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It is a special pleasure to participate in the effort to bring

the revolutionary work: of SUPERSTUDIO back to the forefront

of architecture.

SUPERSTUDIO occupies a unigue place in the world of architectural
design, offering visions of surreal tranquillity ansidst convulsive
social change and experimentation.

Like Paul Klee’s angel, the drawings and montages of this
experimental group point the way toward a serene world of
accessible nature and technology, while simultaneously being driven
from bebind by the winds of progress that seek to disturb these
moments of uneasy balance. These immensely powerful images

are situated at a particularly fragile moment in architectural history,
and seeing them today is no less powerful and poignant.

The exbibition, assembled with the support of the Design Musewn
in London and the Pratt Institute School of Architecture

in New York, arrives at a time when many of the poetic propbecies
within the work bave come to pass, while many of the pressures
and anxieties regarding the relevance and global significance

of design still remain. The questions posed in the work are still
asked by students and architects alike as they question the future
of the city and the disciplines of design within ever more extreme
forms of consumer culture. This exhibit, opening in New York

at the Pratt Manbattan Gallery, Artists Space and the Storefront
for Art and Architecture, promises to be exactly the type of
penetrating network of ideas and events so graphically depicted

in these remarkable drawings. That the exhibition itself, in 20034,
is a dream-come-true for the authors, curators and the viewing
public is the most convincing proof of the continuing relevance and
importance of the work of SUPERSTUDIO.

Thomas Hanrahan
Dean of the School of Architecture, Pratt Institute
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Peter Lang
and William Menking

In front of the Bellosguardo
office

Only Architecture Will Be Our Lives

In those years it became very clear that to continue to design
Surniture, objects and similar household decorations was

no solution to problems of living and not even to those of life,
and even less could it serve to save one’s own.soul. ..

It became clear that 1o beautification or cosmetic were sufficient
to remedy the damage of time, the errors of man and the bestiality
of architecture. ..

The problem therefore was that of increasing detachment from
those activities of desigi adopting perbaps the theory of minimal
force in a general “process of reduction”.

SUPERSTUDIO, Histograms, 1968'

For those who, like ourselyes, are convinced that architecture is
one of the few ways to realize cosmic order on earth, to put things
to order and above all 1o affirm bumanity’s capacity for acting
according to reason, it is a “moderate utopia” to tmagine a near
futare in which all architecture will be created with a single act,
from a single design capable of clarifying once and for all

the motives which have tuduced man 1o build dobmens, menbirs,
pyramids, and lastly to trace (wltima ratio) a white line in

the desert.

SUPERSTUDIO, The Continuous Monument: An Architectural
Model for Total Urbanization, 1969

The growing number of opportunities to view the work of SUPER-
STUDIO and others of their generation in a series of exhibitions ded-
icated to “Radical” architecture have effectively reintroduced the
most graphic aspects of these 1960s protagonists to today's pub-
lic. The collective shows lack, however, sufficient space to explore
individual groups or specific actions in greater detail.’ Though the
many exhibitions and illustrated catalogues have done a respectable




job of disseminating and consequently reviving the works of a pre-
dominantly European Radical architecture movement over the last
five years or so, one still gocs begging for more detailed informa-
tion: with the noticeable lack of re-publications, much of the pri-
mary materials from this period are simply hard to come by.* This
is particularly unfortunate for SUPERSTUDIO who seem to have ac-
quired the role as the Radical movement’s cover-child* Scant little
of their critical theories and texts ever seem to accompany the cel-
ebrated works put on display. There is of course much more to
understanding SUPERSTUDIO’s provenance and the group’s rela-
tionship to the many cultural currents evolving through the Eu-
ropean avant-garde in the 1960s.

Since none of these takes place in the distant past, most of the
original protagonists are still very active on the scene, though their
current identities are not always transparently linked to their epic
endeavours of youth. While clearly a thirty-year hiatus suggests a
certain amount of aging many of the principal actors remain high-
ly energetic and active in the field while their works remain tucked
away in attics and flat file cabinets. Admittedly, the current mem-
bers of SUPERSTUDIO, Adolfo Natalini, Cristiano Toraldo di Fran-
cia, Roberto Magris, Piero Frassinelli and Alessandro Magris were
skeptical that another exposé would properly redress the contin-
uing lapses that seemed to dodge their work.* Nonetheless, the cu-
rators were trusted with their time and given open access to their
remaining collection of projects and library.

This publication has therefore been planned and organized to
serve as a portable reference focusing primarily on SUPERSTUDIO's
critical writings i relation to their better-known body of designs
and architecture. One of the most unexpected conclusions we as
curators can draw from our involvement with SUPERSTUDIO is just
how conscious the group was from the outset of the historical im-
portance of its investigations: SUPERSTUDIO maintains an impres-
sive archive that from the start meticulously documents the un-
folding process of its critical research. While it’s evident upon ex-
amining the material presented here that their most renowned im-
ages describe the momentous steps in the group’s philosophical
development, these images can only partly convey the complete his-
torical passage. For this reason we have decided to initiate an op-
eration of recovery, restituting in the process those projects and
writings — critical texts and storyboards — that are far less familiar
but entirely necessary in providing a more complete understand-
ing of the group’s oeuvre.

“The timing for this revived interest in the 1960s” counter-cul-
ture is not that arbitrary either: we are again at a point where the
convergence of technology and consumerism, in its current so-
called free market state is spinning steadily out of control: the

12 small percentage of the global population still able to command

the world’s apparently boundless resources is now having to fight
to retain that dubious right. And just as Italy’s economic miracle
dating from the early 1960s skidded into a decline by the end of
the same decade, we are again crashing to new lows at the begin-
ning of the new millennium. No better moment, then, to turn back
the pages of history to that previous era when a similarly ample
crisis ripped through the world economies: welcome to Italy in the
1960s, a time of boom and bust; of war and resistance; of dreams
and despair. We may not be reliving the era of pop culture,.but
we are ironically trawling into a new kind of pop-#p culture.” What
remains to be seen, however, is whether the recent 1960s’ revival
emerging in the schools and in some of the more progressive of-
fices goes beyond mere fashion trends.*

A definitive and momentous transformation took place in the
design and architectural environment by the late 1960s: the in-
creasingly debilitating crisis in Modernist architecture would find
some of its most laconic last acts played out on the drawing boards
precisely here in Florence. Each group challenged and eventually
subverted the dominant functionalist methodology laid down by
the early Modernists. SUPERSTUDIO recognized that “architecture”
served to indoctrinate society into an irrelevant culture of con-
sumption, and therefore sought to extract out of architecture all
that encumbered on man’s ability to live a free life. Their most
evocative images, the series beginning in 1969 titled The Contin-
nous Monument, spread its glacially translucent grid structures
throughout entire regions of the planet enveloping buildings and
entire cities, creating a monument to end all monuments. SUPER-
STUDIO’s renouncement of architecture, their conscious withdrawal
from the perverse system based on the commercialisation of pop-
ular demand, was deliberately intended to strip architecture of
everything except its most naked living truth.

This publication is structured into two basic parts.
Part I features the two curators’ essays examining SUPERSTUDIO’s
history within the Florentine context (“Suicidal Desires”, Peter
Lang), and an essay on SUPERSTUDIO’s penultimate moment on the
larger international scene (“The Revolt of the Object”, William
Menking), and includes the retrospective testimonials and critical
reflections from three of SUPERSTUDIO’s members: Adolfo Natali-
ni, Cristiano Toraldo di Francia and Piero Frassinelli.
Part Il is divided into the following four chapters:

1. 1966-68: SUPERarchitecture: to the Rescue!

2. 1969-71: sUPERprayects: Objects, Monuments, Cities

3. 1972-73: SUPERexsstence: Life and Death

4. 1974-78: SUPERsimple: Elementary Architecture
In Part II each chapter engages in a specific historical moment and
provides related documentation on SUPERSTUDIO’s theoretical and
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practical responses. The goal is to publish the group’s most sig-
nificant projects along with a related collection of images and their
accompanying writings, storyboards and photos. While this pub-
lication is not intended to become a catalogue raisonné on the
works of SUPERSTUDIO, it has been conceived as a work of con-
sultation and reflection. Here every attempt has been made to pair
significant texts and storyboards to their corresponding architec-
tural projects. This introductory essay will navigate through some
of the peak episodes that mark SUPERSTUDIO's architectural pro-
duction, in an attempt to track the threads connecting people,
places and time.

