




















































































































































































































































































































































































































































































































































































































































































































































































































































equivalent of this vertical, temporal fugue of the infinite chain of
events created by technological 'progress.'

But questioning of technology and planning has now come to be
accompanied by the questioning of politics, especially since it has
become evident that, within the context of the two major spheres of
influence in the present-day world, technology and politics have led,
by different routes, to the total manipulation of mankind. It is
necessary to take note of this and understand at last (really
understand) the ineluctable relation between means and ends. The
objectives may change, but if the same old methods are proposed
all over again, if we still put our trust in rigid, authoritarian
organizational structures, we shall fall back again into the same
illusion that we can transform man unbeknown to him. In short,
we must finally realize that our situation has reached point zero,
now that technology and politics have failed to achieve their
designs for mankind.

If technical manipulation transforms the individual into a
machine for consumption, political manipulation deprives him of the
right of consent and self-determination. 'Power is not omnipotent,'
wrote Kosik, 'and its possibilities, however great, are limited. Power
can create the conditions that allow man to move freely (and thus
develop and approach his own humanity), but it cannot perform
this movement in his stead. In other words, freedom can be
established with the help of power, but each individual creates his
own independence, without any intermediary' (3).

Design can make an effective contribution to the creation of a
space and place propitious for this movement of the individual toward
self-realization. Without claiming to be able to change everything,
and before intervening with his own specific activity, without,
that is, hoping vainly to pull himself up by his own bootstraps, the
designer can still accept certain assumptions without necessarily
being led to accept the generally anticipated consequences: from
design to the market, along the road marked out by industrial
offices. There is a 'feedback.' The course can be slowed down, it can
be led into unexpected bypaths, return to the starting point, and
become modified. For the straight line that links design to
consumption without any deviation, the designer can substitute a
line that takes a zigzag course, like the 'motion of the horse.'
And who knows whether he won't succeed in a checkmate? There
are some who seem to have well understood Sklovsky's predilection
for the 'winding pathway' of the horse, which seems to 'move
sideways,' in distinction to 'Pedestrians and Kings who because of
official duties rely on one faith only' (4). The architects of the
Superstudio group resort to processes of 'lateral thinking,' asserting
their right to counter one-track efficiency by 'non-functioning' and
'making mistakes.' 'Architecture today,' they declare, 'seems stabilized
within self-sufficient, perfect categories and types... organized
according to technological and artistic patterns and conditioned by
formal power structures. Its processes are logically linked together
and susceptible of proof by simple checks aimed at controlling the
return of all the data fed in. Institutionalized architecture apes power...
every action is planned, developed, and carried out in precise
sequences. To upset this tempo and break the chain of cause and effect
involves disqualifying the profession, that is, not abiding by its rules,
therefore not "functioning" and hence "making mistakes" (5).

Design still has a range of moves in the game that it plays daily with
production and consumption. The outcome, nevertheless, is dubious.
Design might end up the loser if it does not suceed in effecting a

406 radical revision of its relations with production. But it could also win



some tactical successes, which might allow others to enjoy a
strategic advantage. Technology can play an important role in this
game, offering design the possibility of overcoming traditional
patterns, rigidly bound by static definitions of a formal-figurative
nature. But design must urge technology on without timidity, freeing
to the maximum its future potential, which at present is held back by
having to serve the market. In short, it is necessary to create
objects and buildings that stimulate the freest and most vital behavior
possible, pure and simple items for coping in general with daily
existence; items that will not decrease but increase the individual's
possibilities for choice and foster his maximum direct participation in
the process of shaping the environment. Only thus will it be possible
for design to contribute to the overthrow of the helter-skelter system
in which we live today, in the East as well as in the West, a system in
which, as Jacques Famery has written, 'consumers are completely
shut out of the decisions regarding the creation of their objects and
their environment, and when all is said and done, they have no
possibility of self-fulfillment in their daily lives' (6).

The Crisis of the Object

Hypotheses of the possible rejection, destruction, or surmounting
of the object have become increasingly frequent in the
last few years in various fields of artistic endeavor. Criticism, for its
part, has repeatedly dealt with this phenomenon, which we may
define as the 'crisis of the object' (7). The trend is well known. The
artist's attention shifts from the work to the processes of its
formation. What matters is no longer the finished object, enclosed
within the absoluteness of its form, but the process that led to the
result. Preference for the process rather than the result may be
regarded as a special aspect of the more complex dialectic relationship
between aesthetic intention and its concrete expression. Overturning
the more ancient and widespread tendency to attribute to the work
itself a certain margin of privilege, preference for the intention
appears as the preference for a broader and less limited range of
possibilities, whose locus is entirely within the realm of the
'imaginary,' and which from that vantage point can lead to a
multiplicity of directions and alternatives — something that the
finished work (the object), with its definitive solution, can only to
some degree inhibit. Obviously, an aesthetic based on the ideology
of success will always find in this disparity between intention and
completed work a clear superiority of the latter, of the concrete as
against the imagined, adopting as its criterion of judgment the adage
that the road to hell is paved with good intentions.

The phenomenon involves various kinds of problems, from those of
a strictly linguistic nature to those that are sociological. The latter
approach is the one most frequently adopted, in the sense that the
crisis of the object, the rejection or destruction of the product, is
regarded as related to the process of commercialization of the work,
and the consequent effort to remove aesthetic activity and the
products that stem from it from this uncomfortable situation. Rather
than in the field of design, which only recently seemed to face this
problem squarely, a verification of the means of aesthetic
communication and their possible impact on the process of
transforming and liberating society was first accomplished in the
field of the figurative arts, beginning about 1960, through an analysis
of the essential components of aesthetic communication (the producer,
the vehicle, the recipient). The first of these terms to be considered
was the vehicle, either two-dimensional (the picture, the painting) or
three-dimensional (the sculpture, the object). On the basis of this
process of structural verification, it was possible to draw a
distinction between a 'picture' and a 'painting,' in that the former



