling, and so on. I'm much more impulsive.

I can decide at the last moment to propose
something different for the hair and makeup,
or even change the mood of the shot. But we
do these things together, there is no artifice.
We come together to create; we are two people
in one soul, with one view.

IANGO HENZI: We have almost the same
taste — but we do see photography, fashion and
women in slightly different ways.

LUIGI MURENU: I like to be spontancous!
Yet, for 30 years I worked in a very disciplined
manner. Sometimes you can have a thematic
approach, but for me, it’s not enough. I've
learned that inspiration is a process of evolve-
ment and constant transformation or evolu-
tion on a theme.

IANGO HENZI: It is important to maintain
your vision and at the same time to continue
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““It becomes more beautifitl if ou are
capable of collaborating with other people.
L think: its important to be open-minded
and create together” > TANGO

This Page | Codie Young
Opposite Page | Edie Campbell
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““It is the detadl that is essential - not whether
vou shoot in digital or film? >~ IANGO

Irina Liss




‘f‘lﬁer 30 years you start to develop your own vision.
[ knew a lot about lighting - teclnically, posing, and
crafting an image. At one pout it becamne so clear to
me that I needed to express myself and to share with
people that I don't want to do just the hair anymore
but that I need to be a photographer”> LUIGI

This Page | Gisele Bundchen
Opposite Page  Irina Shayk & Chris Moore




to be influenced by outside forces and create the
image that you want to express. I think today
we are missing a little bit of that ‘dream’ we are
hungry to express as artists.

As photographers, we are lucky to be in a
moment where we have access to so much. We
are able to get the best quality in everything -
the best computers and the best teams. I think
this is the right moment that will allow us to cre-
ate something exceptional, something extraor-
dinary. There is too much ordinary in the world
and I think this is an incredible moment for us
to be able to mix strong concepts with an amaz-
ing quality of image.

LUIGI MURENU: Fashion is interchangeable
with the time in which we live.

IANGO HENZI: Our eyes are alike. This is very evi-
dent when we do our editing with our pictures. We
almost choose the same picture every time we edit.

But, we also help push each other creatively.
Sometimes when one of us is too technical, it
can end up being very boring — Luigi has chal-
lenged me to take more risks in this way. For
example, we were shooting an all-white fash-
ion story with a very romantic feel. We were
working with Natasha Poly, and were shooting
in HMI, which is light that is very difficult to
move. After having taken some pictures that
looked technically beautiful but safe, we were
searching for a more interesting point of view in
order to create a stronger, more dynamic story.
Luigi suggested we do something completely
different and put Natasha Poly against the light.
Everyone thought this was a crazy idea, but
I said, let’s see what happens! When I saw the
pictures coming through the screen, the images
were so beautiful and refined. He had taken a
risk and the result was incredible. It showed me
something completely different.

LUIGI MURENU: Of course, there are certain
rules in lighting, but you don’t have to follow
the rules. It was a typical steady light setup to
make Natasha look her best, but I felt that it was
becoming claustrophobic. I decided to move
around to find other volumes within the light.
I found a completely different volume than the
original lighting we had originally settled on,
and once we started to move around, the shoot
became so incredibly magical.

W are happiest when we are somewhere tak-
ing pictures. When I am on the set with Iango,
I feel inspired by how much he cares. The great
thing is the trust and freedom of expression that
we allow each other, which keeps things very
interesting! After all the freedom to collaborate
with each other, we work together to accept this
single mind we have with one another, this is
what completes our achievement between the
both of us as a team. His caring nature and the
way he deals with people, for instance, is so very
inspiring to me. He has taught me how to erase
myself and to become not only a better person,
but also a better artist and photographer.

KENNETH RICHARD: So before that Natasha shoot,
do you two spend a good deal of time concepting ideas?

IANGO HENZI: Usually every moment.

The Impression

LUIGI MURENU: Sometimes we have an idea
of a certain texture or photograph or a certain
movie that we put in our head, which we like
to reinvent or deconstruct. From these ideas, we
go back and we transform the original idea or
maybe we'll say, ‘No that’s not right” It’s a con-
stant conversation, always an open discussion
which will eventually determine the best way
for us to finalize our creative vision.

The work between us is a collaboration with
the whole team, from the models, stylists, makeup
artist, retouchers, set designers, to our studio man-
agers. It’s a constant discussion and preparation to
make something that is special and unique because
without the support of a team, what’s the point?
Otherwise, it becomes a routine and routine kills
relationships, it kills in politics, creation, it kills
everything. We need that constant change — in
order to create the challenge.

IANGO HENZI: It is the excitement in creating art.

LUIGI MURENU: There is a certain easy judg—
ment, in general, in a jaded world of those who
have seen everything, but for some of us this
turns into monotony or boredom and, in actual
fact, mediocrity. When we seck more, the result
is always better, it brings richness and knowl-
edge. It’s like reading books. You read books
because you want to hear a story, you want to
hear an emotion. You can reach that emotion
not only by reading books, but visually when
going to movies, or even observing people in
the street talking. It is called internal research.

IANGO HENZI: Yes, and that starts the minute
you walk out your door and pay attention to
what’s happening on the street and by observ-
ing the energy of the everyday life changes and
influences surrounding you.

LUIGI MURENU: There is always space for us to
learn, not just from the past but also from the
present. So you can understand what will circle
back in the future. It’s that constant open dia-
logue that we surround ourselves with, not only
between us but also from our surroundings. We
love to learn and to really express in photogra-
phy the kind of energy that we absorb.

We accept ourselves as the challengers!

KENNETH RICHARD: Thanks for the catchy
title! You mentioned film and how film could be an
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inspiration. I know you have made films, but have
you ever thought about making a feature film?

IANGO HENZI: Yes, it is complementary to
photography and eventually could, one day, be
a part of our future. Who knows...

LUIGI MURENU: It's another treatment,
another expression of creativity, influences and
inspirations. There is only a certain emotional
input that you have in a still image, that you can
catch only within that one moment.

KENNETH RICHARD: Have there been types of
projects that you would like to do that you haven't
had a chance to do yer?

IANGO HENZI: We have a lot of projects in
mind but it hasn’t been the right moment yet.
For us, it’s really important not to rush and we
want to have all of the right elements in place.

LUIGI MURENU: Sometimes we run into a
project that we want to do and maybe there is
a specific circumstance that needs to take place
for that specific project. I believe that every-
thing has the right time and the right place,
this is always the best combination in order for
things to be successful.

KENNETH RICHARD: Time has been a subject of
late as many feel they need more due to the demands
of digital. I, personally, think of your work as artis-
anal. But do the demands of digital affect you?

IANGO HENZI: It doesn’t affect us so much.

When we hear digital, we think more of
what we can create with digital now, in that
moment. We just shot an amazing story in
Polaroid. It was the right thing for the story
because we really wanted to have this poetic,
timeless moment, and it was crucial to have this
element because you have the past and you have
the delicacy of physical paper. When you scan
the Polaroids, there is something so real, which
you cannot create through digital photography.
It is important to know where and when to use
certain elements for what you want to express.

LUIGI MURENU: Wk can create a type of sen-
sitivity that we are passionate about in imagery,
which is essential. We like to give the same arti-
sanal feel to our work when we shoot digital
because we use the same sensitivity, respect and
treatment as when we shoot film.