The first concern then, is to confront the term “Radical” archi-
tecture, which has become, through the numerous recent exhibitions
the catchall phrase used to regroup the variety of tendencies that
have aspired to shake off the hegemonic grip of Modemnist archi-
tecture in the 1960s. Radical architecture is an ambiguous multiva-
lent term that suggests different and clearly contrasting meanings.
Andrea Branzi, one of the founding members of Archizoom, writ-
ing in 1973, gave this impression on the breadth of Radical move-
ment: “Today the term ‘Radical’ architecture assembles at the in-
ternational level all of the eccentric experimentation with regard to
the straight line of the profession: counterdesign, conceptual archi-
tecture, primitive technologies, eclecticist, iconoclasm, neodadism,
nomadism...” Gianni Pettena, another Radical player active at the
time in Florence, insists on giving the movement a more sinuously
fluid radiance, albeit with continental distinctions, weaving the /-
genions experiments of the Californian Radicals to the more self-con-
scious language emerging in England, Austria and Italy, whose works
result from far deeper frustrations characterizing the profession in
Europe.* In effect, Pettena’s panoramic view of the movement cor-
rectly depicts the international exchanges, through publications, en-
counters and exhibitions, while devoting considerably less time to
the many provincial accents buried in the chaos of translation, mis-
reading, and local cultural wrangling.

Finally Emilio Ambasz’s conception for The New Domrestic
Landscape makes the point that even within Florentine circle of vi-
sionary architects there were several contradictory positions re-
garding the role of architecture and design — let alone radical pol-
itics. The weakness in establishing an umbrella definition for the
Radical architecture movement therefore remains, we believe, in
the often-contradictory positions held by these distinctive activist
groups. The Radical bind between the groups does not necessar-
ily imply that there were common denominators linking one to an-
other, as clearly those who saw themselves as neodadists were not
necessarily willing to also act as nomadists. Branzi's intent was to
underscore just how insidiously the work of such a diverse num-

14 bet of subversive credos were penetrating the 1960s’ mainstream

culture, But the cost, already then, was a general undervaluing of
the individual tendencies themselves, leading to a series of critical
misinterpretations, if not offhand dismissals within the architec-
tural community at large."

The quickest link between the two groups SUPERSTUDIO and
Archizoom can instead be made between the two Superarchitecture
exhibitions that took place between 1966 and 1967. The original
proximity of the two groups to one another lends credence to their
coming out of a particularly Florentine phenomenon that could, we
suggest, be referred to here as the “Superarchitecture” generation.
In fact, SUPERSTUDIO's origins were linked at the hip to Achizoom’s:
the two groups’ founding members, Adolfo Natalini and Andrea
Branzi were classmates in the School of Architecture at the University
of Florence. Their first public appearance together under their re-
spective nome de plumes was for the exhibition titled Superarchi-
tecture at Pistoia — on the outskirts of Florence — in December
1966, and then, curiously, as individuals in a second show with a
much larger set of participants that took place in Modena some three
months later. There remains some confusion on just how the two
exhibitions were organized, precisely because most accounts sug-
gest that SUPERSTUDIO and Archizoom were each formed betioeen
the two shows, over the winter of 196667, But what remains con-
founding is that both groups already appeared as SUPERSTUDIO and
Archizoom in the first Pistoia venue. As is often the case behind
the scenes, the story of just how the two groups were founded is
tied as much to circumstances as it was to a prescient vision.”

Adolfo Natalini, an exhibited pop painter in the Florentine
circle in the early 1960s, was asked by the Jolly gallery in Pistoia
to mount a second show of his paintings in November 1966. In-
stead, in his new status as a recently graduated architect, he pro-
posed an exhibition on architecture and invited Andrea Branzi and
others to participate. In the meantime, Branzi and several of his
close friends had planned an exhibition at the Galleria Comunale
in Modena, whose opening date was to take place before No-
vember, but was postponed into 1967. Natalini’s exhibition should
have been chronologically after Branzi’s, but eventually came up
first on the calendar. For the Pistoia exhibition, Natalini proposed
the title Superarchitecture: promoted to be “the architecture of su-
perproduction; superconsumption; superinduction to supercon-
sumption; the supermarket, superman and super gas”. For this show
they gave themselves names: Branzi and his companions Gilber-
to Corretti, Paolo Deganello and Massimo Morozzi chose the des-
ignation “Archizoom”, an onomatopoetic play on Archigram.”
Natalini created the term “SUPERSTUDIO”, a logical derivation from
his exhibition manifesto.

As things have a way of happening, the Jolly gallery exhibition
in Pistoia was postponed from 4 November to 4 December. The
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firsr date would have turned out to be catastrophic. On 4 No-
vember, an Italian national holiday, the Arno river overran its
banks, flooding Florence and the rest of the valley. Natalini recounts
how he found himself almost under water as he worked through
the night on the graphics for the Modena exhibition poster.” In
need of a dry place to work, Natalini went to his friend Cristiano
Toraldo di Francia, who knew of a place to rent on high ground.
Shortly afterwards they founded together the first SUPERSTUDIO of-
fice at Via Bellosguardo 1.

SUPERSTUDIO really only appears in some kind of recognizable
form some time after the second show in Modena, lagging a bit
behind Archizoom.” In fact, it would take roughly a year for Adol-
fo Natalini and Cristiano Toraldo di Francia to collectively gath-
er their forces to give a philosophical foundation to SUPERSTUDIO.
Natalini’s thesis project on an art centre for Florence, begun in 1964
under the direction of Leonardo Savioli, influenced him to study
Louis Kahn. From Kahn, Natalini immersed himself in the histo-
ry of monuments, a work that he himself has qualified as a work
between “pop and the monumental”." Toraldo di Francia’s thesis
presented in 1968, a “Machine for Vacations”, represented a di-
alectical investigation into technology and the evolving social realm.
In 1967 Roberto Magris entered the Bellosguardo office, adding
his experience in working within the industrial design field. Piero
Frassinelli joined SUPERSTUDIO in early April 1968. Frassinelli’s
university research combined anthropology with architecture, a
background that provided him with exceptional skills in writing
and storytelling."”

Over the course of 1967, SUPERSTUDIO laboured to establish
three categories for future research: the “architecture of the mon-
ument”; the “architecture of the image”; and “tecnomorphic ar-
chitecture”. Natalini's 1966 thesis on the Palazzo dell’Arte served
as the initial genesis for the group’s work on the architecture of
the monument, later developed with greater refinement in the
competition for the Fortezza da Basso completed in 1967. The sec-
ond category, on the architecture of the image, inspired the graph-
ic-visual research behind the beguiling renderings that became
the group’s renowned signature. The architecture of the image
provoked an extensive visual experimentation into techniques and
appliqués, appropriating from diverse sources, such as collage,
pop art, cinema and dada.” Toraldo di Francia’s university thesis
set the stage for a scientific-based research, using technology as an
interface medium for architecture.”

From these preliminary three categories developed the first
major critical project proposed by SUPERSTUDIO: the Journey into
the Realm of Reason, an illustrated storyboard created to serve as
“maps for orientation...” describing the unfolding relationship

16 between natural and artificial environments. This pictorial exege-

Superarchitecture exhibilion,
Pistoia, December 1966:
Adolfo Natalini, Andrea Branzi
and Massimo Moroz2 (Cristiano
Toraldo di Francia is taking

1he picture}

sis into the theoretical underpinnings of a new architecture listed
26 progressive visions on man and his relation to the built envi-
ronment. The storyboard narrative, already developed as a form
of communication for a small world of objects, lamps and furni-
ture created by SUPERSTUDIO between 1967 and 1968, would be-
come a staple tool in the group’s repertoire.

Simultaneously, SUPERSTUDIO began the first phase of its com-
mercial activity, designing houses, banks and interior furniture.
Despite its professional engagements, the office did not assume the
role of traditional architects’ practice, but neither did it remain a
den of radicals. SUPERSTUDIO saw itself transformed into a “super”
office, in that they attempted to create more than a semblance of
a legitimate practice, while all the while seeking to exasperate the
condition of the standard architecture through well-targeted “su-
per” chatged actions. The “super” code of conduct required that
the young architects dress professionally so as to infiltrate the
homes and offices of a prospective well-off clientele. They were
“super-operators”, and as such producers of designs and objects
that would be over-loaded with symbolism and poetic content. As
SUPERSTUDIO’s designs confounded the sense of scale and objec-
tive significance, the unsuspecting user would find him or herself
becoming part of the critical process of the design.