exists essentially on a narrative plane, as imagery, and as emotional
expression, whereas the second, on the contrary, operates primarily
on the plane of systematic analysis of its own constituent elements,
and thus on a predominantly structural level. Applying this
distinction to three-dimensional works, the 'sculpture' always entails
metaphorical references or narrative content, whereas the 'object'
presents itself as an ensemble, a pure structure, or as 'an autonomous
entity made up of internal dependencies.' If we consider the work of
art, or, rather, the artistic communication, as a function of the dual
polarity metaphor-metonymy, we may say that to proceed from
'picture' to 'painting' and from 'sculpture' to 'object' also indicates a
shift in communication toward the second of these rhetorical terms. In
either case, the work as an object (irrespective of whether it is
two- or three-dimensional) is not (yet) destroyed. It appears,
nevertheless, as a structure that derives its value and significance
from the working process immanent within it, which it reveals with
the greatest possible clarity — whether it be an achromatic work by
Manzoni, a monochrome by Schifano, a spatial structure by Lo Savio,
or programmed objects by the Milanese artists of Group T.
Naturally, the viewer, or recipient, is directly involved in this process
of analyzing and verifying the communication, to the extent to which
the work shifts his attention from merely enjoying its effect to analyzing
the process that formed it and the resulting structure, or induces him
to abandon his purely passive attitude, so in keeping with the
psychology of consumption, and transform himself from consumer to
producer, from 'consumer to technician,' in the apt phrase of Gianni
Colombo. Furthermore, the entire process entails a reinterpretation
of the character of the producer, or, rather, a modification in the
point of departure of artistic activity; shifting attention to the
formative processes is, in fact, indicative of an effort to lead the
artist's private and privileged experience back into the context of a
more generalized and everyday experience. The artist rids himself of
the aura of the conjuror who, with a casual 'Hey presto!' draws strange
objects from the secret recesses of his marvelous jacket; instead, he
shows others the paths he has taken and the various stages of the
process. Lastly, there has been a change in the factor of
communication, which is the result of the first three; or, rather, there
has been a change in the interpretation of the place in which the
aesthetic event occurs. The notion of the space that the work
establishes is equated with the notion of the reality in which we are all
inextricably bound up, which we can experience by moving around
in it, and by establishing ever-changing relationships with the objects
that define it.

If we analyze the meaning that these works have for us at the
moment in which we encounter them, we note that the most significant
fact is their physical presence, their proximity that impinges upon our
senses besides involving us mentally. At the same time, we observe
that the object, precisely because it rejects the role of traditional
sculpture, contributes to our realization of a vital space, transforming
itself into a kind of stage property for the mise-en-scene of our daily
existence. Accordingly, the object finally locates itself not only within
the real and inhabited space, but incorporates and keeps within itself a
portion of space. The work transcends the discontinuous boundaries
of the object and transforms itself into environment, into a space that
encloses it. Theater and architecture are the end points of this
spatial concept, which moves from the denial of a hierarchically
constructed perspective space to a final rejection of the
traditional interpretation of theater and architecture themselves,
understood as rigidly predetermined decor. But the transformation of

408 the work and its escape from the limits of an object with its points



determined within a total space entail a further modification on the
part of the viewer, who now becomes an actor in the aesthetic event.
For now, for the first time, total space assigns man the role of

protagonist.

But what man is in question? And further, can total aesthetic space
contribute (and if so, to what extent) to transforming the individual
who lives in a generally manipulative society, and raise him to the
condition of a man who is capable of self-determination and the full

exercise of freedom? And finally: is the object destined to disappear
once and for all in this new kind of space? If we analyze the human
component in this new spatial concept from the same point of view as

heretofore, we note that we are no longing dealing with man as
undergoing a purely rational experience, nor yet as man understood
as host to a purely perceptive process. Instead, the subject seems to

be involved at every level, participating in the event as an
intellectual and psychosensory totality, as a total corporeal being.
The answers to the other questions seem more difficult, for they would
require a more extensive discussion of the function of art itself and
of the aesthetic dimension, apart from a consideration of the possibility
that the functional object, too, may acquire other, more complex, and

more remote meanings.

The Imaginary Object and the Real Object

These questions might be clarified in psychoanalytical terms,
especially with the aid of the relationship that Freud established
between play, daydreaming, and artistic activity, all brought
together under the common denominator of the pleasure principle (8).
Certainly the artist, as opposed to the child at play and the
adolescent building castles in the air and reshaping the world
according to his wishes, does not remain in the pure realm of the
imaginary but comes back to earth, bringing back from his
adventurous excursion certain observations that become the
concrete works, the objects that take their place among the other
objects of our daily life. But the work of art, the object with an
artistic intention, wears a very particular guise, because it presents
itself as an object neither real nor unreal, endowed with the same
sensory concreteness as the things that surround us, and at the
same time, because of its emergence from deep and distant
realms, enveloped in a kind of halo, a strange and permanent

phosphorescence.

The art object therefore dwells in an intermediate zone between the
imaginary and the real, as the tangible result of an experience
sustained by the pleasure principle and yet clashing with the reality
principle. Proceeding from these Freudian premises, analytical research
has sought to define in more precise terms that no-man's-land,
introducing the concept of 'transitional experiences' and deriving
from this, inter alia, the aesthetic experience (9). Transitional
moments include a whole series of experiences, such as play and
artistic activity, which so to speak lie halfway between the pleasure
principle and the reality principle, insofar as the examination of reality
(which would allow the experience to be placed in one domain or the
other) is not denied (as happens in hallucinations, for instance), but

simply held in abeyance.

If, then, we admit that the art object is a transitional object, since it
does not have the pure transparency of the images of daydreams and
yet appears separate and different from real objects and the realities of
man's life, the shift of attention to the formative processes and the
diminished emphasis on the object in favor of total aesthetic space
become significant as efforts to lead the privileged and separate

409 experience of the artist back to the context of everyday experience,



and to relate aesthetic experience as closely as possible to life
experience.

But to what extent is it possible to abolish the space that separates
the art object (and the transitional area in which it is located) from
the real object, and from the concrete reality of life? Admittedly,
mistrust of the object, fostered by a legitimate suspicion of its
ultimate commercialized destiny in the times in which we live, also
stems from a recognition of the real-unreal condition of the object
itself, and hence of its only partial state in comparison with the total
dimensions of life. On the other hand, the perfect, harmonious
universe glimpsed by the artist in his imagination and rendered i
tangible in his work does not consent to an acceptance of a separate,
divided, unhappy life, but demands a radical change in real existence.
The art object, interpreted psychoanalytically as anamnesis and
resurrection of the original love object, can offer basic suggestions for
such a transformation but also reveals itself as a not wholly adequate
instrument. The artist desires something more than a transitional
experience, separated by its very nature (even if by an extremely
narrow margin) from the concrete leading of life. What he wants now
is no longer a substitute or alternative experience that could save him
temporarily from the recurrent anxiety of abandonment (the daily
tragedy), but the transformation of living into a continuous, daily love
object. It is Andre Breton's effort at total desublimation: if Eros is the
basis of artistic activity, and poetry a kind of (transposed) lovemaking,
one must reduce 'art to its simplest form of expression: love' (10).

But is it possible to confirm the 'simplicity' of this operation? The
releasing of the object into total space and life as it is lived is thus a
sign of an effort to transpose the imaginary state (in which everything
comes out right) to the state of life (in which everything, or nearly
everything, has to be remade according to that pattern), without
passing through or stopping in the intermediate, transitional state,
that of the object. It is an attempt at a complete overturning of the
imaginary into the real, to overcome the neurotic dichotomy between
the pleasure principle and the reality principle, and, finally, to
prefigure a Utopia with 'a qualitatively different reality principle'
(Marcuse) .