IANGO HENZI: It is the detail that is essential,
not whether you shoot in digital or film. We care
about all of the influences, whether in digital or
film, and what they bring to a shoot. It does not
make a difference whether we are shooting one
or the other, it won't affect us or the aesthetic in
a major way because the result will be almost the
same with some variation of texture, grain and
coloring. If you do something that excites you,
and allows you to give landscapes of imagery, it
doesn’t matter at this point if it is film or digital.
As long as you remain artisanal in your approach,
we say, ‘Yes!” and love to work with both.

KENNETH RICHARD: Well, I want to thank you
Jfor saying ‘yes' and giving us a chance to learn more
about you and your work.

LUIGI MURENU: Happy for the opportunity to
share. We are inspired by others and hope our
story is an inspiration, too.

Giscle Bundchen

Natasha Poly

Kristen McMenamy

Kate Moss

Mariacarla Boscono,
Natasa Vojnovic

Lara Stone
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With every season, fashion’s melting pot
of designers help to launch the next wave
of fresh faces. We asked casting director
extraordinaire, STEFANIE STEIN, who she
thinks will rule the runway this year.
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Knee Length Coat LOUIS VUITTON
Dress LOUIS VUITTON
Black Pants LOUIS VUITTON

PHOTOGRAPHER
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Patric Shaw
CREATIVE DIRECTOR

Kenneth Richard

FASHION EDITOR

Christine de Lassus

ATHLETIC apparel and EDGEWEAR that emmbody
the BIKER aesthetic. Rugged moto jackets, colorful

bodlysuits, and LEATHER pants comprise the collection
and its ode to living life in the FAST LANE
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Leather Jacket BALENCIAGA
Long Sleeve Shirt BALENCIAGA
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Fitted Jumpsuit LOUIS VUITTON
Helmet ELIZABETH WEINSTOCK
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Multi-Colored Jacket GIVENCHY
Bodysuit COURREGES
Boots DKNY
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Black and White Striped Dress ALEXANDER WANG
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Multi-colored bodysuit ACNE STUDIOS .
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High knee boots ACNE STUDIOS
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Red and Burgundy Sweater EMILIO PUCCI Model Cayley King as IMG Models. Hair Fernando Torrens
Leather Pants FAITH CONNEXION aHe, at Litelier NYC using Philip B. Makeup. Steven Canavan
Burgundy Boots RAG & BONE i ; I at I Atelier NYC using Chanel. Fashion Assi mnrpedra::
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 Diamond-encrusted picces, SENSUAL gm’ HOT in all
~capacities. Luxurious designs worn on the skin, exuding
lessness. A STEAMY look pcz-lmd with exquisite

~ PHOTOGRAPHER

Julia Comita
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Multicolored Diamond Pearl Bracelet NICHOLAS VARNEY
Purple Bracelet NICHOLAS VARNEY

Large Purple Rings NICHOLAS VARNEY

Pearl Necklace MIZUKI NECKLACE

Purple Chandelier Earrings JACOB & CO.

Leather Quilted Handbag CHANEL
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Green Ring JACOB & CO.

Blue Ring JACOB & CO.

Gold Ring DEBORAH PAGANI

Yellow Diamond Ring DEBORAH PAGANI

Silver Ring OSCAR HEYMAN

Silver and Blue Ring OSCAR HEYMAN

Yellow and White Diamond Earrings OSCAR HEYMAN
Diamond Necklace JACOB & CO.

Opposite Page:

Gold Wrap Bracelet STEPHEN RUSSELL
Yellow and Emerald Ring BUCCELLATI
Emerald Band JACOB & CO.

Yellow and Emerald Necklace BUCCELLATI
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Green with White Diamond Rings POMELLATO
Diamond Cuff Bracelets STEPHEN RUSSELL
Emerald Necklace MISAHARA

Emerald and Diamond Earrings MISAHARA







Flowered Diamond Necklace BUCCELLATI
Purple Drop Necklace STEPHEN RUSSELL
Pink and Yellow Diamond Earrings BUCCELLATI




Model Antonina Vasylchenko at IMG. Hair
Cash Lawless at Jed Root. Makeup Beau
Derrick. Manicurist Noriko at Artlist.
Production Numi Prasarn. Set Designer
Dorothee Baussan at Mary Howard. Set
Assistants Greg Huff and Mike Vieira. Fashion
Assistant Olivia Bannock. Fashion Intern
Mars Jobnson. Photo Assistant Matt Richards.
Second Photo Assistant Atarah Atkinson.
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Drop Earring PAKA PAKA

Green Choker STEPHEN RUSSELL
Flower Chain DE GRISOGONO
Linked Bracelet STEPHEN RUSSELL
Green Bowed Stiletto GIANVITO ROSSI
Opposite Page:

Black and Gold Choker MIZUKI
Pearl Necklace BUCCELLATI
Linked Earring DEBORAH PAGANI
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Omnce upon a time, RICK OWENS' love for fashion was his darkest secret. But
today, the American fashion designer runs his eponymous label from

Paris, exuding a grungy glamour that can, at times, be shocking

— “Although that’ never my intention,” he says.

Right Page Photo Credit| Danielle Levitt
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Arriving at the headquarters of Owenscorp
in Paris doesn’t really feel like entering a shrine
— although some of Rick Owens’s die-hard fans
would call it exactly that. His showroom is
empty, apart from some impressive home col-
lection pieces, several vases with withered flow-
ers and a few books on fashion, and yeah, well...
Rick Owens. When the designer appears, there’s
instant conversation. “Are you my date?” he asks,
and then invites me up the stairs.

Owens has had a hell of a year, so to speak.
He just opened a store in his former hometown
Los Angeles (“It had been a while since I was in
California”); he’s moving his New York store
from Hudson Street to Howard street (“We're
ready to join the rest of the world there”); but it’s
his runway presentations that trigger most of the
buzz. For his Womenswear Spring/Summer 2016
collection models suddenly came out carrying
each other, and thus bringing across a completely
different take on aesthetics, there was talk. Lots of
it. The fans bowed deeply. Some people were in

Women’ Fall 2016
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shock. Others questioned Owens’ sérieux.

He’s had time to think it over. A few months
after the show, he says: “The people in the audience
reacted in a completely different way from the ones
who saw the pictures online afterwards. Most people
who were at the show found it moving. Very mov-
ing, even. For me, it was about creating beauty. We're
not talking about clothes anymore here. It was about
ethos, about moral aspirations and about beautiful
gestures. 've never wanted to shock people.”

Rick Owens was an Otis College of Art and
Design drop-out before he took a course in
pattern cutting at Los Angeles” Trade Technical
College. He learned the tricks of pattern cutting
and garment making in a business where designer
clothes were being copied. He always dreamed
of becoming an artist, but ventured into the
fashion business instead, starting his own label
in 1994. Charles Gallay (at the time one of the
hippest retailers in Los Angeles and someone
Owens today refers to as his mentor) became his
first buyer. Owens went on to sell to renowned

boutiques such as Henri Bendel and Charivari in
New York. When a phone call from American
Vogue led to a first fashion show in New York
in 2002 and, later, another one in Paris, he was
ready for the next level: building his brand out
of Paris, where he lives with his wife and business
partner, Michele Lamy, since 2003.

“There was no plan at the beginning,” he recalls.
“I moved to Paris, even though I could have com-
muted between Los Angeles and Europe, but that
was not what I had in mind. Fashion in Paris was
even at that time all about romanticism, whereas
in New York it was about efficiency, about sta-
tus. Had I stayed in the US., I would have gotten
respect, but I would have worked in the margin.
Which I didn’t want, eventually.”

