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Women’s Entrepreneurship 
in Fashion Design 
during the 20th Century
The Case Study of Teresina 
Negri and GRISINA
Roberto de Paolis
Politecnico di Milano

Umberto de Paolis
Independent Researcher

Keywords
Fashion, Design, Women’s Entrepreneurship, Patents, Underwear.

Abstract
The general theme of this paper is the role of women in the development of busi-
ness systems and in the creation and anticipation of design scenarios through 
invention products and registered models, in the women’s clothing sector, during 
the 20th century. The case we are presenting here to the scientific community 
is the result of an ongoing original and unpublished research study concerning a 
female entrepreneur and creative mind, Teresina Negri (1879-1974). 
During the course of her life, characterised by different forms of creativity, she 
was able, according to the different periods and the socio-economic context, to 
give the most appropriate response to the evolution of customs and behaviors, 
becoming emblematic and a pioneer of a way of positioning the female figure 
towards a proactive society.
In conclusion, the discovery and the research activity about Teresina Negri are 
gathering a multiplicity of documentary sources all over the world, that incorpo-
rate innovative aspects and offer an original contribution to the theme of the role 
of women, in the recent past, in design creations and business history and are 
emblematic of a creative fervour that has been able to combine inventiveness 
and entrepreneurial ability as well as social and economic affirmation.
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Teresina Negri (known as Grisina, the stage name of Teresa 
Maria Margherita Negri; Turin, 28.05.1879 – Principality of 
Monaco, 18.01.1974) is an Italian (naturalised French) dancer, 
entrepreneur, and designer (Fig. 1).
Teresa and her sister Margherita (1880-1936), daughters of a 
carpenter and a factory worker, study to become seamstresses; 
however, they attend ballet classes, which they keep secret from 
their parents. Teresa is particularly gifted in this art, and upon 
being discovered, in 1895, only 16 years old, she runs away from 
home to Rome where she begins her career as a dancer. 
From the theatres of Rome, she moves to those of Naples, and 
then on to France. In 1902, she is employed by the Nice Opera 
House and, from 1905 to 1908, she works at the Monte Carlo 
Theatre as a coryphée.
Between 1908 and 1911, Negri enters Parisian high society 
with a small troupe of dancers led and directed by her, and 
with whom she performs during dinners and private parties. 
A letter1 sent by set designer R. Piot2 to the theatre director J. 
Rouché3 confirms this. In 1911 she performs at the Hébertot 
Theatre under the direction of L. Staats4: already aged thir-
ty-two, this is her first leading role. 

1.	 René Piot, letter to Jacques Rouché, [1911]. Fonds Rouché, Th. des Arts, R8(4), Pièce 15(24), BN-Opera.

2.	 René Piot (Paris, 1863 - ibid. 1934), painter and pupil of the Académie Julian and G. Moreau, was 
the author of great frescoes and sketches for the Gobelin tapestries.

3.	 Jacques Rouché (Lunel, 16.11.1862 - Paris, 9.11.1957) was a French patron, entrepreneur, theatre 
director and film producer. He contributed to the transformation of the French theatre by directing 
the Théâtre des Arts from 1910 to 1913 and, as director of the Paris Opera (1915-45), he gave greater 
impetus and splendour to choreographic activity.

4.	 Léonard Armand Staats (Paris, 26.11.1877 - ibid. 15.02.1952) was a renowned French dancer and 
choreographer, maître de ballet of the Paris Opera from 1908 to 1926, and from 1926 to 1928 the 
leading choreographer at the Roxy Movie Palace in New York.
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Her dances, which combine the classical tradition of the Italian 
school with Isadora Duncan’s experimental forms of expres-
sion, are a huge success, and bring her sudden fame. She is 
then hired by the Opéra-Comique Theatre, where she dances 
between 1912 and 1913, and under the aegis of the choreogra-
pher Mariquita5, she wins the coveted role of danseuse étoile.
At that time, she takes part in conferences on dance with 
Mata Hari and G. Wague6, while in 1913, her choice to desert 
the highly prestigious Opéra-Comique Theatre to play the 
leading role in the Théâtre Marigny’s successful Le Triomphe 
de Bacchus causes quite a stir.

5.	 Marie-Thérèse Gamalery known as Madame Mariquita (c. 1838 - Paris, 5.10.1922) was an inter-
nationally-renowned dancer, choreographer and dance instructor. She was choreographic director 
of the Palais de la Danse during the 1900 Expo, and maîtresse de ballet at the Opéra-Comique in 
Paris from 1898 to 1920. Among her best known students are Liane de Pougy and Bella Otero.

6.	 Georges Wague, at that time Georges Marie Valentin Waag (Paris, 14.1.1874 - Menton, 
17.04.1965) was a French mime actor, pedagogue and silent film actor.

Figure 1. On the left: Teresina Negri, 1912. Source: private collection. On the right: coryphées the 
Monte Carlo Theatre, 1906. Source: Archives Monte Carlo SBM.
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At the same time, she establishes an extensive network of 
public relations and becomes a regular guest at the soirées or-
ganised by the Escholiers, an association of lovers of literary 
and artistic life, who came together in order to produce shows 
and discover new talent, with particular attention to the phe-
nomena of worldliness. 
In 1914, together with the étoile Dithy Darling, she presents 
for the first time in Paris the Furlana or Danse du Pape, an 
ancient form of dance which was given a new lease of life 
when Pope Pius X expressed his preference for it, compared 
to other dances that were popular at that time. The fact that 
Negri immediately puts herself at the service of this fashion, 
conducting precise historical-philological research and with 
the help of one of the most important choreographers of the 
time, the aforementioned Staats, further highlights her artis-
tic and intellectual skills and versatility, as well as her meticu-
lous attention to trends and the product offered. 
In 1914, the Negri-Darling couple is called upon to perform at 
the New Middlesex Theatre in London, and in Manchester in 
the company of the impresario F. Karno7. 
When she returns to Paris in 1915, Teresina Negri takes on the 
role of France in Europe, an allegorical pantomime about the 
First World War, shown at the Alhambra Theatre. Because of 
the themes it deals with, it causes a scandal and is censored. 
This is her final public appearance. 