But, in bypassing the dimension of the object, one also bypasses
(or tries to) the dimension of language, forming a close alliance against
it of two provinces that cannot be expressed in words — the province of
imagination and that of living, both of which are immediate and
primary, and situated on either side of linguistic mediation, or, rather,
the mediation of a language that expresses itself as metaphor, serving
as a bridgehead in the real-unreal space of transitional experience.
The ecstasy of daydreaming turns into an ecstasy of living, imaginary
space into the real space of life. The silence of new mystical
experiences, or the silence of life lived in the artificial paradise of
drugs or the voluntary confines of community minorities, represent
the first tangible evidence of this process. j

The leap beyond language, then, can only take the form of a leap
beyond time and history — at least of this time and this history, as
Schiller divined when he indicated that play and the aesthetic
experience were ways in which to combine being and becoming, to
abolish time within time. The same suspension of the metaphorical
language of art, which many propose in favor of an exclusively
political commitment, is another symptom of this urge to abandon the
intermediate domain of aesthetic experience and to live among things
and transform them. We do not deny a similar possibility: fatigue,
divisiveness, anguish, do not make us love this time and this history,
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'eternity of pleasure' of which Nietzsche spoke, we can even look
forward to its 'death,' as long as that death signifies the establishment
of the rule of pleasure. The quantitative progress of civilization will
certainly contribute to creating the objective conditions that favor such
a radical transformation, but this will not be possible without some
kind of mutation that definitively converts aggressiveness into Eros.

Design and Utopia

Utopian imagination gains fresh impetus from these ideological
premises. This upsurge has two motivations, apparently contradictory
but actually strictly connected, as complementary aspects of the same
fundamental necessity. To those who wish to propose a radical
alternative situation to modern industrial society, Utopia offers the
model of an integrated, harmonious condition, a 'perfect space' (11).
It is this model that has largely inspired the international youth
movement; its models belong to the realm of utopia, and to it belong
those 'perfect spaces' proposed from time to time — the Cuban
Revolution, the aesthetic ideology of Marcuse, Maoist China. But
utopia does not imply escaping from the present, but rather proposing
an alternative pattern of life that, by the processes of negative
thought, can unmask the contradictions, conflicts, injustices, and
repressions of the present and further the task of constructing a
new society. The radical nature of the alternative derives from the
fact that its pattern is situated in another dimension from that of today,
in a distant space-time (and in the absolute present of the imaginary),
of which it reveals to us 'perfection in the luminous intensity of the

absolute' (12).

In Italy, the most extreme hypotheses of this kind arose precisely
within the field of planning and design, but they came into being in a
region lying outside the localities typically given over to industrial
production. The Florentine architects of the Archizoom and
Superstudio groups have made a decisive contribution to the protests
against design regarded as purely the execution of objects for
consumption, and to the invention of a new typology for the equipment
needed for daily life. But their most significant contribution has
probably been the Utopian aspirations that underlie their designing.
They are negative Utopias in that they are not yet aimed at the building
of ideal cities, but rather at an eradication of architecture and city
planning, in order to liberate man 'from all formal and moral
structures preventing him from being in a position to pass judgment
freely on his own condition and design history' (13).

For the Superstudio group, the refusal to design (or to design in a
certain way) appears in the guise of a millennarian utopia, an
urbanistic parusia, which regards the object, architecture, and the
city as ornamentum mundi, an initiatory pathway leading to wisdom
and harmony, with a definitive leap outside of time and history:
'Behold the vision of the twelve Ideal Cities,' wrote these Florentine
architects, 'the supreme goal of twenty thousand years of humanity's
blood, sweat, and tears; the final haven of Man who possesses
Truth, free at last of contradictions, doubts, lies, indecisions;
definitively, totally, immovably filled with his own PERFECTION' (14).

In these proposals, we encounter a provocatively ironic tone and a
strong, conscious element of play. But in this designing game, the
architects show their understanding of what is happening and their wish
to have an impact on reality, in the sense indicated by Marshall
McLuhan, namely by producing models of situations that have not yet
come to fruition in society and by building 'Noah's arks with which to
meet the coming change' (15).

The situation that has not yet come to fruition in society is the
pattern for an individual and collective existence, in which the rights



of the imagination are recognized, and in which a new aspect of
nature, understood as a new, deeper, and broader aspect of the vital,
is recovered. Going back to nature means freeing the deep psychic
structures, reinstating them in the round of daily experience, and
preventing the exploitative use that industrial society and the work
ethic have made of them for the sake of production and consumption.
The reasoning we can deduce from this proposal is simple. If
progress and technical civilization had to sacrifice the deep psychic
structures of the individual for the sake of necessity and biological
survival, sublimating them into a 'principle of performance,' the time has
come to move in the opposite direction, from 'civilization' to 'nature,'
recovering the latter as a specifically autonomous and originally
positive stage of the human being.

A Design for New Behaviors

The negative Utopia has a concrete, reverse plan that seeks to

operate in the present: to destroy the object, architecture, and the city
means to propose a new philosophy of design, a kind of design that
refuses, insofar as possible, to provide rigid, authoritarian structures
in which the individual has no possibility for the independent exercise
of his own choices. Creating an environment conceived as a 'neutral
parking lot' or as 'furnished-empty-space,' of a kind to restore to each
individual 'the right to develop privately his own habitat' (16); or to

think of the environment no longer in terms of an ensemble of closed,
self-sufficient objects, but as an 'object-structure' and a 'system of
flux (17), means opposing one of the prevailing trends in Italian
design of the past few years, that which has attained its eminence on
purely stylistic grounds, seeking an aesthetic quality in the product
as a status symbol. Design has in fact shut itself up within a kind of
aristocratic Apartheid, abetted by a production policy that has not
faced decisively the problem of collective needs but has been
preoccupied above all with gratifying a limited social class,
moderately up-to-date in matters of culture and taste. This has also been
confirmed by the way in which the consumer has used certain foreign
products, beginning with the Scandinavian, doing away with their
originally collective intention and assimilating them within a
sophisticated environment whose forms, paradoxically, border on
the realm of kitsch. The very success of Italian design in foreign
countries is to a large extent bound up with this stylistic approach,
which has met the aspirations, conscious and unconscious, of a
society swiftly evolving toward a condition of affluence.