“I don’t know if I wasn’t ambitious enough to
do a fashion show when I started my business,
but for quite a while I considered my aesthetic
too narrow to do two shows, one for my women’s
collection and one for men’s;” he adds. “I knew I
could make clothes, but I wanted to stay small. I

Women’ Fall 2016

"o be honest, I really don’t think about pleasing
people. Again, [ don't want to provoke malicious/y.
L don't want to make people too uncomfortable.
What I do is genuwmely about kindness.

Call it teasing. In a loving way.””
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also thought I risked a lot by putting it out there.
Starting with fashion shows is a big commitment.
It means you have to continue doing it. Yet, I
would have hated myself for not having the balls
to try, so after eight years, I finally understood
that doing a show would not question my integ-
rity. People have accepted the clothes to be Rick
Owens now. They know it isn’t going to be differ-
ent every season. People have accepted me as the
designer I want to be”

He admits it took a while before he felt com-
fortable showing his collections on a runway. “But
once I did, I started to become more playful: I
played with the grand elements, with fire, with
wind, thus putting clothes on a grander scale
Owens says. “The last shows have been threatening
to some people, and I admit they are more hard-
core, but I don't really see them as so extreme. I
always think: What do I want to see on stage? Oh,
the penis thing? Well, I wanted to see that. Why
do we only see it in movies? Do you know it was
almost threatening to some men to see it like that,
indifferently hanging, not displayed, so to speak.
After DaDa, after Cubism, we're still shocked to
see this? Are we still that puritanical ?”

“To be honest,” he adds, “I really don’t think
about pleasing people. Again, I don’t want to
provoke maliciously. I don’t want to make peo-
ple too uncomfortable. What I do is genuinely
about kindness. Call it teasing. In a loving way””
He made the latter point with a smile.

Men’ Fall 2016 Backstage
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These days, Owens derives his inspiration from
a variety of sources, including French painter
Gustave Moreau, Art Nouveau, and “opium” — a
series of words he gives away quite matter-of-factly.
Draping is very tempting right now, as is control,
which has always been a major issue in his life.

“My childhood was very controlled Owens
recalls. “As a teenager, control was out of the
question. I started hurting myself until I regained
control. Adulthood was all about control again,
but that was yet another addiction, just like the
gym, which, in the end, I enjoyed. As I was get-
ting stronger, I knew in the back of my mind
that it would be fun to let it all go, which I did at
intervals. Do we really want to die without hav-
ing tasted everything? To me, there’s no fun when
there is no temptation. That is exactly what my
stuff is all about. It also is my aesthetic.”

Some may call his work stern and severe. For oth-
ers, it is pure drama. But the drama has generated
more than 120 million euros last year, a turnover
that makes Owens more than happy. International
expansion at Owenscorp is the result of a distribu-
tion deal with Eo Bocci Associati, a well-known
name in Italy, the country where all Rick Owens
collections have since been produced.

He and his wife Michéle were also the creative
directors of the French fur company Revillon for
three years, but today, the focus is solely on the
Rick Owens collections. “Micheéle loved work-
ing on the fur collections,” Owens says. “But her

new baby is the furniture collection now. She
loves to talk to the craftsmen who actually make
the product, whether that’s in Venice (where
they recently bought a house), in Switzerland
or in Dubai. Michele will also oversee the new
store designs. The New York opening is set for
May. And then there’s more: we start sunglasses
with Mykita, the company from Berlin. So, we’re
becominga lifestyle brand, just the way I want it.
Not too big, not commercially driven. We don't
need to get much bigger, only better. Our busi-
ness needs to be about refinement. Always.

“Honestly, today I have the luxury to create
the company I want to be,” he explains. “I stand
for certain values. On the other hand... T always
sound so full of opinions, and that’s not true.
At 53, I've learned more than when I was in my
twenties, but I don’t want to teach people how
to live. This is just my playlist. Nothing more.”

Has he read the negative comments about his
followers, the die-hard fans that on Facebook (and
other social media) are at times compared to a
cult? “It’s hard to complain about people who feel
a connection with me;” Owens says. “Who am I
to reject them? People see a cule? Well, thats not
all there is to it. I definitely didn’t calculate it that
way. And hopefully people feel welcome without
thinking they have to sign up for the cult”

And, with another smile, he adds, “It does
make me nervous, though...”
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For the past 25 years, ALEXANDRE DE BETAK /ias become fashion’s go-to ringmaster for
creating buzz via cutting edge shows and events. As the industry stands at the crossroads,
he and a handful of others have a glimpse of what lies ahead for the runway, the
technology that will transform the experience, and how the game will be played next.

WORDS

Kenneth Richard

Photo Credit: Marie Laure Dutel Photo | Nicolas Du Pasquier
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KENNETH RICHARD: Alex, great to catch you before this crazy show schedule,
so much to talk about regarding the changing landscape of shows. But beforehand,
how did you start in this business, to begin with?

ALEXANDRE DE BETAK: I fell in it by chance, very, very young. T had a pas-
sion for photography, I still actually do. I studied photography quite seri-
ously very early. I had my darkroom when I was 12. Then I started working
when I was 15 for Berlitz Guides. I shot for them in the States, in Alaska.

KENNETH RICHARD: That’s unexpected!

ALEXANDRE DE BETAK: Yes, there’s a guide of Alaska with my pictures in
it. That’s over 25 years ago. Then I started taking pictures for various trendy
magazines in Paris and then in Madrid. And to make a long story short, I
met a fashion designer named Sybilla at the end of the ‘8os.

KENNETH RICHARD: She was exquisite, great yomantic.

ALEXANDRE DE BETAK: You remember her? That’s great, most people
today don’t know her. She was amazing. I met her when I was 16 and still
in school. I loved what she did and offered to help, and she called just as I
finished my bachelor at 17.

She was 20, I was 17. There were only three people at that time when it
started. So we improvised to basically make an against-trend brand because
at that time, the late ‘8os, was the beginning of Comme des Garcons and
Yohji Yamamoto; and the end of the ‘8os was Mugler and Montana. And
then you had the romantic ones, like Romeo Gigli and Sybilla. Romeo
Gigli was bigger. That’s how I started.

We shot pictures with Javier Vallhonrat. I took that story and started
working on the image and the communication and then the first shows
for a few years. I had already then opened my first company named already
Bureau Betak. That’s how it started. From there, we put together the store
in Paris — her first store, and it was beautiful. We did an amazing opening
party on March 15, 1991; I remember it like it was yesterday. It was the
end of the Gulf War, and it was the first post-Gulf War party, during Paris
Fashion Week. And then the following day she came to my office and said,
“Alex, I think I need to stop.” She got everything: the cover of Vogue, the
store in Paris, the shows in Milan... ” [throws his hands up]

KENNETH RICHARD: It all downbill from there.

ALEXANDRE DE BETAK: Exactly, the day we opened the store that she had
dreamt of all her life, it was all downhill from there.

So she quit the life of flying every week to Milan for interviews, to
Florence to work in the factory, to Paris, to New York, to Tokyo for the
licensing. That life she was living had to stop. And it did.

And there I was in that post-Gulf War moment, having to figure out what was
next. I grew up in Paris, but I was getting bored there. Most Americans and foreign-
ers had left. That's what happens when there is a recession. Between the recession,
the crisis, the war, everybody was gone. Paris became too French, which wasn’t for
me. So I came to New York, 25 years ago.

KENNETH RICHARD: Any idea what you were going to do?

ALEXANDRE DE BETAK: I was really young when I moved here and I
was like, “I'll start doing that” “That’ didn’t even have a name. So when
I opened Bureau Betak in NY; it didn’t even have a properly determined
function. What I do as a job today didn’t actually really exist. At that time,
most fashion shows were conceived by the designers themselves, like Jean-
Paul Gaultier, Thierry Mugler and Yohji Yamamoto, and also in Milan.
They were usually produced internally by the PR department, or externally
by press offices. So that’s how I started. I improvised, for lack of a better
word. I was just creating a job for myself that didn’t yet really exist.