7.	 Fred Karno, the pseudonym of Frederick John Westcott (Exeter, 26.03.1866 - Lilliput, 17.09.1941) 
was one of the most important theatre producers of his time, and a well-known supporter of great 
talents, including Charlie Chaplin and Stan Laurel.
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2. Professional Transformation from Dance to Fashion Design
When her dazzling career as a dancer ends abruptly, Negri re-
unites with her family, who are still living in Italy. In 1920 she 
returns to Paris where, together with her sister (Margherita 
Negri Aïassa, shirtmaker in Turin), she starts a fashion work-
shop under the pseudonym of Madame Grisina. The business, 
focused on creating and producing lingerie and luxury swim-
wear, is extremely successful in the context of Parisian fash-
ion, often preempting styles and ways of use. Negri is acutely 
aware of the areas of reference of the customs and behaviours 
characterising the emancipation of women of her time. Be-
cause of this, much of the experience she has acquired during 
her dancing career and the skills and expertise she attained 
from her family heritage are poured, as potential data relat-
ing to an entrepreneurial project, into her decision to launch 
her own brand of women’s underwear.
Her entrepreneurial activity is characterised by craftsman-
ship, attention to detail, innovative use of materials, ease of 
use and attention to ergonomic requirements and practicality, 
combined with elegance and measured, basic shapes. The 
original and revolutionary designs come from an in-depth 
knowledge of practical needs partly resulting from Negri’s 
experience in dance and spark demand in several countries 
(France, USA, Algeria, Vietnam, Switzerland, Cuba).
In her creative entrepreneurial activity, which continues without 
interruption until 1961, Negri dedicates herself – as we will see 
later – to an intense patent production, protecting the fruit of her 
ingenuity. In addition to taking care of the product throughout 
the entire cycle of conception, design and consumption, Negri 
personally supervises its distribution to her own boutiques and 
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through a very wide and precise advertising effort, using ap-
propriate and innovative communication tools: radio advertise-
ments, ads in newspapers and magazines and art photography.

3. Creation of a Brand Identity
Although Negri never created a real monogram with which to 
personalise her garments (as, for example, Jean Patou was the 
first to do, by affixing to her creations the monogram made 
up of the initials JP and as Coco Chanel also later did), the 
brand GRISINA was born with disarming simplicity from the 
acronym composed of one syllable from the surname Negri, 
and two from the name Teresina. This is a very strong stamp 
of identity, behind which the inventor both hides and reveals 
herself at the same time. Grisina is not just a product, but a 
person: Madame Grisina, the creator. And it is no coincidence 
that, at the time of putting together her identity documents, in 
order to acquire French citizenship, the entrepreneur makes 
the choice to officially register as Teresa Maria, known as 
Grisina, Negri. GRISINA is also an international brand, offi-
cially registered in Bern on January 10, 1935 and related to the 
“manufacture of brassieres, girdles, belts, swimsuits and wom-
en’s clothing in general, which are worn under clothes”8.

4. Identification of a Target Audience and Characterisation 
of a Niche in the Reference Product Sector
The target audience identified is a type of emancipated woman, 
who is in step with the times, cultured and uninhibited; who 

8.	  From Costituzione Società Anonima Italiana “Grisina”, notarially designed by Notaio Dott. Cav. 
Erminio Martelli, in Milan, 27.05.1936, rep. n° 761, arch. 549. 
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follows the evolution of current trends and uses clothing as a 
visual code of belonging.
During the First World War, with men occupied at the front, 
women of all social classes begin to feel the need for simpler 
and more practical clothes that allow freedom of movement 
and let them lead much more dynamic lives than before. With 
this in mind, we cannot fail to mention the role of Paul Poiret 
who, even before the Great War, had freed women from the 
constraint of corsets.
Aided by the influences provoked by cinema and the freedom 
of styles deriving from musical rhythms such as the fox-trot, 
jazz and the charleston, the process of women’s liberation 
from the 19th century constraints of bodices, girdles and 
skirts made with whale bones is now underway.