The making and shaping of these objects were consistently re-
lated to bricolage techniques, assemblies from existing manufac-
tured productions, or adaptations from outside industries, such as
the fibreglass boat shells redesigned and converted into the Bazaar
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Suparstudio in the Bellosquardo
office, 1971

Suporsindio in the Via delle
Mantellate office. 1981

Supersiudio in 3 painting
by Ehe Daniels

couch system. Nonetheless, the group’s attempt to subvert the sys-
tem only seemed to fuel it: Toraldo di Francia later admitted that
these subversive objects they realized “initiated a new level of con-
sumerism, and consequently another level of poverty”.*® Having
recognized the futility of the strategy, SUPERSTUDIO retrenched,
and responded by writing at the end of 1967 Evasion Design and
Invention Design. The theory, really a manifesto on how to live vie-
ariously through objects, rejected the notion that only the rich
could improve their lifestyles through better designed architectute.
Just like the sit-in had become a powerful tool for all its bare sim-
plicity, SUPERSTUDIO called for people “...to live like one long
protest...”, to engage in a life-long “...b¢-in. Every object has a
practical function and a contemplative one: and it is the latter that
evasion design is seeking to potentiate. Thus there is an end to the
19th-century myths of reason as the explanation of everything, the
thousand variations on the theme of the four-legged chair, aero-
dynamic shapes and the sterilization of dreams. We need in; fact
to begin all over again: the data are those of myth; those of tech-
nology and consumer demand, those of repressed desires” * In 1968
SUPERSTUDIO made yet another leap forward, abandoning the last
vestiges of a market-driven architecture, erasing once and for all
the supercharged messages of insurgency from the face, though not
from the core, of their designs, producing a system of infinite mul-
tiplications, divisions and dimensions, the Histograms. At its sim-
plest a physical bar graph, the addition of the histograms to the
SUPERSTUDIO opus was to allow the group to design essentially by
default, a sort of auto-pilot architecture, that left space and time
for other more pressing activities. : o

“We prepared a catalogue of tri-dimensional non-continuous
diagrams, a catalogue of histograms of architecture with reference
to a grid transportable in diverse areas or scales for the edification
of a nature both serene and immobile in which we might finally
recognize (re-know) ourselves. From the catalogue of histograms
followed effortlessly objects, furniture, environments and archi-
tecture. ... But all these things didn’t matter much, nor have they
ever mattered much. The surface of such histograms was homo-
geneous and isotropic; every problem of space and every problem
of sensibility having been accurately removed. The histograms
were also called ‘the tombs of the architects

In the same year, the Bellosguardo office produced a poster an-
nouncing the following greetings: SUPERSTUDIO 1wishes you a year
of wisdom and peace. The collage depicts a pyramid (in Rome)
with the four members posing at its base, and an owl in the fore-
front gliding straight towards the viewer. The image, a morbid
group critique, nonetheless came in the shape of a riddle. A sort
of death wish so beautiful and entrancing that the message really
didn’t seem to matter.

o
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a completely self-effacing strategy of
open-system architecture, for by now
the elemental theoretical conditions de-
veloped by SUPERSTUDIO could be ap-
plied to any range of objects, buildings,
city or region. Not a technologically de-
termined mega-structure, but instead a
sort of neutralizing living architectural
volume that could be laid across finite
or infinite space. The storyboard for
The Continuous Monument, elaborated
between 1969 and 1970 and published
in Casabella, no. 358, 1971, under the
title “Natural and Artificial Deserts”;
completes the historical project begun
in 1967 with the Journey into the Realn
of Reason, mixing a lesson on history
with a theoretical discourse on the hu-
mankind’s abuse of the planet. The
striking architectural colossus that re-
configures itself across a myriad of dif-
ferent landscapes, constructed as a se-
ries of carefully layered collage and air-
brush perspectives, projected the
methodological simplicity of the his-
tograms by merely exploding the scale of its operation.

The strikingly sublime images of The Continuous Monument in-
troduced the conceptual work of SUPERSTUDIO to a broader pub-
lic. But their widespread appearance on the international scene al-
so caused a stir because their claims for an egalitarian society con-
scripted into a totalizing monumental architecture seemed cutiously
antithetical. Critics like Manfredo Tafuri were on the whole unim-
pressed with the premises of this particular brand of 1960s™ ar-
chitecture (see William Menking’s essay “The Revolt of the Ob-
ject”), preferring to reflect more on rehabilitating earlier Italian
avant-garde precedents. But SUPERSTUDIO’s commitment to pursuing
a critical practice cannot be easily dismissed, precisely because
their work could not have taken shape without a fundamental be-
lief in the necessity for political engagement in the first place.

Natalini remarked in 1971, “...if design is merely an induce-
ment to consume, then we must reject design; if architecture is mere-
ly the codifying of the bourgeois models of ownership and soci-
ety, then we must reject architecture; if architecture and town
planning is merely the formalization of present unjust social divi-
sions, then we must reject town planning and its cities... until all

By 1969 the stage was set to launch SUPERSTUDIO VI AUGURA UN MINI] I SAEHEH.A E IlI PACE

20 design activities are aimed towards meeting primary needs. Until

Pyramid poster. 1968

then, design must disappear. We can live without architecture...”®

The Continuous Monument must be read within these terms, as an
architecture that does not portray “architecture” but as an archi-
tecture loaded with critical meaning, where the language of ar-
chitecture is high-jacked to achieve other goals than building for
the sake of building.

Although Manfredo Tafuri was largely skeptical of finding any
critical value inherent to SUPERSTUDIO’s work, other critics took their
projects seriously enough to comment on. Both Charles Jencks and
Kenneth Frampton were willing to look much closer at the issues,
but each came to rather divergent conclusions. For Jencks, SUPER-
STUDIO’s insurrectional treatment of architecture, taken consciously
from within the profession, reveals itself to be only more prob-
lematic when cloaked in a despotic beauty. He questioned their
notion of professional subversion by commenting “...the groups
Archizoom and SUPERSTUDIO consider themselves to be leftist rev-
olutionaries while working entirely within the established frame-
work of the consumer society (they call it ‘revolution from with-
in’). SUPERSTUDIO has designed ‘The Continuous Monument’,
which ‘is a single piece of architecture to be extended over the
whole world...””

Indeed, the first dilemma to understanding SUPERSTUDIO is
how to reconcile their nearly schizophrenic position riding be-
tween architecture’s theoretical and practical applications. But
there is, in fact, quite a bit of logic at play. SUPERSTUDIO, from its
first year in operation, periodically performed critical self-inter-
rogations on their own work, in order to advance theic theories
up to the absolute limit. Jencks might have recognized the con-
flictual nature of SUPERSTUDIO’s dialectical research: “In this case”
he noted, “the idea is a mixture of ‘Fascist’ ‘total urbanization’ (as
they call it) and absolute egalitarianism. Everyone has exactly the
same room, or the same white square gridiron, which is used for
all functions”.” Jencks was indeed suspicious of the message:
“...this monument is placed in striking contrast to nature and it
is meant to convey a state of supreme calm and serenity; its ‘stat-
ic perfection moved the world through the love that it creates’, or
so the hope is. Like some tantalizing paradox, the enjoyment con-
sists in being persuaded of something one knows to be question-
able, if not entirely false” *

For Frampton, on the other hand, SUPERSTUDIO meaningfully
engaged in the dialectically entangled issue of design as both an
aesthetic object and political instrument. Frampton was drawn to
the controversially engaged position of the Florentine group, rec-
ognizing that their stand aggressively challenged the relationship
between technology and social consumption.”” Frampton under-
stood that The Continuous Monument acted not as a realizable
totem for the 20th century but as an evacuating symbol. He ob-
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served: “...SUPERSTUDIO, led by Adolfo Natalini, started in 1966
to produce a body of work which was more or less divided between
representing the form of a ‘Continuous Monument’ as a mute ur-
ban sign and producing a series of vignettes illustrating a world from
which consumer goods had been eliminated. Their work varied from
the projection of vast impenetrable megaliths, faced in mirror-glass,
to the depiction of a science-fiction landscape in which nature had
been rendered benevolent" . The whole operation, Frampton may
be suggesting, should not be interpreted as a monumental form oc-
cupying an existing landscape, but instead a phantom projection
across.a strangely altered spatial-temporal continuum *

Charles Jencks preferred to interpret The Continuous Monument
as a Jacobin architecture, revolutionary but despotic. He failed ul-
timately in reconciling the ironic self-critique that functioned as a
disordering control mechanism. But if Jencks was not convinced
that the Monument’s haunting message couid be so false, Kenneth
Frampton’s interpretation of SUPERSTUDIO picked up on a counter
cultural message, that he recognized to be veiled below the image
itself: “Beyond the rule of the performance principle” noted Framp-
ton, “which the philosopher Herbert Marcuse had already char-
acterized as defining life in terms of instruments and consumer
goods, SUPERSTUDIO projected a silent, anti-futurist and techno-
logically optimistic utopia...”® According to Frampton, “it is sig-
nificant that SUPERSTUDIO chose to represent such a non-repressive
world in terms of an architecrure that was virtually invisible, or,
where visible, totally useless and by design auto-destructive™."