KENNETH RICHARD: What were some of those early events?

ALEXANDRE DE BETAK: [ did the launch of the first Jean-Paul Gaultier fra-
grance, the one that came in a can with the bottle as a woman’s corset. That
was ‘94, probably. The event was a French food market in Industrias Studio
on Jane Street. It was essentially like a cocktail party but instead of being just
that, it was like a French food market. So youd go to the fish stand and you
would get oysters, or you would go to the cheese stand and get a beautiful
sandwich. And there was RuPaul and Madonna... It was quite insane.

Soon after, I started directing fashion shows in Milan. I did the Prada
shows, the launch show of Miu Miu, which happened in New York. Then
I did the move of Helmut Lang’s show to New York, which changed the
order of the fashion weceks... That was crazy as we did the same season

twice in NY because Helmut decided to be first and moved to show in
New York in September ahead of Europe, and the rest of the New York
designers still showed after Europe... That was the crazy year we did two
different fashion weeks in New York the same season!

KENNETH RICHARD: How many shows do you do a season?

ALEXANDRE DE BETAK: It depends on what you call a season. Between Paris,
New York, London, and Milan . . . we did about 25 shows last RT'W season!

KENNETH RICHARD: And you do some big ones in proprietary spaces. Why do
you think the game has evolved that way?

ALEXANDRE DE BETAK: The industry is bigger. The big brands need
more space, more shows, more people at their shows. Businesses are bigger,
richer and more powerful. So that demand needs more space. And then, in
more space, the more elaborate the show, the more time it takes to put up
and take down, so you can’t share it.

Twenty years ago there were two or three shows a day in the Cour
Carrée du Louvre shared spaces. For the past two years, the Louvre has
been rented exclusively to Dior for the RT'W shows, and we need the
Cour Carrée for over one month exclusively each time, for set-up, show
and strike. So there is no possibility of sharing. We use the entire place.

The shows became larger for obvious reasons, which leads us to another
topic: social media. Originally, fashion shows were strictly for clients, then
also for press, then press expanded to TV, then came the internet, which
already exposed the shows in real time to wider audiences, and then came
social media, which expanded exposure to everyone.

It created the need for the brands to have faster, stronger, wider and
more global impact.

KENNETH RICHARD: I went fyom a localized trade event to a global everything event.

ALEXANDRE DE BETAK: Yes, and it works, in a sense. It really works and
it doesn’t. Part of it works because obviously it’s a way of communicat-
ing brands that have proven successful. The brand’s awareness is growing
bigger and better. The increase of the exposure through social media is
naturally pushing the brand. Not just to be bigger, but to be better, to be
different. There is hopefully more presence in quantity as well as in quality.

KENNETH RICHARD: Which leads us to the big conversation about the system.
How the advent of technology and awareness gets in line with timing and the
consumer. What is your take?

ALEXANDRE DE BETAK: It’s a complex thing. There is no definite answer.
Of course it makes sense today for brands to show to the consumer what
the consumer can buy, IF the consumer can really buy it, and if all trades
align... because the consumer is looking at it. You have so0 to 1,000 people
in a room, that’s trade; and then you have millions who are watching at
the same time, the same thing, with the same quality, at the same level of
precision, something they can’t buy for another six months. So it’s a very
fair point that if one could, one would rather show what one can buy right
away. Some brands like Burberry and Moschino have already tried it in
certain ways, and it seemed to have proven very successful.

If you were to generalize, New York’s Fashion Week is probably the
most commercial and consumer-oriented one of them all. Some brands
think that it’s a shame to spend all that money on press instead of on con-
sumers. I never really agree, because I think that whatever money is spent,
whatever energy and creative efforts are put into shows, is never wasted. It
always goes to the consumer in one way or another.

Today, what has the biggest impact is the world of reality. Reality TV,
more than any world, is, in a way, a consumer world. The world of the
Kardashians represents the consumer world. And that’s what’s had the
most impact on everything, including fashion and fashion shows. Though
I don’t personally share a passion for that, I recognize its power and I
respect it. That power of what is attracting the general consumer is some-
thing we have to deal with, the power of reality.

I still feel that the high fashion world exists because it makes everyone
dream. That is what our jobs are. I see the role of a luxury brand to make
people dream beyond reality and I think that the long-term sustainability
of luxury brands is the dream. The short term is the consumer access. But
too much short term is going to kill the long term. Our job is to balance
the non-accessibility of that dream and luxury, with accessibility.

In concrete terms, when we create a show we create... well, first of all, I
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like to think I never create one show. I participate in the making of a brand
and I usually intend from the beginning to do it successfully and for a long
time. Hopefully! I always enter it thinking, “How we can start a story?
How we can design an identity, a visual identity, an emotional identity
through shows, and how we can make it evolve with time?” I believe we're
building a dream. There has to be emotion and dream in luxury. That’s
what makes the difference between a luxury brand and a more common
and affordable brand, though of course major, more affordable brands also
communicate like luxury brands.

Now, we are in a time that started many years ago with the help of social
media, of what I call ‘reality’ That in a weird way, and thanks to technology,
makes a lot of people dream even more today of luxury. Social media makes
everything accessible and interactive. Not only do you know the news, but you
can interact with them, you can share them in the way you want. The audience
obviously can share what we show them in the way they want and so on.

The good thing for brands is that there will be a mix of it all. It’s about a balance.
Because it’s a big expense, we may take these big fashion shows to be more consum-
er-oriented, which may not make a big difference because they already are.

KENNETH RICHARD: So the show itself?

ALEXANDRE DE BETAK: The show itself doesn’t necessarily change. It will
be where, when and for whom we show that may change. And that’s where
it gets interesting, though complicated for the designers.

KENNETH RICHARD: Do they somehow think it changes what they do?

ALEXANDRE DE BETAK: When your role is to contribute to the making
of a brand and the definition of that brand, you need to do the same job.
I don’t think you should alter the way the brand is or the way you present
it because of whom you present it to. The shows were about presenting to
trade and press for them to translate to consumers. We will still do that,
even though we’re doing it directly for the consumers.

What’s interesting is that for those 2,000 people who travel four times a
year to the major four cities, they always have to be there because they need
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a faster, better look. But now, you can almost get the faster, better look
even if you're not there. Technology is growing so rapidly that very soon
you could have the full experience of a live event even if you aren’t there.
It won't be 100% the same as sitting in the front row, but it will be close.

We're already technologically able to show you the show better than if you
are sitting in the second or third row, because we can do live 360° cameras.
We do 360° already to post on YouTube. Youre probably soon be able to
see 360° on Instagram or whatever social media you choose. We're actually
working on that. We can technologically even give you access to cameras that
you choose yourself, and even zoom in and out or look at the audience, if you
prefer, instead of the models. You could do whatever you want, soon.

Of course it adds to the overall impression if you are there in person, but
do these 2,000 people really all need to be away from their desks four times
ayear for a month? The economics don’t really make sense any more. When
the economy is at its best, it’s fine, but every time there is a recession, there are
less people traveling, there are less people moving, it makes no sense.

Then if you don’t anymore really need to have that group of people all
together live in one space in New York, Paris, Milan, or London, then
maybe you can change the when, you can change the where, and you can
go off the main cities, for the sole purpose of the message, for the purpose
of the creative, for the purpose of the content.