The ways of dressing and the history of underwear follow, in 
parallel, that of women’s liberation and, as described by C. 
Saint-Laurent (1986, pp. 85-101), are based on three categories 
of interpretative investigation of the phenomenon: the sleep-
ing women (the sophisticated relationship between the woman 
and her clothes); the bathers (rites and myths linked to the 
joyful exercise of rediscovered bathing: think, for all of them, 
of the Côte d’Azur Riviera and the literary and imaginative 
repercussions of D.H. Lawrence, or those of the artistic depic-
tions of bathers by A. Renoir onwards); the dancers (who went 
from knee-length trousers to short skirts and tutus, and then 
moved on to feather-light fabrics which, wrapping the danc-
er’s body, wrapped it in flickers).
Therefore, in each of these categories of investigation, Teres-
ina Negri was able to contribute her inventions.
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5. Design and Development of New Products and Patenting 
of Inventions at an International Level
Being aware of the value of her work and the innovations of 
her designs for women’s underwear, since 1920 Negri is fully 
committed to an intense patent activity in the battle against im-
itations. She organises a legal protection structure that makes 
use of notaries and lawyers, and files registrations with patent 
offices in France, Italy, UK, Canada, the USA, and Cuba, in 
order to defend the artistic and technological property of the 
registered models, from which there is a great attention and 
care of the executive detail and descriptive precision of the 
components and their assembly. 
Studies have made it possible to recover the complete doc-
umentation of most of these international patents, with the 
exception of those filed in Italy from 1934 to 1938, due to the 
temporary closure of the State Archives buildings in Rome, 
where they are kept.
The descriptions accompanying patent applications are strik-
ing due to the topicality and rigorous precision of the techni-
cal language used and contain not only detailed illustrations 
of the construction methods but also statements regarding the 
advantages and usefulness of the new solutions. 
It is interesting to consider how the creative intuitions that 
lead Negri to process these patents are signs of an extraor-
dinary ability to understand practical issues and aesthetic 
needs, often predicting future scenarios, assisted by great 
inventiveness and a profound foresight, whose trajectories of 
innovation have lasted until the present day. 
These merits are evidenced by the fact that one of her bra mod-
els is exhibited in the Rijksmuseum in Amsterdam (Fig. 2). 

W
o

m
e

n
's

 E
n

tr
e

p
re

n
e

u
rs

h
ip

 in
 F

a
sh

io
n

 D
e

si
g

n
 d

u
ri

n
g

 t
h

e
 2

0
th

 C
e

n
tu

ry
  b

y 
d

e 
P

ao
lis

 &
 d

e 
P

ao
lis



PAD   Pages on Arts and Design   #18

0
9

3

The caption accompanying the item reads: 

In the late 1920s and the 1930s, many evening dresses had low-cut-

backs, revealing a so-called back décolletage. The design of this 

brassiere accommodates this style: the straps can be wound around 

the body, leaving the back bare. The model is called ‘Le Grisina 

Invisible’ (The Invisible Grisina), because the flesh-coloured tulle 

was practically invisible when the bra was worn. 

Let us take a closer look at some of these models of invention.

5.1. Soutien-gorge
The first patent application for this bra model is filed by the 
entrepreneur in Paris on February 14, 1920 and its object is: 

un soutien-gorge remarquable notamment par ce fait qu’il per-

met de maintenir correctement les seins, grâce à la constitution 

appropriée dudit soutien-gorge qui oblige les seins à se mouler 
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Figure 2. Brassiere with a Low-Cut Back, Grisina, c. 1926 - c. 1932. Rijksmuseum, Amsterdam. 
Source: http://hdl.handle.net/10934/RM0001.COLLECT.15665.
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respectivement dans chacune des deux poches qu’il forme et cela 

sans le secours d’aucune baleinage ni d’aucune bande de renforce-

ment, mais simplement par l’assemblage par couture rabattue et 

piquée, de trois pièces de tissu convenablement coupées composant 

chacune des moitiés du soutien-gorge symétriques par rapport au 

milieu de la poitrine9. (Fig. 3)

9.	 “Its object is a brassiere worthy of note, above due to the fact that it allows the breasts to be sup-
ported correctly, thanks to the appropriate construction of the bra, which forces the breasts to mould 
themselves to the two bra cups, and this without the aid of any ribbing or reinforcement band, but 
simply because of the assembly with folded and sewn seams, of three pieces of fabric appropriately 
cut to form each of the halves of the bra symmetrical in relation to the centre of the breast”, from 
Résumé, in Brevet d’Invention, section XVI (Habillement), part 1 (Mercerie, ganterie, lingerie, fleurs et 
plumes, corsets, épingles), no. 510.063, 14.02.1920, p. 2. 
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Figure 3. On the left: Teresina Negri, drawings from patent, Paris, 1920. On the right: Grisina ad-
vertisement, Comoedia Illustré, 1920. Source: gallica.bnf.fr / BnF.
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The radical and unprecedented design of the bra, as J. Far-
rell-Beck and C. Gau observe, “had contouring seams similar to 
those of 1960s bras”10, makes the brand an immediate success.

5.2. Masque pour le Repos du Visage
Negri’s inventiveness, together with her ability to capture and 
satisfy the most diverse female desires and needs that fashion 
is maintaining, such as body care and remedies against im-
perfections, is also manifested in a model that is included in 
the product sector Chirurgie, médecine, hygiène, salubrité, 
sécurité. Gymnastique, hydrothérapie, natation. It is a mask 
for resting the face, patented on October 9, 1924 (Fig. 4), that 

grâce à sa forme particulière, moule d’une façon parfaite le visage 

en s’appliquant sur toutes ses parties, permettant ainsi de faire 

disparaitre les bajoues, double mentons, bouffissures et rides et 

permettant également l’application d’onguents, crèmes, etc. Ce 

masque est destiné à remplacer les articles en caoutchouc dits 

hygiéniques, lesquels sont plus ou moins efficaces et vont à l’en-

contre du but recherché en ramollissant les muscles du visage, en 

ternissant la peau par l’excès de transpiration qu’ils provoquent 

tout en fatiguant inutilement.11

10.	 Farrell-Beck, J. & Gau, C. (2002). Uplift: The Bra in America. Philadelphia: University of Penn-
sylvania Press, p. 54.