Frampton’s read  on SUPERSTUDIO comes much nearer to the
group’s original intent, but his commentary also confirms that The
Continuons Monunent was not so cloaked in irony and ambigui-
ty as to lack legibility. SUPERSTUDIO consciously examined each

22 layer in the process of design and architecture and built its alter-

Superarchitecture exhibition 1,
Pistoia, December 1966

Superarchitecture exhibition I,
Modena, March 1967

native paradigm, one step at time. As Natalini emphasized: “By
the destruction of objects, we mean the destruction of their at-
tributes of ‘status' and the connotations imposed by power, so
that we live with objects (reduced to the condition of neutral and
disposable elements) and not for objects. By the elimination of the
city, we mean the elimination of the accumulation of formal struc-
tures of power — the elimination of the city as hierarchy and so-
cial model, looking for a new free egalitarian state, in which every-
one can reach different grades in the development of his possi-
bilities, beginning from equal starting points. By the end of work,
we mean the end of specialized and repetitive work. Seen as an
alienating activity, foreign to the nature of man”™.”

Though The Continuons Monument remains one of the most
renowned projects in the SUPERSTUDIO oeuvre, eliciting much crit-
ical comment, there were other intriguing projects that continued
to examine the alienated relationship between human beings and
their “natural” environment. In 1971 Piero Frassinelli penned the
dozen fantasy wotlds that became SUPERSTUDIO's Twelve Caution-
ary Tales for Christmas: Premonitions of the Mystical Rebirth of Ur-
banism, appearing in the December 1971 issue of AD. In almost every
“ideal” city the predominant theme was about blind faith in téch-
nological salvation and the looming effects of the Americanization
of European culture. In the Ninth City. The Ville-Machine Habitée,
to give one example, the city takes care of every convenience, where
all one’s needs are met. This is a mechanical city that is extremely
efficient, recycling and regenerating itself for the good of the in-
habitants, except in some cases where one might think of deviating. ..
“The inhabitants live in the machine endlessly dragged along by
conveyor belts, by chutes and pneumatic tubes from the time of
birth to the time of death. The machine takes care of everything;
along the innumerable routes which intersect, unite and divide
according to the incomprehensible programming of the machine.
The inhabitants find food and fear, sleep and joy, sex and hope,
death and anger, sometimes also rebellion; but they know very
well that if they get off the obligatory routes established by the ma-
chine, they will inevitably be crushed by its machinery.”"

Once SUPERSTUDIO finished producing the Twelve Tales, they
made the rounds to a number of publishers in Italy and abroad and
were picked up by the AD magazine in London who published the
English version first. In Ttaly, meanwhile, the weekly I/ Mondo pub-
lished a short unsigned review on page 29 titled “12 Citta del fu-
turo” (12 cities of the future).”* The reviewer remarked, “The al-
ternative proposals by ‘Super-studio’ appear in succession based on
an imaginary, impossible and playful architecture”. An intetview with
Adolfo Natalini followed. Natalini, in any event, had sent out sev-
eral dozen copies of the Twelve Tales to Italian papers, including
1l Mondo. Il Mondo’s cultural editor during these years was Italo
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Calvino. It appears unlikely that we can confirm Calvino ever read
SUPERSTUDIO’s Tiwelve Tales or had anything to do with the writing
of the review, dated 5 December 1971. Calvino began work on his
Invisible Cities around 1970 and published the book in 1972.
Though the connection remains speculative — what kind of influ-
ence would the SUPERSTUDIO piece have had on Calvino if he had
indeed read it in 1971 — the coincidence nonetheless remains in-
triguing. Calvino’s short stories had a vast influence on the gener-
al public, not 1o mention a whole generation of architects. Anoth-
er cautionary tale?

Also during this time SUPERSTUDIO began the production of its
first film Duterplanctary Architecture. The film combined the fan-
rastical collage images from “space” created by Alessandro Poli with
tightly choreographed camera movements and the images of Amer-
ican astronauts dancing in slow motion about the moon (taken from
cominercial super-8 reels available for purchase at the local news
stands). These images were intenwoven with a visceral soundtrack
playing primitive African tribal music and Buddhist chants in the
background. In one memorable scene while the rhythms are heard
melodically in the background the astronauts, seen feeding on
plastic sacks of liquid nutrition, seem instead to be playing on
strange musical instruments. As the first foray into film-making,
the effects are indeed at times simplistic, but nonetheless power-
ful precisely because the hyper-gadgetry of space-capsule life is sud-
denly reduced to a tribal rite.”” A poetic remise en scéne in which
the real protagonists are the histogram objects that penetrate the
galaxy. SUPERSTUDIO’s incursion into the world of film begins far
from earth: everything, “from the moon to the planets is archi-
tecture”, but in truch the sense of othetworldliness is not only in
the space images but in the melancholic soundtrack, establishing
a nostalgia precisely for primal knowledge on earth.

In 1972 SUPERSTUDIO participated in the Museum of Modern
Art’s landmark exhibition on Italian design Italy: The New Do-
mestic Landscape, Achievements and Problems of Italian Design.
Their Passiflora plastic lamp was selected by the show’s curator
Emilio Ambasz for the “Objects” section of the exhibit. In addi-
tion SUPERSTUDIO produced a series of nine images that intended
to be a “...critical reappraisal of the possibility of life without ob-
jects” in the “Environments” section of the exhibition and cata-
logue. This project, which took the form of a small plastic mod-
el, repeated to infinity in a cubed light box. As they describe it is
“...a reconsideration of the relations between the process of design
and the environment through an alternative model of existence”.”

The images reproduced in the catalogue are nine variations
from their film project Life, Supersurface and remain one of their
most potent theoretical images. These grided landscapes respond
to Ambasz’s detailed Design Progran: for the exhibit, calling for a

The Happy Island, 1972

reconsideration of domestic space. SUPERSTUDIO collage their slick
drawings of satellites, desert landscapes and people in the act of fa-
milial relations. One drawing, The Happy Island, features a woman
ar an ironing board and other domestic appliances which she has
“no intention of doing without”.” She is depicted sadly marooned
amid her appliances on a small grass island in the middle of a
plane “without any messages in bottles”. In the catalogue this im-
age is the foil for another, The Distant Mountain, which portrays
a youthful sybarite world of nomadic pleasures not enslaved to de-
signed objects of mass consumption but free to experience their
body and feed their souls.”

With Histograms, SUPERSTUDIO began irs sweeping operation
1o remove all commercially driven clutter from the object, or the
architecture: as in their Five Suburban Villas project, each super-
fluous decision was eliminated from the process until they reached
the most elemental prototypical solution possible. And The Con-
tinuous Monument indecorously neutralized layers of gratuitous his-
torical symbolisms associated with the making of monumental ar-
chitecture. But the MOMa exhibition, whose survey dwelt on the
nearly irresolvable theorem secking to separate object from desire,
stimulated SUPERSTUDIO to change route again, to attempt to step
outside this burdensome dichotomy. SUPERSTUDIO, beginning with
the MOMA show, sought to re-conceptualize the position of archi-
tecture altogether, They discarded the role of the creator, the de-
signer, the architect. Instead, the group moved to espouse the
complete reversal of the normative condition, to switch roles, o
find architecture in one’s own life.

The effort stretched beyond the original MOMA project, initi-
ating one of the most unusual and paradigmatically innovative at-
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tempts to take architecture onto a different philosophical platean.
Between 1972 and 1973, Casabella published SUPERSTUDIO’s sto-
ryboards and texts for the Five Fundamental Acts: Life, Educa-
tion, Ceremony, Love and Death. The project, of tremendous scope
and vision, contemplates the existence of the architect, the ceuvre
complet on life. Conceived as an experimental film opus, only Life,
Supersurface and Ceremony were completed in film version. Su-
persurface, a collage animation with its final sequence filmed out-
doors in nature with a young couple, was screened for the MOMA
exhibition The New Domestic Landscape in 1972.° Ceremony was
shot live in Florence the following year."" The illustrated texts for
the Fifth Fundamental Act. Death was set to a slide show with an
audio soundtrack. The Five Fundamental Acts were published in
series in storyboard format. Like the one for The Continuous Mon-
ument, the storyboards for the Five Fundamental Acts were didactic
in nature. SUPERSTUDIO ‘s manifesto states:

“Architecture never touches the great themes, the fundamen-
tal themes of our Jives. Architecture remains at the limit, and in-
tervenes only at a certain point in the process, usually when be-
haviour has already been entirely codified, furnishing answers to
rigidly stated problems. Even if its answers are aberrant or eva-
sive; the logic of their production and consumption avoids any re-
al upheaval.