KENNETH RICHARD: So you could do the shows more like what has been hap-
pening with resovt season, anywhere?

ALEXANDRE DE BETAK: Yes, you could go anywhere that you've been
dreaming of going to.

We've been dreaming, myself and others who do the same thing that
I do: the designers and all the creatives involved in fashion shows, about
going somewhere else. We've been struggling for the past 10 years to find
new venues in New York, in Paris, in London and Milan.

Imagine if tomorrow we can start going to the desert, or to any amazing
place in the world, which we started doing a little bit with Cruise and Pre-Fall.

Volume 1

It would be amazing. You need live energy in the room when you do live shows.
But that live energy can come from consumers or a selected amount of people
that translates better live on social media. So instead of 2,000 of the usual sus-
pects at fashion shows, there will be shows with a few of these people only and
many others who have never been to a show and who may be more enthusiastic
about it. They could be consumers or whatever you want to call them, guests.
It’s almost like doing a film because it’s recorded live anyway on a device for the
web, Instagram or whatever social media will come.

The when is another big issue, obviously. The when will be trickier. I
believe that there would be a bit of both. Youd still have the need to show
to trade carly, but maybe in a very small manner. You try to make it very
private. The brands complain that fast retailers copy and all that stuff any-
way. And that may never change, due to cameras in everyone’s hands. It’s
the way the world is. Even if we do a show for ten people, you'll still take
pictures if you want and show them.

What may make sense is for some to show to trade early, in a very small
fashion, spending much less and keeping the big expenditure for the pub-
lic, consumer-oriented image of the brand. Maybe they’ll do both. At least
for the transition period, that’s until the day — that’s another topic which is
a bit outside of my realm, but, there is likely a moment where technology
will help the production of the clothes themselves in a way that they could
be produced quicker...

That could mean that designers just show to the press and control the
distribution. If brands were only selling their own line and they promote
themselves directly to consumers through social media — that’s what some
are looking to do anyway — they probably could show and pre-produce and
be ready to deliver very quickly. That may happen as well very soon. On a
very small scale, that’s what a few are doing today.

Right now I'm very excited by the fact that after so many years of doing
the same thing and essentially using media in the same way for the same
people, that we are growing it to be better. 'm looking deeply into putting
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a lot more technology into our shows so we can actually use technology
and social media together better for all the people who don’t come to the
shows, and start proving to some that they maybe don’t need to come.

KENNETH RICHARD: And like a sports match, perbaps a better experience
through technology?

ALEXANDRE DE BETAK: Yes. We've been playing a lot with 3D, with 360°,
with live activated cams, with all those different technologies. We started with
a few brands like Christian Dior, who could go show in crazy places around the
world because they felt they can create an amazing experience via technology.

I think there will now be more options, less generalities and more excep-
tions. So if everybody moves towards the consumer show trend, there will
still be the opposite of that. There will still be smaller shows, shows with
no cameras, shows at a different time. I think it will open up to more pos-
sibilities, which is what excites me. I think it’s about time to reinvent it
all anyways. There have always been people doing it on the side, like what
we said before, we did it for Helmut when he decided to show earlier in a
different place, and Azzedine Alaia did it all his life.

KENNETH RICHARD: When he was ready.

ALEXANDRE DE BETAK: When he was ready. He’s great. I was always sur-
prised that no one else did that. In fact, he remains today the only one who
showed what he wants, when he wants, when he’s ready.

KENNETH RICHARD: [¢ sounds like you and the industry are ready for some change.

ALEXANDRE DE BETAK: Yes, and for us, in terms of creating images, cre-
ating amazing moments and helping create brands, we’ll hopefully end up
going wherever, whenever, to do whatever. And change the formats as long
as they make sense.

KENNETH RICHARD: Thank you, Alex. Good luck this show season and heres
to seeing you wherever and whenever.

ALEXANDRE DE BETAK: Thanks, Kenneth.
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KENNETH RICHARD: Congrats on the lat-
est round of amazing campaigns and the recent
Balmain video. Weve chatted a few times about
the art of imagery but never about your beginnings.
Houw did you find your way into the industry?

PASCAL DANGIN: I started as a hairstylist,
or actually as a shampoo boy - doing sham-
poos and hair coloring and learning how to
make someone look beautiful. The salon was
a great environment to learn about aesthetics,
taste and psychology. We always say that a
woman tells everything to her hairdresser. So
developed alot of those skills in the early days.
I started at 15 by knocking on the door of a
salon that was looking for an apprentice. I just
went in and said, “I want to be an apprentice.”

KENNETH RICHARD: Where was that?

PASCAL DANGIN: In the 15th district of Paris. I remember walking on the
street and literally just turned my head and saw the sign on the window.
I had dropped out of school and was not really familiar with Paris. It was
very foreign to me — the concrete, the people. I grew up in the country.

I was very good at drawing, so my mother thought that I should go to
an art school to learn. I went to various schools to test to be accepted and
was accepted in some of them, but I just didn’t feel like I wanted to be
drawing bottles and still life. It is not that I had an opinion about it, but
because I didn’t feel like I wanted to be in school. I had a strong reaction
against school. I suppose my childhood did not create a proper foundation
for learning, or at least listening to adults, which had more to do with the
fact that I did not trust adults.

KENNETH RICHARD: But you must have been listening in the salon.

PASCAL DANGIN: The difference is that when you're a fifteen-year-old
straight boy, the only thing you're thinking about is how you are going to

“I DONT SPECIFICALLY
WANTTO BE THE FIRST,

BUT THE FEELING THAT
THERES NO LIMIT HAS
A FEARLESSNESS THAT

COMES WITH THAT AND

SAYS WY NOT?”
I

Alexander Wang Spring 2015 Steven Klein
Balmain Spring 2016 2014 Steven Klein

evolve as a man. It obviously opened an
entire world for me that I had no idea
existed. Pair that with the love of being able
to look at someone and realize that you have
the power to make them feel better about
their image. Because I looked at their face
in the mirror and the mirror, really, was the
genesis of the screen. Images back at that
time didn’t exist on screen. We didn’t have
the computers, watches and iPhones. But
the visual of someone’s reflection, really -
without knowing it at the time — was the
screen for me. And looking at the screen
has always been a fascination of mine. I've
always loved synthetic image in that way.
KENNETH RICHARD: So how didyou transition
from the mirroved screen to the computer screen?
PASCAL DANGIN: After a few years learning the craft of hair cutting and
everything that has to do with biology and chemicals, I realized that there
were fashion magazines that I didn’t know existed. In the salon, I would
go through them and see credits for hairdressers and think, “This is cool,
I would love to do that” They would be on a beach in the Bahamas or on
Mauritius or on a mountain or in Moscow and I thought, “I want to do that,
I want to be there” So the salon quickly became too small of a world for me.
I don’t even know how it happened, but at 18 years old in Paris, I found
myself backstage at a lingerie show. I had arrived with my brushes and
my hair dryers, not knowing what I was stepping into, and when I went
backstage, these gorgeous women were all over the place in lingerie and
I thought to myself, “T really like this job.” [Laughs] I was obviously very
seduced by that world. So one thing led to another as a stylist, and then
Ijoined a team of Jean Louis David. At the time, he was very proficient.
So I found myself very quickly doing runway shows with Yohji Yamamoto
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and suddenly I was flying to Tokyo, and this whole new world opened to me
very quickly. From the time I was 18 until I was 30, my world was hair, hair,
hair, hair; fashion, fashion, fashion; makeup, makeup, makeup; photography,
photography, photography. I really fell in love with photography at that time.