The new philosophy of design seeks to avoid this mortgage to the
production-consumption binomial, the pivot of the present economic
system in highly industrialized countries. It wants to offer a possibility
of overcoming the ironclad conditioned reflex that has been
established between the quantitative spread of production and the
atomization of consumption. Finally, it seeks to achieve eminently
communitarian ends, by constructing environments that stimulate the
active participation of every individual through the creation of spaces
endowed with strong mental, psychological, and sensory appeal. In this
activity, the designer takes a different point of view toward production,
and he looks with interest at new modes of community life, such as
those adopted by a minority of youths in various countries of the world;
he begins to execute (precisely for these minorities) ambiences and
habitats in which a participatory type of outlook is already becoming
evident. Examples of this are the large dance halls where modern
youth now congregates, patterned after locales that have already
become legendary, like the Savoy, which Le Corbusier understood so
well, precisely because it offered the possibility of a communal, ritual,
and intensely unanimous life (18); or drugstores, where the function of



consumption is likewise exalted — but one has only to compare the
kind of activity in such places to that in a large department
store, to understand the profound difference between the two.

Viewed in this light, design seeks to liberate individual behavior,
willingly sacrificing the execution of finished objects that are
plastically autonomous, that can be bought, carried home, and enjoyed
in jealous bourgeois privacy. If these designers really have to build
something, they prefer to make structures and environments that will
enlist the active participation of the user, in the first person, in the
shaping and enjoyment of his own surroundings.

Design for domestic life cuts out its own slice of life within this kind
of design, whose aim is a different sort of daily existence. It is
always a design for behavior, for moments of pause, rest, reading,
study, conversation, and games. The domestic round moves between
poles of contraction and expansion, isolation and involvement,
private and community life, even if it be only the restricted community
of one's friends and relations. Here design can play an important role.
It can make the domestic pattern a pattern for behavior that is more
expansive, more committed in a social sense. But it has to do away
not only with the lofty and the solemn, but also the rigid and
predetermined — in short, everything that has pretensions to endure as
long as a masterpiece or encourages the sentimental languishings of
the kitsch-man. Objects must definitely abandon their claim to direct
the behavior of the user in an unvarying fashion, but without
necessarily following ephemeral vogues. The problem is rather to root
the future history of function in basic, relatively unchanging
structures, in fundamental patterns of behavior, a sort of archetype of
daily life. The recovery of these patterns can be left to the memory,
which operates not only on the conscious level of history and culture,
but also on the unwitting level of the individual and collective
unconscious, nourished, if need be, even by anthropological
situations remote in time and space.

Thus, function can reacquire the repetitive form of the rite.
Entering the house once more becomes crossing a threshold, a
boundary that separates the exterior from the interior, which are
different psychical spaces. The house is a space of concentration;
going through the doorway marks a significant event, breaking a
static equilibrium and setting in motion the lines of force latent in
space, as a pebble breaks the surface of water. The potential
energy of space becomes condensed and thins out, it contracts
and expands; with its systoles and diastoles, it scans the rhythm of
daily existence. Various psychic and perceptive fields intersect,
creating vital nuclei in the inhabited space; every function takes
place in relation to others, and at the same time isolates itself within
the circle of its own field. The continuous space of historic Rationalism
presupposed an equivalence of gestures and modes of behavior.
Here, on the contrary, space is concentrated and coagulated in
denser nuclei, reserved for functions that to some extent may be
considered privileged, more charged with meaning: actions that could,
and should, regain anew their original symbolic, ritual, and mythic
significance.
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SUMMARY The intention of the exhibition 'Italy: The New Domestic Landscape'
Emilio Ambasz and 0f this publication has been to recognize the cultural

achievements of modern Italian design, to honor the accomplishments
of Italy's gifted designers, and, by presenting a selection of the most
outstanding examples of their works during the last decade, to
illustrate the diversity of their approaches to design. We have also
wanted to stress that Italian design is important not solely because of
its remarkable formal production, but also because of the high level of
critical consciousness with which its proponents — designers and
critics, individual and communal users — are now questioning the
sociocultural meanings and implications that the phenomenon of
design has for Italy.

The concerns of these designers and critics are so wide in their range,
and their perception of problems so acute, as far to transcend their
local circumstances. Thus, evaluating the situation in Italy may lead to
a better understanding of the recipricocal relationships that exist in
general between design and society today.

Up to now, as many of the foregoing articles point out, Italian design
has been limited to the production of single items and small
environments. Only rarely has it extended to the creation of large
environments or communities of objects. In Italy, as in most
industrialized societies, these beautiful, isolated objects and
microenvironments usually exist in the midst of deteriorating towns
and urban areas, the evidences of whose history are being rapidly
eroded, while the surrounding countryside is being laid waste by

ecological neglect.

This emphasis on consumer products might seem to show the
designers' lack of interest in social problems and a kind of design that
has the community as patron, rather than private individuals or
businesses. In reality, however, it is a response to a number of
interrelated industrial and cultural factors. Although most Italian
designers are highly aware of the needs of both the community and
industry, an intricate set of market conditions has led to their
concentration on the designing of single articles and small
environments that have no real connection with a 'culture of the
dwelling.'

There is no organic coordination between the furniture industry and
what might be called — if it existed — the building industry, which to
be truly industrialized would require long-term capital investments that
only a comprehensive housing policy could ensure. At present,
however, the government's policy and programs in this sector exist
primarily as aspects of the employment problem rather than as an
integral part of urban planning. This has left architects and designers a
very small, and at that very rarefied, field in which to operate. With few
exceptions, opportunities for town planning and large-scale architecture
in Italy are frozen, thus forcing most architects, designers, and
would-be planners to take refuge in the peripheral areas of product
design. The success of their products on the international market has
been a temporary boon to the national economy but has aggravated the
situation by concentrating attention on short-term gains rather than
farsighted goals.

Moreover, within the province of product design, the designers have
been further alienated by the fact that the Italian furniture industry has
not yet fully resolved the problems inherent in switching from an
artisan type of fabrication to industrial processes. Lacking state
support for a policy oriented toward conceiving the home in terms of
mass production, Italian industry has quite understandably turned to an
area that has required no basic technological innovations and is
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high-quality object. This has caused a continuing widening of the gulf
between the design of the home itself and the design of mass-produced
objects for its decor. Coupled with the lack of any ongoing controversy
about urban planning or the industrialization of the building trade such
as might have served to crystallize the issues involved, this situation
is responsible for the pervasive sense of crisis and diffuse symptoms
of frustration among Italian designers in the past several years.

The roots of that crisis, however, are not grounded" solely in
socioeconomic factors. Much of the cultural debate regarding Italian
design originates within the psyches of the designers themselves, their
inhibitions, and their guilt complexes. The disintegration of the
traditions that generated the modern movement has brought about an
identity crisis, compounded by guilt feelings regarding their own
complicity in reenforcing the prevailing values of a consumer society.
The consequence has been the Italian designers' keen awareness of
social questions and a disquieting self-doubt regarding their own
role. This accounts for the lucidity, as well as the rhetoric, with which
they articulate their predicament.