Architecture presents no alternative proposals since it uses in-
struments accurately predisposed to avoid any deviation.

The working-class home resembles a stately villa in the same
way as the design of a Radical architect that of an academic or re-
actionary architect: the difference lies only in the quantities in
play, the decisions on the quality of living have already been made.

Accepting his role, the architect becomes accomplice to the
machinations of the system. Then the avant-garde architect fills one
of the most rigidly fixed roles (like the young lover in plays).

This tentative anthropological and philosophical foundation
of architecture becomes the centre of our reductive process.”

SUPERSTUDIO, one might argue, succeeded in cleansing archi-
tecture of all sources of contamination. The only quandary that
would remain, of course, is what does in fact architecture look like
when you have the chance to begin all over, when you can expe-

. rience it through merely living, when you can move freely across
the landscape inside a city of the mind?

Five Fundamental Acts sets in motion such a level of destabi-
lization that there would in fact be almost no recourse to action pos-
sible afterwards, no sequel truly possible. After 1973, the work of
SUPERSTUDIO entered by fiat into a second phase in which the group,
as Peter Lang points out in “Suicidal Desires”, reconstitutes them-
selves as best as they can, by shifting the focus of their research on-

2 to the primary building blocks themselves, through an intensive aca-

Sofo chair

demically founded study on the making of peasant tools and shel-
ters. The move coincided with the co-founding of Global Tools in
1973, a short-lived but significant meeting of minds berween the
far flung members of the Radical architecture movement. Their
collective strategies, though never realized within this same en-
semble, nonetheless moved parallel with the SUPERSTUDIO’s second
phase of production. But it should be clear that what supERsTUDIO
brought to their phase of research was the intensive desire not to
repeat the formula that would only serve to prolong the commer-
cial market-oriented exploitation of the design profession. Of course
this would be by now impossible to persevere, however, given the
growing relationship that many of the individuals in SUPERSTUDIO
were at this point cultivating in the construction and design worlds.
SUPERSTUDIO, in this phase that culminated in the presentation
of The Wife of Lot and Project Zeno at the Venice Biennale in
1978, experimented with different kinds of co-operative efforts,
working both independently as architects, and in combinations be-
tween members on various projects. Adolfo Natalini, from hispo-
sition teaching in the University at Florence, introduced a course
on Extra-Urban Material Culture, taught in conjunction with Piero
Frassinelli, Alessandro Poli and Cristiano Toraldo di Francia. The
research on primitive peasant economies, their tools and shelters
revealed a wealth of living information that succeeded in docu-
menting not just the style of life in the far reaches of the Ttalian
countryside, but also the rigours of poverty. It helped to develop
simple methodologies that were assiduously economical and bril-
liantly creative in the use of recycled materials, energy conserva-
tion, distributed recourses, and multiple uses, The research and
documentation gathered by the students for the Extra-Urban Ma-
terial Culture project suggests some very interesting alternative
paths to follow now. i
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If SUPERSTUDIO has succeeded in contributing to any particu-
lar lesson to inventing a future architecture, it would be not so much
the individual “pieces” as it would be the process itself, the strict
critical vision focused on their own roles in the much larger chain
of production. This process of repeatedly and critically re-exam-
ining the normal drifts and currents moving across the domestic
landscapes has led them to design, or perhaps more appropriate-
ly to un-design their surroundings like no other group before or
after them. We are far enough along again to perform similarly crit-
ical interrogations and we hope as the editors of this project that
SUPERSTUDIO’s contribution may be to take another, critical look
at the objects that surround our lives.

13 January 2003
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Peter Lang Suicidal Desires

The continual references to catalogues and inventories and

the definitely didactic nature of the publication constitute the
affirmation of the wish to testify to one of the most logical acts
that an intellectual can commit today: suicide. (Better still

if it i suicide commnitted in public).

The new role of the intellectual will be born only after all the
moralisms, aspirations and pretensions of his present role have.
vanished, perhaps violently. The architect’s suicide and the
disappearance of architecture are two equivalent phenomena: ]
to work towards the one or the other is only a question of quantity.
In both cases, it means eliminating the formal structures
connected to artificial scale of values.

In this sense, our work has used the instruments of architecture

in a contrary fashion, gradually, through absurdity, showing its
uselessness, its falsity and its imunorality. )
Adolfo Natalini, surcrsTupIO, AA Schoo! of Architecture
lecture, London, 3 March 1971

The inclination to violate architecture, to reject architecture as a giv-
en condition, to lay waste to its very foundations, suggests not a new
form of architecture but the re-conceptualization of architecture as
a fundamental condition of life. SUPERSTUDIO's nihilistic operation,
springing from a reconstructed post-war Florentine society, reflects
the flip side of the Italian dolee vita. Florence’s artistic patrimony
remained only a veil over the grim business of unfettered growth
and alienated lifestyles, achieved at the expense of social equality
and the urban environment. SUPERSTUDIO navigated the elevated
themes of life and death precisely because architecture as a profession
appeared too deeply compromised to ever be recuperated.
Post-war modernization was wreaking havoc on Iralian society
The Wife of Lot, Venice. 1978 and decimating the surrounding urban landscapes. Mussolini’s 31
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Fascist regime contributed to the invention of Italian mass soci-
ety, but did not construct a mass consumer culture. That would
be the accomplishment of the post-war governments, whose laws
were designed to promote private investments to the exclusion of
all else. Private initiatives in housing were given a “free hand”, with
no controls placed on land uses, adequate service facilities like
parks or parking lots, nor sufficient safety regulations to ensure
proper building methods.' The results were catastrophic, with
speculative buildings sprawling randomly through the urban pe-
ripheries and under reinforced buildings tragically collapsing in
known high-risk earthquake zones.

Italians were becoming more mobile, more urban, more en-
amoured with their object world, but adapting to this new con-
sumer-oriented lifestyle inevitably meant ruptures to traditional
habits. Economic expansion came late relative to other European
countries, but the symptoms of estrangement among the post-war
Ttalian middle classes bore the common traits of similar Western
industrialized countries. The growing prosperity within the Ital-
ian society exposed ever-decepening rifts within the communities
at large, as well as intergenerational conflicts. During the 1960s the
student population in the national university system doubled to
half a million students, providing sufficient momentum behind
the rise of a mass student culture.? .

This gradual slide towards social breakdown was brought in-
to explicit view through the work of some of the country’s most
creative cinematographic artists. As Siegfied Kracauer noted, “the
more life is submerged, the more it needs the artwork, which un-
seals irs withdrawnness and puts its pieces back in place...” Aes-
thetic manifestations depicting the general malaise of Italy’s up-
wardly mobile classes and alienated youth increasingly surfacéd in
the arts and in cinema by the mid-1960s. After La dolce vita was
released in 1960, Federico Fellini turned the camera on himself
and his profession, creating in 1963 Eight and a Half, a spectacu-
larly personal inquiry and psychological confession on the existential
state of cinema and society. Michelangelo Antonioni in his 1964
film Red Desert, constructed a spiritually deprived vision of post-
war Iraly that was hermetically linked to a devastated landscape
of smog-choked factories and polluted Jandscapes. As the characters
move with empty gestures through Red Desert’s world of manu-
factured sensations, only a siren-like song seems to penetrate the
ambient stupor. The primal recall remains an insidious reminder
of a simpler past, a symbolic metaphor that would find its echo in
the reflections on the built environment among the young gener-
ation of architects who would form the nucleus of SUPERsTUDIO.!

Ower the course of their activities, SUPERSTUDIO elaborated on
the grand themes of alienation, rationalization, neuroses, therapy

12 and the visceral forms of suicide. These themes informed the un-

derlying critique that constituted the group’s thoughts and actions
from the initial founding in 1966 to the late 1970s. But these epic
themes also can be seen to reflect more formulative life trajecto-
ries. The story of SUPERSTUDIO, whose beginnings are announced
in the historical staging of the 1966 Superarchitecture exhibit in
Pistota, finds its inception in Florence’s rebellious youth culture.
SUPERSTUDIO’s genesis, in fact, cannot be linked to a specific stu-
dent movement — the six members of the group did not come from
the same ideological background or belong to the same student
political organizations — nor did there exist a direct correlation
with a specific class or a specific professor. The principal founders
in 1966-67, Adolfo Natalini and Cristiano Toraldo di Francia,
were from separate graduating classes; Roberto Magris was sev-
eral years older than the others and already professionally work-
ing in the field; Piero Frassinelli came into architecture through a
tract that had led through anthropological studies; Alessandro
Magris and Alessandro Poli joined when the group had already es-
tablished its characteristic identity.” In many aspects SUPERSTUDIO
was formed just as their name implied, as a “super-office”, a de-
sign and architectural office that happened to have an extremely
deep and foreboding sense of history and belligerent behaviour.