Meanwhile, 'm watching and learning — having not been educated at all
— and I began reading books. Evidently, I didn’t speak any English; so every
morning I went to the cafe with The Herald Tribune under my arm. I had no
idea what I was reading. I thought that word ‘people’ was pronounced pee-o-
ple. [Laughs] I was learning English in my own way so I could communicate.
Because obviously I realized everybody speaks English and models are from
New York and without it you cannot communicate. I watched a lot of mov-
ies and read books and I finally got my way around English.

KENNETH RICHARD: Were there pee-o-ple’who helped you along the way?

PASCAL DANGIN: To teach me? A little bit. But really, most of it was
thinking I need to communicate and I need to speak to people and I need
to learn that. I need to overcome that lack of knowledge — basic knowledge.

KENNETH RICHARD: So you self-taught your way into hairdressing and into
speaking English, as well as finding yourselfin an avant-garde moment with Yohji
Yamamoro. What inspired that curiosity?

PASCAL DANGIN: First of all, the circumstance in which I found myself,
but then also I really started to fall in love with fashion, clothes, and the
magic of transformation. One morning would be this way, the evening
would be that way, and I learned about the various psychological charac-
ters that people are able to create for themselves.

BALMAIN

When you grow up within a normal environment, or I would say exter-
nal environment, there really aren’t games about becoming or projecting
a different personality, you just adapt to the mold in which you grow.
Fashion became theatre. Fashion became a playhouse. ‘How do I become
a seductress? How do I become revolutionary?’ — and at that time, I also
started to learn from the punk movement. Of course I was born in the ‘6os
so I was young, as this was the late “7os and early ‘8os, but it was very close
to punk. I often went to London from Paris, so I learned about what punk
meant — the statement of changing who you are physically to project a
different image. That, to me, was fascinating.

KENNETH RICHARD: Have to fast-forward a little bit as I see that transforma-
tion and risk in your work now. Do you feel the Punk Movement has stayed with
you and influenced you even to today?

PASCAL DANGIN: Although I didnt have a mohawk, I understood social
class, the fabric of society, and why they did what they did at the time. And
I was more fascinated by their heart than their music. Honestly, I never
really dove into the punk music so much. My sensibility in music is very
different, but I did like how they forcefully, and I would say peacefully,
raised their hand and said, “We exist and we want something different.” I
think they broke alot of barriers, and the idea of breaking barriers, pioneer-
ing, being the first, probably has some influence on me in my career. Idon’t
specifically want to be the first, but the feeling that there’s no limit has a
fearlessness that comes with it and says, “Why not?”

KENNETH RICHARD: So /lers talk about that limitlessness, because you
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transitioned from hair to a new technology that began at that time and you were
right there on the forefront. When did you first start to touch the computer?

PASCAL DANGIN: Well, I think I was very geeky. And again, I want to say,
very importantly: I'm like you are, a digital immigrant. I'm not a digital
native. I didn’t grow up with it so T had to learn about it. It’s different today
with kids who swipe and know how to set up an email account by the time
they are five years old. I looked at computers often and I actually learned
with DOS programming — basic DOS programming. Don’t ask me why I
was able to do that, it’s just the curiosity that I have always makes me want
to understand why things happen and the reason for which they happen.
I’m never satisfied by pressing a key and having something happen and not
knowing how it happened.

KENNETH RICHARD: I72 picking up a pattern of tinkering. Youre an explorer
in the process. Does that have to do with being self-tanght?

PASCAL DANGIN: Yes, I think it is part of the decision to pick up The
Herald Tribune and start reading without understanding a word.

KENNETH RICHARD: So you applied that to technology?

PASCAL DANGIN: Yes. I remember I was on vacation in the Bahamas and I
had finally gotten my hands on the new Toshiba laptop that was the first with 256
colors and a program called Paint. An image appeared and the fascination for me

was to see images on the screen, which had a very low-density pixel. It was really
pixilated. I just was fascinated by the fact that you could just click somethingand
change the color of it. I would select the blue of the space around say an astronaut
and I would make it red and be like, “Wow, this is very cool.” I spent my entire
vacation just playing around with this one astronaut picture. I recently went back
to this hotel on vacation and I went into that room and told my kids how this is
where dad started his story.

KENNETH RICHARD: There is a Jack White song about a successful person who
is always striving to get back to that little voom where all their creativity started.
Theres always a little room in everybody’ story.

PASCAL DANGIN: Yes, there’s always a little room. I think that from that
moment on, I never let go of the concept of an image on screen although it
was years later that my fascination for image manipulation, my fascination
for understanding photography, began. Being and talking with photogra-
phers all the time, you start to pick up on things clearly. Even in the early
days, I would always say there’s got to be a better way to do what we do.

KENNETH RICHARD: When did people start coming to you for that better way?

PASCAL DANGIN: One thing we have to remember is photographers at
the time did not have much control over their images the way they do
today. Photographers used to select the pictures, make ‘work prints; and
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make the final print; they would have some hand-retouching touch-up to
do, but it was very limited. What happened is those prints would end up
going to the magazine and things would get manipulated there by the art
directors of the magazine. Cropping, cutting — you name it. Then the pic-
ture would come out 3 months later in the magazine and the photographer
would have no interaction with it. It was very much like, you took the pic-
ture, now we do layout. It was frustrating for the photographers.

So I think what I saw was a white space — I'm a photographer’s lover, I
love those guys, I love what they do, I love their mind, I love their heart,
and as a support to them, my first inclination was to help them control
that process. It was socially, de facto, reversing the industry, if you will, by
saying, “Okay, now the photographers are going to pick the 10 pictures
for the 10-page story,” not 5o, because they do not have the time to do
50, they only have the time to do 8 or 10. I would say, “No, no, you have
to make your choice now, let’s not ‘figure it out later’ — there’s only one
cover, there are only 10 pages, so let’s figure it out now.” I literally bridged
photography and lithography into one link. Of course, reproduction was
a whole different story than photography. And reproduction was at the
end of the process with pre-press people, who didn’t understand photog-
raphy and certainly did not operate under the same rule of actual con-
trast — the word “contrast” in a pre-press

KENNETH RICHARD: Do you know immediately when you look at a photograph?

PASCAL DANGIN: Yeah. 14 milliseconds... because I've done it for hun-
dreds of thousands of hours.

KENNETH RICHARD: And when you started, you did most of it yourself.

PASCAL DANGIN: Not just when I started, but for a very long time. Still,
to this day. The difference now is when I have an idea, I execute it, I create
it, and I don’t need to rely on anyone to do it. And when I have a very par-
ticular idea about what I want — whether it’s in editing or music even, or
how it’s graphically done — I'll do it... I have my dark room still.

KENNETH RICHARD: So [et’ talk about the darkroom business, how did that all evolve?

PASCAL DANGIN: I took a reject negative of a photographer who I was on
set with, and I said, “T think there is something there, I think I have a way
to make prints that are new or different and I'd like to try it, to see what
happens.” So he gave me a negative, and I did what I had to do. But it wasn’t
as fast as all that — for three years before that I had run a factory out of my
apartment doing C-prints, and I had an eye for chemistry and digital and
scanning and you name it. I did this one image for him, and I gave him a
beautiful C-print Fujiflex two weeks later. He asked me, “Where did you do
that? Where did you get that?” I said, “Oh, I just did it because I wanted to
learn and understand.” I never really even thought of it as a ‘business.

I remember him saying, “Oh, I wish I

room has a different meaning than it does C C
to the photography crew.