The environments presented in the exhibition manifest two opposite
attitudes to design currently prevalent in Italy. The first involves a
commitment to the designing of physical objects as a problem-solving
activity, capable of formulating solutions to the problems presented by
the natural and sociocultural environments. By contrast, the attitude we
have characterized as that of 'counterdesign' prefers to emphasize the
need for a renewal of philosophical discourse and for social and
political involvement as the way in which to bring about structural
changes in society.

The environments proposed by designers in the first category reveal
many facets of the present industrial and ideological controversy. As
far as possible within the scope of an exhibition, they explore the
possibilities for change that the prevailing situation in Italy might
allow. No clearly defined line separates those who seek to change
established conditions by means of technology from those who attempt
to use design as a symbolic means for reforming the present. We find
among the latter group, for example, some who assign to the object an
architectural and representational value, and others whose heavily
ironic symbolism is protected by a layer of ambiguous allusions to
individual and collective protest. There are also those who design
deliberately unattractive objects with gloomy colors and redundant
formal details, for the purpose of declaring the ultimate futility of their
protest.

Designers who explore the possibilities that technology may offer for
overcoming existing shortcomings seek to develop such domestic
service elements as kitchen, bathroom, and storage ensembles, which
in the absence of any industrialized housing system might for the time
being act as surrogates. Other designers try to solve the same problem,
at least partially, by recycling and adapting as environments structures
derived from totally different industrial processes — such as aluminum
freight containers — in order to make them serve as habitats. Still
others, despairing of ever being able to change the backward
managerial methods and building techniques of the existing
construction industry, propose the concept of the mobile home as a
strategy for directing the attention of Italy's highly qualified automobile
industry toward an effort to attack the problem of mass-produced
dwellings.

Those who believe that only sociopolitical involvement and
concentration on urban problems can provide substantial solutions
bring into question the entire concept of physical design as the
designer's prime task. In conflict with the present, the avant-garde in



Italy quite logically looks to the future as offering the opportunity for
all reconciliations and understandably chooses counterdesign as its

mode of operation.

Yet even these avant-garde groups, too, are located within, and
restricted by, the present social structure and production system. As a
metaphor for collective action, some of them attempt to recover the
archetypes of human conduct, proposing that the individual
withdraw into an image of paradise in which Eros and freedom from
work are postulated as man's total experience of self and the universe.
But the traditional signs of Utopia have been changed, for what the
counterdesign groups set forth are negative Utopias. They do not aim
at ideal cities, but rather at the eradication of architecture and city
planning, in order to free man from all the formal and moral strictures
that prevent him from passing free judgment on his own condition and
history. The negative Utopia, however, is not intended for the future,
but for the present. Destroying the notion of the object and the city
means opposing the dominant trend now prevailing in Italian design,
which cultivates the aesthetic quality of the product as status symbol
and imposes middle-class standards on the urban environment. The
approach of these radical designers also implies an alternative to the
closed cycle of dispersed production and atomized individual
consumption; it purports to recover design for communal ends. The
goal is the creation of spaces wherein the active participation of every
individual in his own daily life may be stimulated, and mental,
psychological, and sensorial functions regain the quality of

continuously renewed rituals.

Italian design today displays as wide a spectrum of conflicting schools
of thought and action as can be found anywhere. By inviting the
exponents of these diverse philosophies to present their points of view,
this exhibition has sought to bring into focus the most significant
current positions on design, applicable not to Italy alone. Thus, we have
on the one hand designers who thoughtfully and imaginatively attempt
to offer alternative, concrete solutions to problems of the present; and
on the other hand, those who elaborately explain their conviction that
no solution at all is possible until the present structure of society is

changed.

Their statements make it possible to draw some specific conclusions
and venture some observations regarding the present state of the
design endeavor in industrialized societies. Generally speaking, the
international rebellion against the object came about not only because
of the doctrines of cultural vanguards, nor the hysteria induced by
'technological despair' in the face of an increasingly mechanized
civilization, but also because the object lacks a suitable sociocultural
context. In the case of Italian design, specifically, despite many
observable contradictions, one can sense the circumstances that
could lead to a change in its scale, methods, and goals.

Italian designers now have a choice between at least two possible
courses. The first alternative is to remain limited to the production of
isolated objects and small environments, intended for only one segment
of the social strata, and for the foreign as much as for the home
market. The second choice would require facing the need to build at
least two million rooms a year, without spoiling the urban and rural
landscape. This would demand an enormous effort that could not be
confined to the designing of isolated objects or buildings but would
embrace, as a complex whole, the task of building entire urban
environments. Such a development could establish the favorable
circumstances in which the object might lose its isolation, both in

production and use.

A merging of the divided sectors — construction and design — will not



automatically lead to urban Utopias. It is nevertheless clear that the
disentangling of so backward a sector as the building industry from its
present obstructions, and the projection and realization of a
comprehensive housing program, could have beneficial effects for an
understanding of design in its role as a social service.

Obviously, the issues raised by this exhibition, the designers'
statements, and the articles in this catalogue transcend the boundaries
of Italy. They reflect, in great part, the growing distrust of objects of
consumption emerging in all industrialized countries and undermining
the traditional notion of design as being solely concerned with
producing cultural objects. There is a more acute awareness of the
ways in which the individual today is manipulated, of the diminishing
scope for intellectual action and, in particular, for aesthetic concerns. In
reaction to this situation, there is an increasing temptation to abandon
the specialized field of design itself, in order to concentrate on the
political front to the exclusion of all others. Thus, political action is put
forward as the dominant force for bringing about any transformation of
man and society.

But the task is far too complex (and human beings too complicated) to
entrust to political action alone. What is needed is a discourse of many
voices, excluding any form of hegemony. A resort only to politics tends
to restrict intellectual freedom, and by concentrating on reaction
against the established, disregards the possibilities for action that
aesthetic invention and imagination may reveal.

In addition to being a political stance, the rejection or destruction of
the object has become a well-known form of aesthetic activity and
criticism, widely observable throughout many fields of artistic endeavor.
In design, as in several avant-garde tendencies in other arts, attention
is increasingly shifting from an exclusive concentration on the form of
an artifact to encompass the processes that generated it, and the
processes which it in turn generates. This preference for process over
end product is an aspect of the conflict between aesthetic intention
and the concrete work that results from it. Together with a shift of
concern from object to environment, it has brought about a redefinition
of the task of design.

From this redefinition, two converging and complementary
interpretations emerge. The first sees design as functional and
symbolic formalization, capable of effecting changes from within by the
power that the designed object or environment exerts on the user and
his behavior. The second, a political definition, sees design essentially
as conflict, which must effect changes from without. In reality, however,
the two definitions are aspects of one system of thought. An aesthetic
of design founded not only on the concrete object, but also on its
sociocultural context, entails a redefinition of the user as well, as
enactor of an aesthetic event. Hence, the concept of environment
presupposes for man the role of active protagonist rather than of mere
passive spectator.