11.	 “Thanks to its particular shape, it perfectly shapes the face as it is applied to all its parts, thus 
eliminating sagging cheekbones, double chin, swelling and wrinkles, and also allowing the appli-
cation of ointments, creams, etc.”. This mask is intended to replace the so-called hygienic articles 
made from latex, which are more or less effective and go against the desired objective, softening the 
muscles of the face, dulling the skin due to the excess sweat they cause, and tiring it unnecessarily”, 
from Brevet d’Invention, section XIX (Chirurgie, médicine, hygiène, salubrité, sécurité), part 3 (Gym-
nastique, hydrothérapie, natation) n° 587.083, 09.10.1924, p. 1. 
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Figure 4. Teresina Negri, drawings from patent, Paris, 1924.
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5.3. Nouveau Maillot de Bain pour Dames
On March 24, 1932, a ladies’ swimsuit is patented, available 
in two variants. The first is a costume consisting of an upper 
part, the edges of which draw two curved and convex lines 
upwards, arranged symmetrically, and at the top of which are 
attached elastic laces, and two trapezoidal side and back piec-
es, fixed laterally along the edges of the front upper part and 
featuring, at the ends, devices to fasten them to each other. 
This solution therefore allows a double fastening of the cos-
tume. Furthermore, in this version, the garment can also be 
found “ajouré, grâce à des effets de dentelles, broderie, tulle 
ou analogues, sur tout ou partie de sa surface, de manière à 
permettre le passage de rayons du soleil tout en dissimulant 
les formes et en protégeant l’épiderme”12 (Fig. 5). The second 
solution is made from a single piece of fabric, cut in its upper 
part symmetrically with respect to the longitudinal axis, and 
along a line such that the front part, at the top, forms the two 
cups which are to contain and shape the breasts. A common 
feature of the two versions is undoubtedly to give rise to “deux 
poches qui, au lieu d’aplatir les seins, les contournent, en les 
moulant et en les maintenant, sans faire pression sur eux”.13 
Once again, Grisina’s product not only meets practical needs, 
improving the body’s silhouette and protecting it from overex-
posure to sunlight, but also those of an aesthetic nature, in the 
attention to detail of the design and materials chosen. 

12.	 “Perforated, thanks to the effects of lace, embroidery, tulle or similar, on all or part of its 
surface, so as to allow the sun’s rays to pass through, while concealing the shape and protecting the 
epidermis”, by Résumé, in Brevet d’Invention, no. 734.167, 24.03.1932, p. 1. 

13.	 “Two pockets that, instead of flattening the breasts, surround them, shaping and supporting them, 
without putting pressure on them”, by Résumé, in Brevet d’Invention, no. 734.168, 24.03.1932, p. 3. 
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This is in line with the most fashionable trends of the time, 
such as the fascination with tanning, which, after having been 
associated for centuries with the less well-off social classes 
and therefore far from common taste, just at the beginning of 
the 1930s, had acquired popularity due to Chanel.
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Figure 5. On the left: Teresina Negri, drawings from patent, Paris, 1932. On the right: article about 
the Grisina swimwear, L’Intransigeant, 1932. Source: gallica.bnf.fr / BnF.
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Figure 6. In the upper part: Teresina Negri, drawings from patent, Paris, 1934. In the bottom part: 
Grisina advertisement, Vogue Paris, 1935. Source: gallica.bnf.fr / BnF. 
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5.4. Sous-Vêtement pour Dames
On March 24, 1934, Negri files a patent for an elasticated un-
dergarment consisting of a bra, girdle and culotte (Fig. 6). The 
culotte gives rise to the use of garters and is able to replace the 
corset, while the bra can be sewn or independent, and if nec-
essary buttoned to the girdle. The undergarment is therefore 
intended to improve and slim down the female form, and, since 
it is designed to be made of elastic fabric, to shape and support 
the breasts in their natural position. But that’s not all: one of 
the most interesting innovations undoubtedly lies in the fact 
that, unlike other similar garments which were widespread at 
that time, this, which forms a single garment, given the struc-
tural continuity, eliminates the need to layer several individual 
items, whose edges would generally overlap, thus giving rise to 
unsightly folds and marks underneath the clothes.

6. Coverage of the Various Markets on an International Level
During the 1920’s, Grisina’s merchandise begins to garner in-
terest from the national and international markets, and we have 
seen this in the main shopping centres in Algeria, Switzerland, 
Vietnam, Cuba and the USA: Saks Fifth Avenue, Macy’s and 
Stern Brothers in New York, Saks Fifth Avenue in Miami Beach, 
Sax-Kay in Detroit, The May Co. in Los Angeles.
In particular, the demand for lingerie from American retailers 
increases to such an extent that it is likely to exceed the limits 
of the tailor’s shop production capabilities, which still retains 
the characteristics of artisan production, and this gives rise to 
numerous cases of counterfeiting. In May 1929, on magazine 
Women’s Wear, Negri announces that, as of October of the 
same year, “she no longer has a representative in the United 
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States. Brassieres of this type not coming direct from Madame 
GRISINA in PARIS are copies and do not give the correct line 
to the feminine figure”. Nevertheless, Grisina’s garments are 
present in the U.S. market at least until the mid-1930s.

7. Visual and Advertising Communication
Teresina Negri begins sustained visual communication cam-
paigns to promote the brand’s mission and contents, also with 
reference to the use of tools and methods typical of profession-
al or art photography and, with these tools, she implements a 
wide penetration in the sector’s advertising, also at an interna-
tional level. In addition to a widespread presence in the main 
trade magazines and prominent newspapers, there are extensive 
editorials to promote and document the quality of her creations 
in fashion and entertainment magazines of the time, such as 
Le Théâtre, Fémina, Les Modes de la Femme de France, etc. 
We saw how the first result of Negri’s ingenuity is a bra, which 
is revolutionary both in its design and its practical input. A few 
months after its launch on the market, it is praised in the maga-
zine Comoedia Illustré, as follows:

C’est moins que rien! Un morceau de tulle: mais coupé et cousu de 

telle sorte qu’il s’enroule et s’adapte à la gorge comme une double 

coupe arachnéenne. Sa trasparence laisse voir la délicatesse de la 

peau, et malgré sa finesse, ce léger maintien conserve et retient la 

gorge sans la déplacer. Quel avantage pour la danse ou le sport!14.