I eliminated this difference, if you will, and
I fought like crazy in the early years over, “No,
no, you're not getting a print, youre getting
a file” So then I was on the fast track learn-
ing about separations and colors and dots
and ink. I found this Indian guy who had
this really great press and I was printing all
night long, tons of images with him, doing
shot after shot, literally, for months, figuring
out exactly how to achieve this — and, again,
learning. I'was trying to find a better way since
there’s no CMYK in photography. Why were
we working in 4-color? I thought let’s work
in 3-color and convert later. This discussion
would end up being a technical thing, but
forcefully giving control to the photographer.

I think, at the end, the bottom line was really
about that. It gives them the freedom, essen-
tially, to create.

KENNETH RICHARD: Byt when you started, you
didn’t just change the game by empowering the pho-
tographer with the editing process and then the creation and then the selection, but you
also empowered them with the magic to enbhance their photography in a way that could
match their imagination.

PASCAL DANGIN: Yeah.

KENNETH RICHARD: That skill set is unusual and is like the hand of an artist. Did
you always think that hand was there, or did it develop?

PASCAL DANGIN: I think somewhere it has probably always been there. I was
always very sensitive to the placement of objects in a room. I'm very sensitive to
where things should be and it kind of hurts me if T don’t feel like it’s right. I have
this pain, this physical pain if it's too dark, if it shouldn’t be that dark or shouldn’t
be that light or shouldn’t be that red or shouldn’t be that blue or that angle or that
position — if it’s not right — and I have no way to explain it, honestly. But if it’s not
right, it’s not right — it needs to be changed.

Nature is the only thing that I don’t touch. I like nature as it is and I
learn from nature a lot.

KENNETH RICHARD: But you must change nature quite a bit in images.

PASCAL DANGIN: In the work that we do, yes, of course. But like I say, in
general, ’'m inspired by nature and I don’t touch nature to change it. But
I'll cut grass exactly the way I want it to be cut. I'll cut bushes the way I
want them to be cut, too; I'm always surprised as to why others cut bushes
the way they do. For me, it’s always volume, it’s all related to volume and
position and an eye for detail.

REALLY WHAT MATTERS
TODAY IS, HHOW THE
WORLD PERCEIVES A
BRAND, HOW DOES THE
WORLD REACT TO YOUR
BRAND? NO MATTER
WHO THE CUSTOMER, 1
BELIEVE THEYRE STILL
GOING TO APPRECIATE

BEAUTIFUL THINGS. 79 ot require much thinking. 1 sed o be
o
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could do this...” So I did all of the things
he wished he could do. He said, “Could
you do that for the rest of the pictures?”
and I said, “Yeah, it’s going to take me
some time, but..” and I did. He gave me
the story and the negative and I made it
and that’s how it started.

KENNETH RICHARD: When did you
found Box Studios?

PASCAL DANGIN: Soon thereafter. I
think, organically, there were a few more
stories here and there. I obviously had no
money, so I did hair. At that point, I was no
longer interested in Vogue covers or hair
magazine covers or prestigious images, all
I cared about was making money. I would
just go into catalogs, taking a large number
of pictures, which was good pay but did

on set all the time with my own computer,

rebuilding images. So basically I would be
on set during the day and work at night; I
did that for many years, where I just slept
two hours a night and just kept on.

KENNETH RICHARD: [’ interesting that you set up the business early just to
drive the economic engine. You toiled behind the scenes for many years doing that
and then came out front as a creative driver. How did that come about?

PASCAL DANGIN: Well, I think it was gradual. I think it happened for
many reasons. One of which was, that I didn’t think that the quality of
work I was getting was as strong as it could be. I started not liking the pic-
tures. It started to become too generic, it started to lose its intent. I had, of
course, created the addiction — where people would rely on me for taking
care of all their pictures. But what we did on the tail end shouldn’t be at
the expense of the creative process up front. And if the intent isn’t right,
if the ‘let’s fix it later’ approach takes over the process of actually creating
something, then you're never going to have a good photograph. And it’s in
everything — it’s not just what the setting is, it’s the light, the calibration of
the film versus the light, and so on and so forth and everything.

Digital has created this grey area with everyone starting to feel a little bit
like, “Let’s just do it in post.” I didn’t grow up with post; I grew up with,
“Let’s define what it is that we want and let’s build it” And most of the
photographers had it that way as well, but with the economics changing,
there was the ever-increasing pressure for time. You know there are all of
those primary things that just push the envelope to produce content. And
it got to a point where content became king.

People like Fabien and T used to spend hours looking at dots and percentage of ink
trying to determine how we can print better. The craftsmanship of that was great.

So after still, print and bookmaking, I turned to film. I wanted to learn
about movies and I wanted to do a feature film, and there was a great cin-
ematographer who sadly passed away, Harris Savides, who loved my work
as a printer. He asked if I could do a film with him. I did this film called
Restless, which was great, and then suddenly I was in the movie world and
doing movies. And, you know, I could have done that for a long time, but
I paused and thought, “T have spent the last 15 years in the dark, in front of
a small screen. I'm not sure want to spend the next 15 years in the dark in
front of a large screen.” The concept of moving images is amazing, and I'm
in love with the process. But I need to express my ideas, I need to move and
change the paradigm of image creation.

Then Alber Elbaz called me up, because of my book-making knowledge
and various photographic book ideas, and said, “Hey look, I'm trying to
do a book. I'm not seeing anything I like, can you help me?” So I worked
on the book and created this element. We produced this very beautiful
product, for which I did the conceptual work, even the editing. It was the
beginning of creative direction.

KENNETH RICHARD: So, Alber was the first person who took a bet on you, with
regards to being a creative director. What was the follow-up to that?

PASCAL DANGIN: Alexander Wang was definitely a huge fan. Again,
maybe he also wanted something different. I think I had something

Balenciaga Spring 2016 Steven Klein

different to offer since I had a history of image making. I had that knowl-
edge, that craftsmanship.

KENNETH RICHARD: That crafismanship, for me and many others, draws me
into the images and 1 find myself spending more time with them. They are more
thoughtful. How you are creating that experience?

PASCAL DANGIN: Well, if you look at the work, really, they are simple
pictures, there are no tricks or bells and whistles around them. It’s a girl,
sitting, standing, running.

I think it’s the desire to think beforehand about what a client wants.
When my collaboration happens with the designers that I work with, I
want to understand everything about the person and I will have this octo-
pus effect, embedding myself into their world and learning the same way
I've learned everything else, by learning everything that they do. I spend
more time listening to them than I do speaking. I don’t have an agenda,
I've never known ahead of time what I want to say because if you have
something to say, you never listen to what people are telling you, you're
just waiting for the opportunity to say what you have to say. So it’s always
good to just really be in a state of calm and peace. The tricky part is to
determine what it is that they want to achieve. We all know what we don’t
like; it’s easy to define what one does not like. It's much more difficult to
define what you do like until you have seen it. But if I can at least define the
parameters of what you don’t like, chances are, whatever I propose, you will
like. Some sort of basic psychology is involved in this process.
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¢ WHEN MY COLLABORATION HAPPENS
WITH THE DESIGNERS THAT T WORK WITHH,
I WANT TO UNDERSTAND EVERYTHING ABOUT THE PERSON
AND I WILL HAVE THIS OCTOPUS EFFECT
TO EMBED MYSELF INTO THEIR WORLD,
AND LEARN THE SAME WAY I'VE LEARNED EVERY THING ELSE
BY LEARNING EVERYTHING THAT THEY DO,?