Yet to understand SUPERSTUDIO it remains essential to under-
stand the university climate that existed in Florence during the
1960s, precisely because the generation of students who complet-
ed their education there were marked much differently than else-
where in Italy. The reasons will become evident over the course
of this next part of the essay, but in short the students attending
the Florence School of Architecture were, out of sheer necessity,
obliged to take control over their own education, This would be
an operation to perform on many levels, considering that Flo-
rence’s political government resisted any form of non-traditional
modernization; the university administered itself as the pedantic
gatekeeper of this very same cultural legacy, and the more innov-
ative faculties found themselves isolated if not removed from par-
ticipating in the city’s architectural and urban development. The
Superarchitecture phenomenon that led to the founding of SUPER-
STUDIO cannot be explained without understanding the depth of
frustration and sense of critical purpose that was unique to the
young generation living and studying in Florence. The university
experiences in Rome, Milan and Venice would take significantly
different directions. These are therefore the issues to follow in or-
der to get to the heart of SUPERSTUDIO’s deeply internalized rebellion
against architecture.

The entire national university was put to test in the 1960s, pres-
sured by students and many of the faculties to renovate the archaic
educational system, pushing for greater democratization and ed-
ucatjonal reforms. Student occupations and strikes gained cur-
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rency in Italy beginning in the early 1960s. In 1966, litigations be- Collage image of Superstudio
Bellosguardo office, 1971

tween left- and right-wing student political factions became dead-
ly. In Rome the murder of the architecture student Paclo Rossi, at Exhibition dasign in five acts
the hands of a group of neo-fascists brought thousands of Italians - for tho Neue Galerie, Graz, 1972
into the streets to manifest their shock. By 1968, the whole national
university system was under siege with occupations and strikes, in
communion with similar student-led revolts spreading from coun-
try to country. Going to school in the 1960s became a matter of
revolutionary importance, an experience that deeply marked the
younger generations.®

In the post-war period the schools of architecture in the na-
tion’s major universities were deeply polarized. The faculty of ar-
chitecture at the University of Rome dominated the national aca-
demic scene, while a number of highly prominent architects in
Milan linked to the international movement and CiaM brought the
most polemical issues of the day to the pages of their magazines.
Tbe 1UAV in Venice, through the directorship of Giuseppe Samona,
successfully broke out of its former institutional mould, becom-
ing the foremost laboratory for critical architectural thinking in Italy.
While the Venice school was more academically linked ro Rome
than to Milan — at times it seemed that the school was a kind of
vafiguard outpost at the end of the Roman commuter corridor —
Samona nonetheless played aptly to both fields, accommodating
Bruno Zevi’s camp in Rome while providing institutional support
to the Milan-centric CIAM.

The Florence school of architecture lived essentially outside this
privileged academic loop. Giovanni Michelucci, Florence’s great
transitional figure, masterfully succeeded in evolving his pre-war
blend of rationalism and historicism into a uniquely Florentine style
of crafts-based architecture. Though a prominent public figure,
Michelucci became increasingly ostracized through his frequent
clashes with the crusted Florentine patronage system. Adalberto
Libera, Ludovico Quaroni and Leonardo Benevolo joined the Flo-
rence faculty in the mid-1950s, a decade into the post-war peri-
od. Their presence undeniably added to the school’s minor status,
but the School of Architecture was already losing ground to Rome,
Milan and Venice. The Florentine faculty responded slowly to
post-war revisions to architectural theory and practice while ig-
noring the need to carry out internal administrative and pedagogic
reforms to the school.

In Rome the Fascist-led planning initiatives directed towards
the growing peripheries, the new university; the EUR, and the re-
gional planning towards the seacoast would find unusual continuity
after the war in the figure of Marcello Piacentini, a towering pres-
ence from the past who held on to his job as director of the School
of Architecture in Rome.* Bruno Zevi returned in 1944 to the Ital-

3 ian capital from Harvard where he completed his architecture de-
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gree. Zevi’s American connections and deep dedication to re-
forming Italian architectural culture had immediate impact on
post-war debates. He quickly established under the aegis of APOA
the first “organic school” in Italy inspired largely by Frank Lloyd
Wright. Many younger Italian architects joined efforts with Zevi
in reconstituting the Roman scene. One of the challenges was to
re-evaluate and re-conceptualize a contemporary architectural style
that could reconcile both Modernist and Neo-classical contami-
nation from the Fascist period. Over the next decade, Mario Ri-
dolfi, Adalberto Libera and Luigi Moretti among others, developed
an urbanistic architectural language that, through the sponsorship
of INa-Casa, the State-subsidized housing authority, succeeded in
promoting the development of an urban-scale hybrid Modernism
combining labour intensive craft-work with advanced concrete
frame technologies.

The urban fabric in and around Milan was heavily damaged dur-
ing.the drawn-out allied bombing campaigns. As the country’s
major economic centre, reconstruction proceeded quickly. The
development of the city's regional master-plan, conceived with the
participation of the Milanese members of C1aM, went largely un-
challenged by the city's traditional planning strategists. The Move-
ment. for Architectural Studies (M$A) was founded in Milan in
1945 with the goal of opposing a traditional academic education.
The Lombard city was already predisposed to developing a Func-
tionalist and Neo-rationalist style of architecture to plug the many
damaged sites. Milan’s publication houses quickly became the
principal platforms for national debates on the future of Mod-
ernist architecture. Ernesto Nathan Rogers took over Dosmzus from
Gio Ponti in 1946 and then moved over to Jaunch an improved
Casabella-Continuitd in 1954 (the magazine remained under his di-
rection until 1967). In 1947 the Milan Triennale opened its VIII
edition featuring the most recent post-war developments in social
housing and urban reconstruction.

Florence would also have its opportunities to grab the centre
of the debate, but it seems that each occasion was squandered by
internecine quarrels among bitterly competing interests. There are
three key aspects that when collapsed together help explain the
peculiar condition of Florence's conflictual artistic and architec-
tural culture in the post-war period. The first was the failed re-
construction of Florence’s city centre, heavily damaged during the
German wartime withdrawal on 4 August 1944; the second con-
cerned the equally disappointing manner in which the city ex-
panded to meet the growing population and manufacturing needs
in the same period; the third was the significance of the student
activist movements in directly and indirectly contributing to re-
constituting the School of Architecture into one of the most open-

3 ly receptive — if also least recognized — grounds for architectural

and design experiment. The impunity of the city’s historic legacy
despite a hundred years of hidden renovations and kitsch con-
structions; the impossibility of engaging in dialogue with an open-
ly hostile community on the future of Florence; the frustrations of
a generation growing up on global youth culture in a provincial
city would appear to make this climate hostile to new and emer-
gent forms of culture. Yet precisely the opposite actually hap-
pened: Florence became the de-facto centre of the Radical archi-
tecture movement. Marginal cultures, it nust be acknowledged,
create their own ways to draw in the centre.

The reconstruction of Florence ended up in the hands of the
city’s most conservative forces. The German army covered its des-
perate retreat by destroying rthe numerous historic bridges cross-
ing the Arno river. The Germans spared the Ponte Vecchio; the fa-
mous shopping bridge was left standing while the surrounding
neighbourhoods were dynamited to block the Allied forces’ advance.
A competition was announced in 1946 based on a revised master-
plan for the area prepared by architect Gustavo Giovannoni dat-
ing back to 1913. The results of this competition were largely ig-
nored, and the intriguing urban proposals to reorganize traffic and
commercial districts abandoned to more ad hoc rebuilding meth-
ods.” In the end, the main controversy over the rehabilitation of the
historic centre of Florence focused on the choice of the most ap-
propriate architectural language to best address the city’s monu-
mental landscape. Drawn from a pastiche of concrete frame Ra-
tionalist and imitation Tuscan styles, the architecture used to patch
together Florence’s damaged fabric was hardly an improvement
over the stylized neo-Renaissance buildings constructed during the
late-19th-century renovation of Risorgimento Florence."