14.	 “It’s less than nothing! A piece of tulle: but cut and sewn in such a way as to envelop and fit the 
breast like a spider’s web double cut. Being transparent, you see the delicacy of the skin, and despite 
its fineness, this light support supports and holds the breast without moving it. What an advantage 
for dance and sport!”, from Mon Carnet, in Comoedia Illustré, VII, n° 6, 15.04.1920, p. 296.

W
o

m
e

n
's

 E
n

tr
e

p
re

n
e

u
rs

h
ip

 in
 F

a
sh

io
n

 D
e

si
g

n
 d

u
ri

n
g

 t
h

e
 2

0
th

 C
e

n
tu

ry
  b

y 
d

e 
P

ao
lis

 &
 d

e 
P

ao
lis



PAD   Pages on Arts and Design   #18

10
2

As can be inferred from this first journalistic review, the 
product is aimed, though without any preclusion for everyday 
and social use, at dance and sports activities, undoubtedly 
due to the creator’s previous artistic experience. 
And so the bra is also advertised in programs and flyers of 
the major Parisian theatres, such as the Théâtre des Champs-
Élysées and the Théâtre Sarah-Bernhardt.

From the ‘30s, Negri begins sustained visual communication 
campaign through advertisements made using artistic and 
original photographs, taken by photographers such as G.L. 
Manuel Frères, H. Clarke (Fig. 7) and G. Saad (Fig. 8). 
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Figure 7. On the left: Henry Clarke, Grisina bra, 1949. On the right: Studio Saad, Grisina corset, 
“L’Officiel de la Mode”, n° 357/358. Source: private collection.
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Figure 8. On the left: Georges Saad, Grisina swimwear, 1953. On the right: Teddy Piaz, Grisina 
swimwear, 1955. Source: private collection.

Figure 9. On the left: Teresina Negri, drawings from patent, Paris, 1932. On the right: Grisina adver-
tisement, La saison de Cannes, 1932. Source: gallica.bnf.fr / BnF.
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The extensive advertising campaign that, in 1932, accompa-
nies the opening of the GRISINA boutique on the Croisette, 
in Cannes, the city of cinema, is emblematic; it is character-
ised by specially designed advertising, with a fascinating and 
evocative design typical of cinematic dynamism, and stars the 
Hollywood actress Jeanne Helbling (Fig. 9).
A great deal of interested is sparked by the innovative prod-
ucts in the sector’s publicity, and which also interests some 
of the main newspapers, both journalistic and fashion, on an 
international level: Le Gaulois, Excelsior, New York Sun, Chi-
cago Tribune, L’Officiel de la Couture et de la Mode, L’Art et la 
Mode, Vogue Paris, Vogue USA, etc. (Fig. 10).
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Figure 10. On the left: Women’s wear daily, 1949. On the right: L’Art et la Mode, 1947. Source: private 
collection.
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Administration
Although Negri’s activity initially takes place at home in her 
apartment, in 1923, in response to the growth in demand for 
garments on a national and international scale, the entrepre-
neur expands her production and distribution spaces, renting 
a boutique with a workshop on the upper floor, in the very 
centrally-located Rue d’Alger, near Place Vendôme, the Pa-
risian fashion district par excellence. A second sales space is 
opened in 1932 in Cannes. Although the Cannes experience 
lasts only two years – probably as a result of the worsening 
health of Teresina’s sister who is admitted to the Sanatori-
um in nearby Vence in 1933 – it bolsters Grisina’s fame and 
prestige. In 1935, in a symbol of the continuous commercial 
expansion of the business, a corporate nucleus of Grisina is 
established, along with the consequent opening of a new Ital-
ian store in Piazza Santa Maria Beltrade, near Piazza Duomo, 
in Milan, the productive hub of the Italian market and a major 
international metropolis. 
In 1941, when Negri acquires French citizenship, and with the 
advent of the Second World War, all her assets and property 
in Italy – including the Company – are confiscated. Howev-
er, this doesn’t slow down the economic growth of Grisina, 
which the entrepreneur has meanwhile (in 1939) converted 
into a new corporate structure in Paris, whose partners in-
cludes bank officials, publicists and prominent members of 
the Parisian fashion scene. The articles of association of the 
Grisina Company are carefully drafted, and give full powers 
to Negri, who assumes the role of sole director and then presi-
dent and general manager.
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is the prenuptial agreement of 1938, signed together with her 
husband Henri Espirac. 
It is drawn up in such a way as to guarantee her total inde-
pendence in asset management, in a regime of separation of 
assets, and full freedom of choice in the conjugal context. It 
has also been possible to trace, through extensive documenta-
tion, the turnover of the boutique between 1937 and 1938, with 
figures of 1,034,125.60 Fr (discounted figure € 609,063.72) 
and 1,257,355.18 Fr (discounted figure € 665,969.11), numbers 
showing obvious growth, and surprising considering the sin-
gle homemade style production unit. 
The business, which is always run by Teresina Negri, despite 
her aged, ceases to trade in 1961, when faces with the frenetic 
and pressing pace of industrial production to which Grisina, 
which has developed into a niche product sector, offering a 
largely tailor-made manufacturing service, is unable to align 
itself. Negri, as if wishing to take the brand identity with her 
forever, doesn’t give in, but rather prefers to permanently 
close the Company. 