Thus, design ultimately transcends both object-making and conflict, to
encompass all the processes whereby man gives meaning and order to
his surroundings and his daily patterns of life. Without claiming to solve
everything, design can nevertheless move man toward an authentic
realization of himself.



Credits



EXHIBITION CREDITS Exhibition directed and installed by Emilio Ambasz
Coordination: Thomas Czarnowki
Assembly and documentation of objects: Anna Tucci

Objects: Designers
(numbers refer to pages cn which the works are illustrated)

Archizoom: 101, 103, 108
Arioli, Roberto: 82, 85, 87
Aroldi, Danilo and Corrado: 62
Asti, Sergio: 48, 64, 88, 109
Aulenti, Gae: 43, 109

Bartolini, Dario and Lucia: see Archizoom
Bassi, Giampiero and Giovanni: 64
Becchi, Alessandro: 119
Bellini, Dario: 68
Bellini, Mario: 31, 48, 68, 70, 120
Bicocchi, Giancarlo and Luigi: 130
Bimbi, Carlo: see Internotredici
Boccato, Marilena: 84
Boeri, Cini: 29, 61, 121
Bonetto, Rodolfo: 28, 33, 49, 71-72
Branzi, Andrea: see Archizoom

Casati, Cesare: 96, 118
Castelli Ferrieri, Anna: 47, 52
Castiglioni, Achille: 65-66, 102, 118, 123
Castiglioni, Livio: 67
Castiglioni, Pier Giacomo: 65-66, 102, 123
Catalano, Umberto: 114
Cattelan, Franco: 53
Ceretti, Giorgio: 101 (Gruppo Strum), 103
Colombo, Joe: 30, 40, 45, 53, 62, 116-17, 123
Coppola, Silvio: 42
Corretti, Gilberto: see Archizoom
Cuneo, Marcello: 63

D'Aniello, Pierangelo: 43
Decursu, Giorgio: 44
Deganello, Paolo: see Archizoom
De Pas, Jonathan: 34, 44, 57, 95, 114
Derossi, Piero: 101 (Gruppo Strum), 103
D'Urbino, Donato: 34, 44, 57, 95, 114

Facchetti, Gianfranco: see Group G 14
Ferrara, Gianni: see Internotredici
Frassinelli, Piero: see Superstudio
Frattini, Gianfranco: 67

Gardella, Ignazio: 47
Gatti, Piero: 113
Gigante, Gian Nicola: 84
Gilardi, Piero: 99
Gioacchini, Nilo: see Internotredici
Gramigna, Giuliana: 35, 77
Gregotti, Vittorio: 60
Group G 14: 32
Gruppo Architetti Urbanisti Citta Nuova: 63
Gruppo Strum: 101

lliprandi, Giancarlo: 124
Internotredici: 133
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Jacober, Angelo: 43

Klier, Hans von: 107



La Pietra, Ugo: 55
Lenci, Fabio: 122
Leonardi, Cesare: 27
Lomazzi, Paolo: 34, 44, 57, 95, 114
Lucci, Roberto: 101
Lucini, Ennio: 82

Macchi Cassia, Antonio: 60
Magistretti, Vico: 33, 39, 41, 59, 65, 109
Magris, Alessandro and Roberto: see Superstudio
Mangiarotti, Angelo: 46, 82, 128
Mango, Roberto: 78
Manzu, Pio: 72
Mari, Enzo: 54, 76-77, 83, 89-91
Marotta, Gino: 101
Masi, Gianfranco: 114
Massoni Luigi (Studio BMP): 129
Matta, Sebastiano: 115
Mattioli, Giancarlo: 64
Mazza, Sergio: 35, 56
Meneghetti, Lodovico: 60
Monsani, Roberto: 130
Morozzi, Massimo: see Archizoom
Munari, Bruno: 131

Natalini, Adolfo: see Superstudio

Orsoni, Umberto: see Group G 14

Paolini, Cesare: 113
Pareschi, Gianni: see Group G 14
Peduzzi-Riva, Eleonore: 64, 86-87

Pensotti, Pino: see Group G 14
Pesce, Gaetano: 35, 97-98
Pietrantoni, Marcello: 101
Piretti, Giancarlo: 34, 36-37, 51
Pizzo Greco, Alfredo: 98
Ponzio, Emanuele: 96, 118

Raimondi, Giuseppe: 100
Rosselli, Alberto: 33, 38
Rosso, Riccardo: 101 (Gruppo Strum), 103

Salvati, Alberto: 126-27
Sambonet, Roberto: 79
Sapper, Richard: 44, 69, 71, 73-74
Sarfatti, Gino: 61
Scarpa, Tobia and Afra: 28-30

Seassaro, Alberto: 132
Siard, Marcello: 57
Soavi, Giorgio: 83
Sottsass, Ettore, Jr.: 50, 75, 104-6
Stagi, Franca: 27
Stoppino, Giotto: 48, 60
Studio BMP: see Massoni
Studio OPI: 80-81, 84
Studio TG: 80
Superstudio: 100

Teodoro, Franco: 113
Toraldo di Francia, Cristiano: see Superstudio
Tresoldi, Ambrogio: 126-27

Ubaldi, Roberto: see Group G 14
Ufficio Tecnico Snaidero: 125

Valle, Gino: 72
Vignelli, Massimo: 77



Vigo, Nanda: 58

Zambusi, Antonio: 84
Zanuso, Marco: 35, 42, 44, 69, 71, 73-74

Objects: Manufacturers
(numbers refer to pages on which the works are illustrated)

ABET-Print, Cuneo: 105, 130
Acerbis, Bergamo: 98
Anonima Castelli, Bologna: 34, 36-37, 51
Arflex, Milan: 29, 35, 118, 121
Arredoluce, Monza-Milan: 58
Arteluce, Milan: 60-61
Artemide, Milan: 33, 39, 41, 56, 59, 63-65, 67
Autovox, Rome: 71

Bazzani, Milan: 43
BBB Bonacina, Milan: 44, 114
Bernini, Milan: 42, 49, 122-23
Boffi, Milan: 123, 129
Bracciodiferro, Milan: 97
Brionvega, Milan: 68-69, 71
Busnelli, Milan: 32

Campeggi, Milan: 126-27
Candle, Milan: 64
Cassina, Milan: 28-31
C & B Italia, Como: 35, 48, 98, 120
Cedit, Milan: 88
Cini & Nils, Milan: 80-81, 84
Cinova, Milan: 35
Cristal Art, Turin: 100