Alber Elbaz Lanvin 10th Anniversary Book 2012




¢ ¢ DIGITAL HAS CREATED THIE GREY AREA
WITH EVERYONE STARTING TO FEEL A LITTLE BIT LIKE,
“LETSJUST DOITIN POST.”
AND I DIDNT GROW WITH POST, I GREW UP WITH,
“LETS DEFINE WHAT IT IS THAT WE WANT
ANDLETS BUILDIT” 9

Balmain Fall 2015 Steven Klein
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“I' WAS ALWAYS VERY SENSITIVE TO
THE PLACEMENT OF OBJECTS IN

A ROOM. M VERY SENSITIVE TO
WIHERE THINGS SHOULD BE ANDIT
KIND OF HURTS ME IF I DON'T FEEL
LIKETT'S RIGLT.
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And there’s a desire for modernity, the only thing that’s always there
that’s very important, and I will always bring modernity, which simply just
means that it’s today. It’s not what happened yesterday, and it’s probably
not about the future. I think that the value, the equity that you build for a
brand has to obviously be compounded and assembled.

Really, what matters today is how the world perceives a brand. How does
the world react to your brand? No matter who the customer is, I believe
they’re still going to appreciate beautiful things. According to that logic,
then my kids will like the picture that I do, as much as you do.

KENNETH RICHARD: [ universal.

PASCAL DANGIN: Yes, I see beauty as universal. Dostoyevsky always said,
“Beauty will save the world,” and I really believe that. It’s important to learn
to listen. It’s also important to have the eloquence to be able to explain
what you want to do. Writing is so important, because you need to explain
it on paper or aloud, what it is that you want to do. It’s just being able to
have a raw reaction. But I never ever prepare what I'm about to say.

KENNETH RICHARD: The here and the now. A lot of people think about the

now and worry about whether they are ‘now’ enough, particularly with the tech-
nology that's available. Do you have any thoughts about the ‘now’ as it relates to
technology, or is it just another place to put images?

PASCAL DANGIN: I think the media in terms of the ways we use pictures
is almost non-relevant. It’s kind of our society today; this is how we look at
it. So you adapt or die.

I mean, I love printed material, I love printed paper, but maybe we don’t
want to kill so many trees, alright, fine. But you know a few people will still
like books so, okay, 'm going to make books. It’s whatever is appropriate
for the company. I think CMOs in businesses have trend studies, on which
they probably spent a lot of money. But the truth is, as technology emerges,
you want to embrace it, you want to think about it, you want to make sure
that it’s right for you. You also want to react to it, and if you react — if you're
preemptive about it — then you will be the ahead of the curve. If you're
not, then you can adjust to always being a follower. But if you're a follower,
you're not the leader; and if you're not the leader, people tend not to pay
attention to you. I think now there’s a genuine quality and a genuine story
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that needs to be told, and people are sensitive to that.

KENNETH RICHARD: Regarding your own future, what are you curvently look-
ing forward to doing more of ?

PASCAL DANGIN: [laughs]

KENNETH RICHARD: s the ‘more; right? You keep doing more, but more is
probably not exactly what you're looking forward to.

PASCAL DANGIN: No, ‘more’ is not the word. I always have to love it.

I have a couple of heroes in my life. One is Thomas Jefferson. I think that
his life was amazing in his ideas and his achievements, from writing the
constitution to inventing ciphers and creating wines. He was an architect,
gardener and writer. A renaissance quality is very important. I'm also fasci-
nated with people like Karl Lagerfeld, who is so modern. I'm fascinated by
his ability to do what he does all the time. It’s not about yesterday, and it’s
not about tomorrow, it’s about the now for him.

KENNETH RICHARD: Both are multi-faceted. Karl takes to the lens, too, but
as a photographer. Have you ever picked up the camera to do some of the original
camera work?

PASCAL DANGIN: I've done a few things. But I think my love for photog-
raphy has always been like the separation of church and state. However,
there are times when I have very specific idea in my head and I can’t find
somebody to do it, so I do it myself. And sometimes a client wants me to do
that as well. Directing is more about that. I find directing film more needy
because I have to lay out all the preparation for the film. I like syncing the

film beforehand and building the film beforehand, and then executing.

KENNETH RICHARD: W2 engage with many creators, and something that
has come up repeatedly is the preparation before the shoot as well as the dynamics
during the shoot.

PASCAL DANGIN: My job is to make sure that what was intended actually hap-
pens, while still having the flexibility and the fluidity to say, “Hey, what about
this?” Taking pictures is not problem solving. You do that beforehand,

KENNETH RICHARD: What about family? Far too often I think that the percep-
tion is that family is something that doesn’t happen for all of us.

PASCAL DANGIN: Family is a difficult subject, because family is some-
thing that I never really understood within the circumstance of my child-
hood. Now I have my own family. My wife and children make enormous
sacrifices for me to do what I do. I don’t call myself a workaholic at all. I'm
just passionate about what I do.

KENNETH RICHARD: Do they get to share in that passion and experience?

PASCAL DANGIN: Not enough. I wish I could. I think my first daughter,
who is about to turn 20, can a bit more. She comes here and we often talk
about what it means to build a business, to run your own operation. She
is clearly proud. I love all three of my children equally, but I react to them
differently because I am maybe more mature.

I wish I could have them with me so that they could see, but I much
prefer them to be on the beach, looking at nature, and understanding how
bees fly. I want that for them.

Volume 1

KENNETH RICHARD: How do you describe to them, or other people, what you do?

PASCAL DANGIN: [Laughs] I get that on the plane every other week. It’s
like, “Are you a musician?” I'm usually a musician, a soccer player, or some
sort of artist. Sometimes I get, “Are you a photographer?” but that would
be because they see me with a print ad. I think I have to say I make images.
I don't really have a title, per se. I just love to make images. I called the
company KiDS, because I simply just feel like I am a kid. I'm still ¢his kid
that just wants to learn all the time, every day.

KENNETH RICHARD: Do you find yourself passionate about other curious people?

PASCAL DANGIN: I am interested in anyone who is a creator.

I was doing a movie with Madonna. It was really late, perhaps 3 am.
Everyone in the room was exhausted. Madonna was next to me and she
started singing because she was bored. She has this absolutely beautiful
voice, and somehow, the magic of her voice, and the magic of her mind,
that she’s able to sing something entirely new, a new rhythm, a new melody,
really touched me. I can’t do that. I can do anything else in pictures, but I
cannot do that, and I'm in awe of that. And to her, it’s like, “Oh, yeah yeah”
Because when we think of it as our normality, we don’t look at it as being
extraordinary, and it is very difficult to have an objective appreciation of it.
One thing that looks normal to you may look extraordinary to me.

KENNETH RICHARD: [ can only say that your work looks extraordinary to me.
So grateful for sharing your journey and the ‘now’ with us.

PASCAL DANGIN: You are welcome. Delighted to be of help.

“MADONNA WAS NEXT TO ME AND
SHE STARTED SINGING BECAUSE
SHE WAS BORED. SHE TTAS THIS
ABSOLUTELY BEAUTIFUL VOICE,
AND SOMEHOW, THE MAGIC OF HER
VOICE, AND THE MAGIC OF HER
MIND, THAT SHE'S ABLE TO SING
SOMETHING ENTIRELY NEW, A NEW
RITYTHM, A NEW MELODY - THAT
REALLY TOUCHED ME.TCAN'T DO
THAT. TCAN DO ANYTHING ELSE IN
PICTURES, BUT TCANNOT DO THAT,
AND I'M IN AWE OF THAT.”

Madonna Rebel Ileart Tour Film Fall 2015 Steven Klein
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