However, a few years later, several local and national entre-
preneurs in France attempts – albeit in vain – to ride on the 
successful wake left by Negri, by filing new patents and trade-
marks in the name of Grisina.
Lastly, research carried out at the French Land Registry 
showed that the entrepreneur has invested a large part of 
Grisina’s income in luxury real estate, from which she has 
managed to obtain a considerable financial return: a castle in 
Saint-Tropez, several apartments in Paris and in Saint-Raph-
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which is to be her last residence.
In 1939, Teresina marries the French baritone and bibliophile 
Henri Espirac (1890-1950) in Monte Carlo, and thus obtains 
French citizenship, ensuring that her assets are intact in antic-
ipation of the Second World War. 
After spending her last years between Paris, Saint-Tropez and 
Geneva, the businesswoman moves permanently to her villa 
in Monaco, where she dies at the age of 94.
She is buried in France, in the cemetery of Cap-d’Ail.

9. Conclusions
At the end of this story, of almost legendary character, based 
on just a few available documents and despite the obstacles to 
the reconstruction of a complex biography, we can draw some 
fundamental considerations on the real reasons that pushed 
the daughter of a carpenter and a factory worker to embark 
on such a dazzling, industrious and successful career in the 
various fields in which she operated. In the first place, we feel 
a reason lies in the redemption from a condition of misery, 
reached through huge sacrifices, including the move away 
from home and from her parents in late 19th century Turin in 
order to expatriate to France and UK, at that time more mod-
ern countries boasting societies more open than Italy to the 
unprejudiced acceptance of women’s contribution beyond the 
artistic field, in politics, economics and social activism, let-
ting them occupy without inhibitions roles and prerogatives in 
an anti-traditional sense not subordinate to male hegemony. 
Let us not forget that, historically, feminism had its roots pre-
cisely in France, during the late Enlightenment, developing 
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lis further in the last two decades of the 19th century and extend-

ing therefore to Great Britain and the US. We can accordingly 
presume that underlying the radically innovative and pio-
neering approach of Teresina Negri, especially in her role as 
designer, was a precise strategy of exploiting the favourable 
historical and social conditions for re-evaluating women’s po-
sition in those very countries where it was easier to get objec-
tive validations and acknowledgments, not least among them 
those of economic and financial advantage, and penetrate 
fields usually reserved for the traditional patriarchal society. 
Secondly, another reason might be sought in the personali-
ties Teresina was coming into contact with by virtue of her 
career as a dancer. In the current state of researches, which 
are still going on, we do not know much about the encounters 
that might have influenced the reasons for her success, but, 
undoubtedly, having frequented the cosmopolitan elite envi-
ronments of culture, theatre, show business and fashion might 
have developed in her an aptitude for detecting the signs of 
novel tendencies that she translated into her designs. Teresina 
certainly paid the price for professional success by finding 
sentimental fulfilment at an advanced age, marrying the per-
son who was then going to be her husband until his death and 
choosing in marriage, too, an artist and an intellectual.
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the head of MADEC, the Research Centre of Material Design Culture in the Department of Design. Her researches are mainly 
focused on design-driven innovation, design for materials (advanced and smart materials), news technologies integration 
in product and interior design, Future Design Scenarios. With her research, she has made a significant contribution to 
methodologies of Design for Materials and historiographical work. Moreover, she deals other research topic like the design 
in Mediterranean countries, gender issues in design and Design History. Co-founder of PAD. Pages on Arts & Design journal, 
since 2011 she has been the PAD editor in chief. Since 2015 to 2017 she has been a member of ADI's executive board, and 
currently coordinates the technical-scientific committee for long-life professional training of design professionals. Since 
2019 she has been a member of the executive committee of AIS/Design. Storia e Ricerche scientific journal. Authors of more 
the 140 scientific publications, she is a member of scientific committee in international conferences, reviewer for internation-
al scientific journals, and research evaluator for academic research application in NL and PT.
marinella.ferrara@polimi.it
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PhD, Architect, she is Researcher in Design at the Dipartimento di Architettura of the University of Florence (DIDA-UNIFI). 
Since 1991 she works on the issues related to Sustainable Local Development and the social implications of the project 
starting from the Cultural Heritage. For over 20 years she worked in projects in Ethiopia, Algeria, Tunisia, Morocco, Yemen, 
Jordan, Haiti, with the most important national and international donors WHC - UNESCO, UNCCD, World Bank, European 
Commission, WMF, AICS… Since 2011 she has been collaborating with the DIDA UNIFI especially in projects around Magh-
reb countries and in the social field promoting Social Design projects and workshops using co-design methodologies. She 
is professor of Service Deisgn at DIDA UNIFI, professor of Design for Cultural Heritage in the License Course in DesignS 
at Ecole Euro-Méditerranéen d’Architecture Design et Urbanisme de l’Université Euro-Méditerranéene de Fès EMADU – 
UEMF in Morocco and visiting professor in some universities in Mediterranean countries.
debora.giorgi@unifi.it

Melanie Levick-Parkin 
Dr. Melanie Levick-Parkin’s research is focused on visual communication and design & making practices in relation to 
intangible cultural heritage, heritage and archaeology, framed by Design Anthropological approaches. Most of her work 
is about the agency of visual and material language and informed by a feminist lens. She is particularly interested in 
how gender manifests in/ affects how meaning is made within the public sphere, both materially and visually and how 
power circumscribes who is able to make meaning and give form in different spheres. She is currently the MFA Design 
Programme leader at the Sheffield Institute of Arts, Sheffield Hallam University, and also supervises doctoral candidates 
across Art & Design and for the Research England funded, Lab4living 100 Year Life Project.
m.levick-parkin@shu.ac.uk