Danese, Milan: 76-77, 82-83, 89-91
Driade, Milan: 33

Elco, Venice: 27, 53

Flexform, Milan: 28, 116
Flos, Brescia: 65-66, 102

Gabbianelli, Milan: 63, 77, 82, 85, 87
Gavina, Milan: 42, 54, 115
Giovanetti, Pistoia: 119
Giovenzana (for Heller Designs): 77
Gufram, Turin: 99, 101, 103
Guzzini, Macerata: 80

Heller Designs: see Giovenzana

I.C.F. De Padova, Milan: 130
Italora, Milan: 72

Kartell, Milan: 30, 40, 44, 47-48, 52, 57

Longato, Padua: 57

Martinelli-Luce, Lucca: 109
Minerva, Milan: 70

Necchi, Pavia: 73
NY Form, Bologna: 114

Olivetti, Ivrea-Turin: 75, 83
O-Luce, Milan: 62

Planula, Pistoia: 107
Poggi, Pavia: 55, 109
Poltronova, Pistoia: 50, 95, 100-1, 103, 106, 108, 128
Ponteur, Bergamo: 96

RB, Bergamo: 124
Reed & Barton, Taunton, Massachussetts: 78
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Salviati, Venice: 88
Sambonet, Vercelli: 79
Saporiti, Varese: 33, 38
SICART, Vicenza: 84
Sintesis, Varese: 48
Sirrah, Imola: 64
Sit-Siemens, Milan: 74
Snaidero, Udine: 125
Solari, Udine: 72
Sormani, Como: 116-17
Stilnovo, Milan: 62, 101
Studioluce, Pistoia: 64

Terraillon, Pianezza-Turin: 73
Tisettanta, Milan: 46
Turri, Giosue, Milan: 133

Veglia Borletti, Milan: 72
Venini, Murano: 109
Vistosi, Venice: 86-87

Xilema, Vicenza: 53

Zanotta, Milan: 34, 43, 45, 102, 109, 113, 118

Objects: Containers

Designers: Emilio Ambasz, in collaboration with Thomas Czarnowski
Tecnical consultants: initial phase, Giancarlo Piretti; construction
phase, Justin Henshell. Construction: Eckol Containers Systems,
Glenside, Pennsylvania. Lamps: Artemide

Patron: Anonima Castelli, Bologna, manufacturers of wood, metal, and
plastic furniture

Photography: All black-and-white enlargements by Aldo Ballo, Milan,
except: Serpentone, by Giancarlo lliprandi; Cub 8, by Foto Masera;
Monoblocco and Domusricerca, Foto Casali-Domus; A 1, by Studio
Professionali, Milan; Safari, by Archizoom. All transparencies by
Valerio Castelli, Milan, except: Sottsass case, by Ettore Sottsass, Jr.;
Archizoom case, by Archizoom

Environments

Designer: Gae Aulenti
Patrons: ANIC-Lanerossi; Kartell
Producers: Kartell; with the assistance of Zanotta

Designer: Joe Colombo; collaborator, Ignazia Favata
Patrons: ANIC-Lanerossi, Elco-FIARM, Boffi, Ideal-Standard
Producers: Elco-FIARM, Boffi, Ideal-Standard; with the assistance of
Sormani
Film: directed by Gianni Colombo and Livio Castiglioni
Designer: Ettore Sottsass, Jr.
Patrons: ANIC-Lanerossi, Kartell, Boffi, Ideal-Standard
Producers: Kartell, Boffi, Ideal-Standard; with the assistance of Tecno
Film: directed by Massimo Magri

Designer: Alberto Rosselli
Patron: FIAT
Producers: Carrozzeria Renzo Orlandi, Carrozzeria Boneschi,
Industria Arredamenti Saporiti, Boffi; with the assistance of Valenti,
Nonwoven, Rexedil
Film: CINEFIAT (Ernesto Prever and Osvaldo Marini)

Designers: Studio Zanuso — Marco Zanuso and Richard Sapper
Patrons: ANIC-Lanerossi, FIAT, Kartell, Boffi
Producers: FIAT, with the participation of Boffi; Kartell
Film: directed by Giacomo Battiato

Designer: Mario Bellini; collaborators, Dario Bellini, Francesco Binfare,



Giorgio Origlia; collaborators for technical development, Centro
Cassina
Patron/producers: Cassina, C & B Italia; with the contributions of
Citroen, Pirelli
Film: directed by Davide Mosconi; visual ideas by Mario Bellini,
Francesco Binfare, Davide Mosconi, Giorgio Origlia

Designer: Ugo Pesce
Patrons: Cassina, C & B Italia, Sleeping International System Italia
Producers: Centro Cassina, with the assistance of Sleeping
International System Italia
Film: directed by Klaus Zaugg

Designer: Ugo La Pietra
Patron: ABET-Print, with the collaboration of Silcon and Moro
Audio-visual program: Ugo La Pietra with Piero Castiglioni

Designers: Archizoom Associati (Andrea Branzi, Gilberto Corretti,
Paolo Deganello, Dario Bartolini, Lucia Bartolini, Massimo Morozzi)
Patron: ABET-Print
Audio-score: Giuseppe Chiari

Designers: Superstudio (Piero Frassinelli, Alessandro Magris,
Roberto Magris, Adolfo Natalini, Alessandro Poli, Cristiano Toraldo
di Francia)
Patron: ANIC-Lanerossi
Film: Superstudio

Designers: Gruppo Strum (Piero Derossi, Giorgio Ceretti, Carlo
Giammarco, Riccardo Rosso, Maurizio Vogliazzo)
Patrons: Gufram, Casabella
Consultant for photography: Paolo Mussat Sartor

Designer: Enzo Mari

Designers: Gianantonio Mari and Studio Tecnico G. Mari
Planning: Gianantonio Mari
Project line and texts: Ezio Mari
Graphics: Ornella Selvafolta
Collaborators: S. Ando, M. Matsukaze
Photography: S. Pazzi

Designers: Group 9999 (Giorgio Birelli, Carlo Caldini, Fabrizio Fiumi,

Paolo Galli)

Graphic and Audio-Visual Information Systems
Production and realization: Olivetti Corporate Advertising — Audio
Visual Department

Orientation Gallery and leaflet: Art Director, Franco Bassi;
Designers, Adriana Balzonella and Giacomo Sala

Introductory Film, Objects Section
Text and visual story: Emilio Ambasz. Direcior: Giacomo Battiato.
Producer: Sergio Lentati (Politecnico Cinematografica, Milano)
Cameraman: Alberto Spagnoli. Sets: Oliva di Collobiano. Photography:
Dido Mariani. Music: Tito Fontana

Closed-Circuit-TV Introduction to Environments Section
Text: Emilio Ambasz. Technical development: Olivetti Audio-Visual
Department