The reconstruction of the adjacent bridges only served to rigid-
ify professional opinion, with the Santa Trinita bridge’s authentic
reconstruction backed all the way up to the top by the Vatican and
Benedetto Croce, while Leonardo Savioli’'s more timid Micheluc-
ci-inspired proposals for some of the other Florentine bridges,
with the architectural assistance of Giuseppe Gori and Leonardo
Ricci, did not gain much public support." In Manfredo Tafuri's
opinion the ensuing proposals for the heavily damaged areas “.. .led
to feeble and greatly compromised reconstruction of the histori-
cal fabric...” Tafuri essentially characterized the actual recon-
struction as a failure, though “...it did manage to formulate prob-
lems worthy of deeper study”." Tafuri’s opinion may read like an
understatement; the effect of a compromised reconstruction pro-
gramme in the heart of Florence had much deeper repercussions:
for one it distanced the best architects from the most important
architectural recovery site in Italy, thereby permitting a powerful
lobby of conservative architects, art historians and private investors
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while, the planning and construction of the peripheral areas of the
city, where much of the real growth in the post-war period was now
concentrating also would lack vision. Once again, the financial
and property investors were able to dominate the choice of sites
and determine the quality of architecture, without having to in-
vest in adequate services or development of green parks.

When Savioli and Ricci did succeed in shaping from scratch
an ideal new community, Sorgane, the unfortunately politicized se-
lection of the site, at the throat of the Arno valley directly across
from a bleak industrial zone, only seemed to undercut the project’s
important architectural value.” The architects were rarely con-
sulted for much of the city’s later development. In what would be-
come an increasingly familiar pattern, the most prominent Flo-
rentine architects found themselves pushed aside and stripped of
an instrumental role in either the reconstruction of the centre, or
the planning and construction of the rapidly expanding periph-
ery. The net effect of these missed opportunities would be the to-
tal disengagement of Florence’s leading architects from the city’s
future, according to Cristiano Toraldo di Francia pushing the most
talented of the school’s teachers into ever-deeper theoretical pur-
suits as the city “...auto-constructed itself through a process which
has nothing to do with architecture”.** Florence lost in this early
period of the 1960s many of its most prominent professors:
Michelucci went into self-exile to the engineering department in
Bologna by the late 1950s, and one by one Adalberto Libera in
1962, Ludovico Quaroni in 1963, followed by Leonardo Benevo-
lo left for positions elsewhere.”

The strange set of circumstances that conspired to prevent any
kind of relevant modern architectural discourse to emerge out of
the potential “lessons” on the reconstruction of Florence, seems
to have severely reduced the relevance of the Florentine architec-
ture faculty. In both Rome and Milan each faculty was far more
engaged in their respective cities’ urban planning, building design
and construction. Bruno Zevi observed: “In the immediate post-
war period, Rome and Milan were behind the most significant
events in the contemporary cultural discourse, constituting the
central engines to the architectural discourse in Italy”." To a great
extent, the exalted condition of architecture in Rome and in Mi-
lan was tied to strong pre-war precedents. And despite the not too
infrequent trading of professors from one university to another, Flo-
rence could simply not fit the pattern then emerging in both Rome
and Milan. Each of the universities can be viewed as having pre-
served a reasonably legible ideological or architectural identity
distinct from one another. The clichés hold through the 1960s,
Rome remaining principally focused on urban-scale architectural
issues, while Milan continued to be faithful to the principles of a

38 functionalist CIAM-inspired Modernism. But the reasons Florence’s

School of Architecture had little ascertainable identity of its own
can also be traced to an intransigent administration, led in the
1960s by Raffaello Fagnoni, a politically conservative and old-
school Rationalist, who stood in the way of educational and ide-
ological reforms.

However, the reasons behind the wnpronounced identity of the
Florence School of Architecture go much deeper than the issue of
an unresponsive administration and disaggregated faculty. For stu-
dents, the system was confining and impenetrable, an elitist and
economically discriminating institution that lacked adequate tech-
nological courses and still emphasized beaux-arts-era requirements
for graduation.”” Worse, the students were not integrated into the
school's decision making process, giving them no possible role to
influence the school’s future development. Cut entirely out of
process, the students rallied together and fought back, creating ex-
tracurricular classes and discussion groups, forming political com-
mittees and organizing occupations and protests. Their complaints
varied widely, directed to the school administration and the po-
litical government and targeting incompetent faculty. The students
held “the dominant political class [responsible] for having left the
Icalian school system in such abandon and misery”.**

The great conundrum of the Italian university system was that
it rarely succeeded in reforming itself from within. Instcad, the Ital-
ian university system became an ever-frequent target for attack
from students and a growing number of sympathetic faculty mem-
bers anxiously pressing for critical change. Vittorio Gregotti wrir-
ing at the time in Casabella-Continuita on the student-led agitations
of 196364 observed: “I believe that if we stop to reflect on the
issue that has led us, or rather from where the students of the ar-
chitecture faculty have led us in the last two years or so, we can-
not but be amazed at the breadth of the material and the discus-
sions delivered, for its progressive and in-depth articulation, for
the political drive for renovation concretely sustained in precise-
ly chosen battles, and above all for the irreversible disarticulation
that all this has provoked within the aging and academically ridged
school of architecture”.”

These epic struggles against the outdated and archaic univer-
sity effectively managed to create a sort of permanent antagonis-
tic relationship between a cast of characters that included the ad-
ministration, the faculty and the students, and that carried on in
one form or another throughout most of the 1960s. The spring of
1964 effectively marked the beginning of a series of student-led
actions against the architecture administrations. In Florence, the
spring occupation of the rector’s office included among its student
ranks several of the future members of the Superarchitecture gen-
eration.” The occupations of the administration were the dramatic
culmination of a series of student assemblies formed to rethink the 39
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way architectural education should be raught. The students won
temporary victories, like establishing a council that would include
faculty and students.? But there were smaller complaints as well,
such as the beaux-arts-era requirement for the final thesis project
that obliged students to create professionally constructed and
thereby costly final wood models. One of the hard-won victories
would be the ability to make a final model in cardboard *

For the first time the occupation of a school did not want to
merely pressure the administration into making simple conces-
sions. “It was instead” according to the student leaders Caponet-
to and Fracassini, “an experience of democratic life, an experiment
in free cultural research, an occasion to assume responsibilities as
students, technicians, and professionals of tomorrow. It antici-
pated what should become the University of Tomorrow.” 1964
became a kind of watershed year in the transformation of the Ital-
ian university system, and though institutional reforms would not
be carried out for another couple of years, the students effective-
ly shook the faculty out of its complacency, encouraging a num-
ber of professors to take up the students’ cause.

Again Florence became an unusual example in the way its lead-
ing professors were able to respond to the students’ demands and
develop a new set of courses that became very popular among the
students. Ricci and Savioli responded most creatively to student
demands gradually introducing an entirely different sensibility to
their courses at the school of Florence,” They were less concerned
with an ideologically driven socially conditioned architecture that
attempted 1o reshape public spaces and inprove community func-
tions, and far more interested in investigating new cultural phe-
nomena and their impact on establishing new building typologies.
Ricci had lived and taught in the US and he took back with him
more contemporary visions on art and architecture. He trans-
formed his design courses into hands-on experimental workshops,
a multi-dimensional approach to the arts, that included broad
freedom in composition strategies, materials, sculpture, like film
and music. According to Cristiano Toraldo di Francia, Ricci was
the only figure that really succeeded in shaking up the school, im-
porting to Florence from the States an Americanized Bauhaus
based on the Gestalt design ethic.”

Ricci saw that the way the Florence school trained its students
was incompatible with the demands of the outside world: “Our
school” Ricci observed at a conference held in Rome in 1964, “was
essentially based on this concept: prepare a generic architect that
would be gradually shaped through natural selection, different
specializations and different professional levels”, Ricci felt that
university could continue to absorb minor reforms without risk-
ing any real systematic change.* Savioli, like Ricci, was willing to

a0 throw his support behind the students, and began his own form

Histograms

of resistance through the kind of courses he offered. He also drew
a large following among the radicalized student population: Na-
talini, Toraldo di Francia, Poli and Frassinelli all had occasions to
study or assist in classes with Savioli.