Vittorio Linfante
Art Director and Professor of Fashion Design, Branding, Communication Design, Curation at the Politecnico di Milano, 
University of Bologna, Poli.design and Milan Fashion Institute. Curator –with Paola Bertola – of the exhibition Il Nuovo 
Vocabolario della Moda italiana, Triennale di Milano (November 2015–March 2016).
vittorio.linfante@polimi.it

Cathy Lockhart
Cathy has a PhD in Design and a Graduate Certificate in Higher Education. She has undertaken course and program 
leadership roles within the Faculty of Design, Architecture & Building at the University of Technology Sydney, Australia, 
including Industrial Design, Interdisciplinary Studies and Product Design. She has overseen program reaccreditations and 
renewals to address the global readiness of graduates. Her role as senior lecturer concentrates on introducing design pro-
cess and methods for first year students; and facilitating industry projects to assist senior students in the transition from 
education to practice. Cathy worked for many years as a professional designer including her own consultancy business 
and she is a Member of the Design Institute of Australia. Her research explores the gender mix of the student population 
in industrial/product design education. In particular, she is interested in the educational experience for students and their 
transition into the profession.
cathy.lockhart@uts.edu.au

Maria Cecilia Loschiavo dos Santos
Philosopher and Full Professor of Design at Faculdade de Arquitetura e Urbanismo da Universidade de São Paulo (FAU-
USP), Brazil. She coordinates the Workshop of Social Design at the Institute of Advanced Studies (IEA-USP). Her work 
encompasses Brazilian design, discarded products, design, homelessness and recyclable material collectors. 
closchia@usp.br

Virginia Marano
Virginia Marano obtained a Master’s degree in Contemporary Art History at the University of Siena. She is currently in her 
second year of her PhD at the University of Zurich under the supervision of Prof. Dr. Tristan Weddigen. Her studies are 
funded by the Swiss Government Excellence Scholarship (ESKAS). Her dissertation topic is on Alberto Giacometti and the 
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Artipelag (2018, Stockholm) and is a committee member of the Fondazione Centro Giacometti in Stampa.  
maranovirginia@gmail.com

Anna Mazzanti
Assistant Professor in History of Contemporary Art, at Politecnico of Milano –Department of Design. PhD (Venice) and 
research fellow (Siena, 2000-2011) her specific fields of research circulate around the XIX to XXI centuries artistic culture, 
as well exhibitions and relationship between art and design. She has curated various exhibitions including: Mondi a 
Milano. Culture ed esposizioni 1874-1950 (Milano, 2015) when she worked about the “thread designers” (Papini, 1923) 
between the two wars. She studied and wrote about Anita Pittoni, Rosa Menni Giolli, Marcello Nizzoli. She is responsible 
since 2017 for the group of research D.E.SY (Designing Enhancement Strategies and Exhibit SYstems for the Italian House 
Museums and Studios) at the Politecnico of Milano.
anna.mazzanti@polimi.it

Marianne McAra 
Dr Marianne McAra (PhD, MDES, BA, PG Cert) is the Creative Engagement Research Fellow at the Innovation School at 
The Glasgow School of Art and works in the areas of youth engagement and creative education. Her research practice is 
underpinned by human-centred and Participatory Design approaches, with an interest in experimental methods and an 
expertise working in ethically sensitive research contexts. Marianne teaches and supervises on the Master of Research 
and Doctoral programmes at GSA.
m.mcara@gsa.ac.uk

Lynn-Sayers McHattie  
Professor Lynn-Sayers McHattie (PhD, MBA, BA, PG Cert, FRSA) is Programme Director for Research at the Innovation 
School at The Glasgow School of Art. Lynn’s research foregrounds questions around “crafting futures” in the creative 
economy. Her research explores craft and textile practices that connect to the indigenous landscape and culture of island 
communities and the role innovation can play in socio-cultural. She works extensively in the Highlands & Islands of Scot-
land and S.E. Asia. Lynn is involved in supervising doctoral and M.Res. students whose interdisciplinary inquiries blur the 
boundaries between addressing contextually located social and cultural challenges and design innovation practice.
l.mchattie@gsa.ac.uk

Tiziana Menegazzo 
Artist and teacher. She lives and works in Turin. She trained in Florence where she graduated in painting at the Academy 
of Fine Arts followed by a master's degree in Modern Literature, with a thesis in visual anthropology on photography as a 
mode of self construction. She is currently completing a master's degree in Cultural Anthropology and Ethnology. Always 
interested in the contamination between different artistic languages, she alternates projects of participatory art, with a 
particular attention to the female condition, investigated through photography, narration and performance, to a research 
with an intimate and dreamlike character. She develops her artistic research in the field of gender studies and visual 
anthropology.
tizianamenegazzo.65@gmail.com

Alfonso Morone
Associate Professor in Industrial Design, at the University of Naples “Federico II” Department of Architecture. Scholarship 
visiting student at Ecole Nationale Superieure de Creation Industrielle “Les Ateliers” of Paris. He was selected for the 20th 
“Compasso d’Oro” award, for the section Theoretical Researches and Design Studies, and he gained the Eco_Luoghi 
2013 Contest launched by the Italian Environmental Ministry. His research, supported by many essays and writings, is 
especially concerned with Nature Based Solutions for devices able to face air pollution using natural systems through a 
combination of plants, phytoremediation mechanisms and bio-filters containing bio-absorbent nanomaterials and in the 
historical relationship between local manufacturing systems and industrial design. He is leading, as Principal Investigator, 
the AURA: industrial research and experimental development project for designing a new generation of green & smart 
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dell’Innovazione. Gli arredi del Palazzo delle Poste di Napoli 1936, published by LetteraVentidue, Siracusa.
alfonso.morone@unina.it