Critical Commentary on the Exhibition (Implicor Olivetti)
Text: Emilio Ambasz. Art Director and designer: Umberto Bignardi
Hardware designer: Hans von Klier, collaborator, Malcolm Alum
Graphic designers: Roberto Pieraccini, Poppi Ranchetti, Mizio Turchet,
Natasha Poblete. Audio-visual technology: Giancesare Rainaldi
Photographers: Adolfo Fogli, Ennio Canziani
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PHOTOGRAPH CREDITS Obiects: All photographs in color and black-and-white were specially
taken for this publication by Aldo Bailo, with the exception of the
following: Studio Brusoni, p. 57; Mario Carrieri, p. 86, right;
Casali-Domus, p. 118, upper right, p. 133; Valerio Castelli, p. 52; Clari,
p. 88, p. 116, below right; Design Center, Masera, p. 128, upper left and
right; Rodolfo Facchini, p. 122, left; Bruno Falchi and Liderno
Salvador, p. 53, p. 72; courtesy Gabbianelli, p. 85; Hiprandi, p. 121,
above; Ugo La Pietra, p. 55; S. Mango, p. 78; Enzo Mari, p. 54, detail;
Ugo Mulas, p. 101, below right; Professional Photo Service, Milan, p.
129; Gianni & Paolo Salvati, p. 116, above; courtesy SICART, p. 84;
Ettore Sottsass, Jr., p. 106, above; Studio 2, Bergamo, p. 96; Cristiano
Toraldo de Francia, p. 100, below; unknown photographers, p. 113, p.

131, p. 133, below.

Environments: Gae Aulenti: Valerio Castelli; Ettore Sottsass, Jr.: Valerio
Castelli, Jean Pierre Maurer; Joe Colombo: Valerio Castelli, G. Tignelli;
Alberto Rosselli: Valerio Castelli, Leombruno-Bodi-Lami; Marco Zanuso
and Richard Sapper: Leombruno-Bodi-Lani; Mario Bellini, Valerio
Castelli; Gaetano Pesce: Klaus Zaugg; Ugo La Pietra: Valerio Castelli
and Ugo La Pietra. Photographs for the other environments were
provided by the respective participating groups.

Historical and critical articles: courtesy ADI, p. 319, fig. 10, p. 324, fig.
23, p. 338, fig. 67; Aragozzini, p. 323, fig. 21; L'arte decorativa moderna,
vol. 1, 1902, p. 288, p. 289, p. 291, fig. 10, p. 292, fig. 11; vol. II, 1903, p.
292, fig. 12; courtesy Arteluce, p. 330, fig. 41; Aldo Ballo, p. 319, fig. 11,
p. 332, fig. 48, p. 333, figs. 51, 52 a) and b), p. 338, fig. 68, p. 339, fig.
76, p. 391, fig. 5;Carla de Benedetti, p. 390, fig. 4; Brusoni, p. 392; Larry
Burrows (courtesy Life magazine), p. 376; Carlo Carlevard, p. 317,
fig. 4; La Casa bella, July 1930, p. 304, fig. 5, April 1931, p. 304, fig. 6,
December 1932, p. 305, fig. 8, August-September 1933, p. 306, fig. 14, p.
307, fig. 15; Casabella, October 1936, p. 309, fig. 22; May 1939, p. 309,
fig. 23; Casali, courtesy Domus, p. 322, fig. 19; Casali, p. 326, fig. 31,
p. 336, fig. 61; Clari, p. 321, fig. 15, p. 328. fig. 37; Colore Industrial, p.
334, fig. 54; Crimella, p. 389, figs. 1 and 2; Diprioni, courtesy Necchi, p.
326, fig. 29; Diafragma, p. 327, fig. 33; Domus, December 1936, p. 310,
fig. 24; Edilizia moderna, August-December 1933, p. 307, fig. 18; Euro
International Films, pp. 355-57; Farabolo, p. 323, fig. 22, p. 371, below;
Nat Farbman (courtesy Life magazine), p. 377; Ferretti, p. 298, fig.
16; Fotogramma, p. 323, fig. 20, p. 328, fig. 35, p. 330, fig. 45, p. 331, fig.
47; Fortunati, p. 326, fig. 30, p. 327, fig. 2, p. 371, above, p. 375;
Gabinetto Fotografico Nazionale, Rome, p. 298, fig. 15; Galleria Civica
d'Arte Moderna, Turin, p. 294, fig. 4; Italo Zannier Efiap, p. 337, fig. 63;
Serge Libi, p 328, fig. 36; Martinotti, p. 318, fig. 9; Ugo Mulas, p. 332,
fig. 50, p. 336, fig. 60, p. 338, fig. 73, p. 391, fig. 7; courtesy Museo
Poldi-Pezzoli, Milan, p. 290, p. 291, figs. 8 and 9; Edgardo Ness, p. 374;
Toni Nicolini, p. 338, fig. 70; Noi, 1923, p. 295, fig. 5; Novelli, p. 316,
fig. 3; Publifoto, Milan, p. 317, fig. 6, p. 325, figs. 27-28; Quadrante, no.
23, 1927, p. 303, fig. 1, July 1933, p. 307, figs. 16-17, no. 35, 1936, p.
309, fig. 21; Porta, p. 319, fig. 12; Rassegna de l'arte e del lavoro,
March 25, 1922, p. 296, fig. 9; Fulvio Roiter, p. 336, fig. 62; Sala Dino, p.
329, fig. 38, p. 330, fig. 42; Oscar Savio, p. 294, fig. 2, p. 297, fig. 12;
S.E.M., p. 320, fig. 13; Studiometaimago — Maurizio di Puolo, p. 296, p.
7; courtesy UPIM, p. 335, fig. 57; Ennio Vicario, p. 325, fig. 26.
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PERMISSIONS We are grateful to the sources listed below for the use of quotations on
the following pages:

p. 18. Antoine de Saint-Exupery. The Little Prince. Translated by
Katherine Woods. New York: Harcourt Brace Jovanovich, copyright
1943.

p. 139. William Empson. Seven Types of Ambiguity. 3rd edition, revised
New York: New Directions Publishing Corporation, 1953.
Upheaval. New York: Monthly Review Press, 1969.
p. 144. David Cooper. The Death of the Family. New York: Pantheon
Books, 1970.
p. 145. Harold F. Searles. The Non-Human Environment. New York:
International Universities Press, 1960.
George Steiner. Review of Beyond Reductionism, edited by Arthur
Koestler and J. R. Smythies. The New Yorker, March 6, 1971.
p. 331. 'II Tempo libero.' Catalogue. XIII Triennale, Milan, 1964.
pp. 337-38. Paolo Chessa, in IN: Argomenti di architettura, no. 3,
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