Susanna Parlato
Architect and PhD student in design at Sapienza University of Rome. Received the bachelor’s degree in Architecture at the 
Federico II University of Naples (2013) and the master’s degree in Architecture for sustainable project at Politecnico di Torino 
(2016). Since 2017 she has been active within the Architecture Department of Federico II University of Naples being design 
teaching assistant, exam and degree committee member. She has been a research fellow at the CESMA of the Federico II 
University (2018-2019). From 2018 she started a collaboration with the Fondazione San Gennaro, an organization that pro-
mote social innovation, as a member of the ReMade lab research team whose purpose is to experiment innovative technology 
to recycle urban waste (plastic and metal) on a local scale. Her main research interests are in the areas of design for social 
innovation, design for territories, design for sustainability. 
susanna.parlato@uniroma1.it

Vera Renau
PhD Student in the programme Society and Culture: History, Anthropology, Arts and Heritage at University of Barcelona 
(Spain). Her doctoral research analyses the process of recognition of a selection of Catalan visual artists of the early twentieth 
century (1900 – 1930), and thus the operation of Spanish and Catalan modern art system. She focuses on clarify how art val-
ue is constructed by the interaction of different intermediaries in the visual arts field: the mechanism of building their reputa-
tions, identify phases, protagonists and dynamics that form part of the process, from an interdisciplinary approach. Member 
of the Gracmon Research Unit – History of Art & Contemporary Design Research Grup at UB, she holds a master’s degree in 
Art History from the University of Barcelona. Her main research lines are art history, sociology of arts and culture and design 
studies. She has collaborated with cultural institutions as Direcció General de Patrimoni (Generalitat de Catalunya), Modern 
Art Department at Museu Nacional d’Art de Catalunya or Galleria Comunale d’Arte Moderna di Roma.
verarenau@ub.edu

Antonio Stefanelli 
Architect, PhD student in Philosophy of Interior Architecture at Università degli Studi di Napoli "Federico II". He takes a 
degree in Architecture at the Department of Architecture of Università degli Studi di Napoli "Federico II" in 2017. He is 
part of several research group in the same University and he collaborated in the production of scientific publications and 
published essays and articles in trade magazines.
antonio.stefanelli@unina.it
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WORKSHOP
SEPTEMBER_NOVEMBER
2020

EARLY BIRD! 10% discount for registration and payment 45 days 
before the workshop date.  Discount reserved to non-members 
and cannot be combined with other promotions.
INFO E SUBSCRIPTION WWW.AIAP.IT / AIAP@AIAP.IT

META WORKSHOP.
HOW TO DESIGN A WORKSHOP?
By Òbelo
12-13 settembre 2020 
venue: AIAP Milano

WEBINAR
LET’S DANCE WITH LETTERS. 
INTRODUCTION TO
ANIMATED TYPOGRAPHY
By Gianluca Alla
September 26, 2020
venue: webinar (Zoom)

SLEEPING BEAUTIES
By Archivio Tipografico 
+ Studio 23.56
October 2-3, 2020
venue: Torino, Archivio Tipografico, 
Via Brindisi, 13a

WEBINAR
VALORIZE YOUR OWN OFFER... 
HOW TO BUILD A BUSINESS 
WITH LEAN APPROACH 
AND DEVELOPE SYSTEMS 
OF MONETIZATION ORIENTED 
TO THE VALUE FOR THE MARKET. 
By Stefano Schiavo
October 24, 2020 
venue: webinar / Zoom

BOOK ARCHITECTURE
AND STORIES FROM THE ARCHIVE 
By Cristina Balbiano d’Aramengo 
November 13-14-15, 2020 
venue: Milano, Professione Libro, 
Via Angelo del Bon, 1
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TI SENTI 
POCO BENE?
AIAP HA TUTTE 
LE SOLUZIONI
PER TE. 
SCOPRILE.

Aiap CDPG, the Graphic Design 
Documentation Centre. Working to 
collect, catalogue, archive, enhance 
and promote any documents 
related to graphic design and visual 
communication. These documents 
(originals as well layouts of projects, 
books, posters, prints, catalogues, 
correspondence, photographs) help 
reconstruct the history of graphic 
design in Italy and support research 
and educational activities, as it is 
the CDGP’s intention to make these 
documents widely available.

Aiap
via A. Ponchielli, 3, Milano
aiap.it — aiap.it/cdpg
@Aiap_ita

Aiap CDPG, the Graphic Design 
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CONSERVARE.
VALORIZZARE.
L’ARCHIVIO 
DELLA GRAFICA
ITALIANA.
SCOPRILO.

Aiap CDPG, the Graphic Design 
Documentation Centre.  
Working to collect, catalogue, 
archive, enhance and promote  
any documents related to graphic 
design and visual communication. 
These documents (originals  
as well layouts of projects, books, 
posters, prints, catalogues, 
correspondence, photographs) 
help reconstruct the history  
of graphic design in Italy  
and support research and 
educational activities, as it is the 
CDGP’s intention to make these 
documents widely available.

Aiap
via A. Ponchielli, 3, Milano
aiap.it — aiap.it/cdpg
@Aiap_ita
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