When Savioli took over the course Plastica ornamentale, he al-
so inherited a classroom clurtered with beaux-arts plasters; every-
thing went into the dumpster to make room for his students to
work. He transformed his class into one of the most freethinking
courses to be offered at the school. In 1966 Savioli introduced his
course on design compasition investigating the rise of popular
spaces that was to culminate in the Piper project.? These were the
spaces of the “spazio di coinvolgimento” (spaces of co-involvement),
"...space not only as geometric measure but as psychological in-
volvemnent”.*

There were of course several other professors teaching at the
time that were to have significant influence on this generation,
though legend has it that the students would force unsympathetic
professors out of the classroom, like Baroni, because he insisted they
apply columns to their projects. Part of the aperture in the cur-
riculum was to allow students to explore broad areas of subjects
not tradicionally linked to architecture, Piero Frassinelli worked wirh
the anthropologist Tullio Seppilli and the semiotics professor Klaus
K&nig who was an omnipresent figure at the time. Leonardo Benevo-
lo’s course on modern architecture and social history filled a sixty-
year omission in the history curriculum. Benevolo was highly re-
spected, but he was less responsive to the students’ cause.

The pattern that emerged by the mid-1960s moved like a spin-
ning wheel around the students, the faculty and the administra-
tion, a circus of continuous events. The atmosphere was incredi-
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bly energetic, with extensive meetings, assemblies, all-night sit-
ins, occupations, providing opportune time to cook up countless
more events and experimental projects.” Piero Frassinelli opined:
“...Radical architecture is born in the occupied university. One lives
there and one sleeps there...” Over the long term, the point may
in fact not have been whether the reforms to the university system
ever were entirely successful; some reforms were achieved, others
never came close® The students and the faculty engaged in a
decade-long ideological battle over the substance of a contempo-
rary architectural education and this critical discourse undoubt-
edly succeeded in recasting the fundamental issues of the Floren-
tine school. The prolonged struggle for educational reform is to
be credited with furnishing the powerful rhetorical ammunition
exploited so proficiently by the Superarchitecture generation.

And then of course there is the historically rich city of Flo-
rence, whose entire economy functioned outside of major in-
dustries like Milan or the huge bureaucracies like Rome. Flo-
rence was primarily an artisan-manufacturing centre with a very
powerful shopkeeper middleclass. Students attending the School
of Architecture in Florence in the 1960s had a much harder time
finding work, or getting swept into working class struggles, or
protesting national policies. Without the distractions of the big
city setting, students moved in smaller circles: but one event in
1966 would act to pull the whole architectural community together
and complete the yise en scéne: the 4 November flood. The flood
was not so much a catalyst in the formation of the Superarchitec-
ture as it simply acted to revive one of the most inextricable
taboos in Florence's history. The greatest impediment to renovating
Florentine culture was in fact the immeasurably weighty presence
of the city’s much-glorified artistic legacy. Florence’s History
translated into a special local pride that effectively froze Florence
in a state of existence that was neither reliably authentic nor con-
temporarily up to date. Most older Florentines seemed to refuse
to exist in a heterogeneous present: and only with the persistent
efforts of the younger generation of intellectuals, artists, archi-
tects and musicians did this embrace for novelty and change be-
gin to have a positively erosive effect.

If in fact Florence was hopelessly blocked by traditional con-
ventions, the city's artistic community had been taking important
steps towards building a receptive place for an alternative con-
temporary art culture. Florentines were gradually becoming ac-
quainted with the most important players on the European art
circuit. Maria Gloria Bicocchi’s gallery Centrodiffusionegrafica on
Piazza Saltarelli (later to become art/tapes 22, the pre-eminent
video centre featuring the likes of Bill Viola) was one of the first
galleries to bring internationally acclaimed artists like Robert
42 Rauschenberg and Andy Warhol, performance artists like Allan

Kaprow, the sound artists from Fluxus.' But in less than a flash,
the flood of 1966 seemed to turn world-wide attention back on
the past, now buried deep under metres of mud and debris. Scenes
of volunteers from Florence and well beyond scooping up frag-
ments of artifacts from the river’s sediment and painstakingly han-
dling them like birds caught in an oil slick were emotionally stir-
ring, but ultimately a setback to the cause.

The planning for the first Superarchitecture exhibition in Pis-
toia began well before the 4 November flood. (See Peter Lang
and William Menking, “Only Architecture Will Be Our Lives”, on
the beginning of Superarchitecture). The flood therefore was not
the deus ex machina that launched the Supcrarchitecture move-
ment, but it seems to have been the one cathartic episode that con-
vincingly reinforced SUPERSTUDIO's anti-historical ideology. In a
later ironic gesture, one of the illustrations accompanying the Res-
cue of Historic Centres project exccuted in 1970 by SUPERSTUDIO,
portrayed Florence “restored” to its primordial state, with only the
dome of Santa Maria del Fiore popping above a rendered view of
the Arno valley as an enormous lake.

In sum, the long struggle that lasted through much of the 1960s
sharpened the critical discourse of many of the principal activists
engaged in the Florence counter-cultural scene. The university
was in tumult; new courses were being introduced side by side with
raucous assemblies and all-night occupations. The city was grad-
ually recovering from the devastation of a flood that in some cas-
es caused more real damage to artworks and buildings than dur-
ing the war, when the most precious artifacts had been placed in
safe houses and monuments buttressed behind sandbags. The pet-
ty bourgeois concerns and provincial ways of the Florentine mid-
dle class were incapable of seeing beyond the city’s customary tra-
ditions. With all the talented artisans and small manufacturing
centres the stores remained filled with clunky reproductions, fake
furniture and leather luxury goods for the upper classes. Alessan-
dro Mendini’s land of “Good design” could be almost anywhere
but Florence. To the young members of SUPERSTUDIO, the city was
a sleeping giant, and only needed an event to set it off.

The Superarchitecture exhibition in Pistoia was the event that
sparked the creative emergencies of Archizoom and SUPERSTUDIO,
but this historic episode did not by consequence imply two already
evolved and distinct sets of architectural strategies and projects.
The Pistoia show was planned to showcase new lamps, objects, fur-
niture and installation designs, but was to take place only after the
larger and more elaborately assembled exhibition of student the-
sis projects concluded in Modena. The reversed order of exhibi-
tions threw the two events out of sequence. There would be little
time for Archizoom and SUPERSTUDIO to evolve between the two
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carlier period were the kinds of initial prejudices they brought
with them, such as carlier friendships, political ideologies and
common architectural experiences. This in large part explains why
Archizoom appears to have had a head start over SUPERSTUDIO in
the first two years from their common launch on the scene, this
despite Adolfo Natalini’s singular role behind the Superarchicecture
manifesto. In fact, Archizoom’s head start seems to have provoked
Natalini and Toraldo di Francia to redouble their efforts and sharp-
en their critical design and arcbitectural position, through « year-
long process of self-examination that paralleled their production
of marketable designs and architecture. This first important self-
analysis producing the Journey into the Realm of Reason proved
quite successful in re-calibrating the group’s theoretical produc-
tion, so much so that SUPERSTUDIO would make periodic use of such
self-reevaluations ro correct their course or re-formulate their de-
sign strategies.”

But another aspect concerning the early divergence berween
SUPERSTUDIO and Archizoom was how each of these two groups
continued to grow progressively apart. Archizoom in fact re-
mained far more dedicated to its research on popular culture and
language, working on and in the medium itself to find the most
symbolic forms for representing a pop-inspired landscape.
Archizoom engaged in what now is the highly recognizable strat-
egy of building on subjective accumulations, evident in the later
projects like No-Stop City. Their way of undermining the Mod-
ernist status quo was through the construction of a self-referen-
tial language that did not so much suggest alternative realities as
it suggested simultancous multiplicities, layered textural refer-
ences, or architecture evacuated of meaning. Architecture, inca-
pable of completing a social revolution without breaking free
from its capitalist moorings, would instead be steered towards a
consumerist tower of Babel,

Conversely, SUPERSTUDIO embarked on a much more “classi-
cal” architectural trajectory. In essence, Archizoom and SUPLR-
STUDIO veer apart not only philosophically, but also through the
applicative use of media conventions. SUPERSTUDIO effectively
campaigned to destabilize modern architecture while remaining
within the enlightenment language of perspectival space or,
through their filmmaking, operating within the Cartesian con-
struct of the camera obscura. SUPERSTUDIO therefore did not so
much seek to challenge the conventions of representation, or what
Martin Jay classifies as “Cartesian perspectivalism”, the projec-
tion of the two-dimensional single ocular perspective, as they
sought to operate to subvert the principles of architecture with-
in this convention.” Their intensive collage renderings of The
Continuous Monument begin with a carefully reasoned historical

44 thesis on the nature of cultural monuments and evolve into a per-

Rescue of Historic Centres:
Florence, 1970

versely hegemonic system of architectural domination. The creep-
ing expansion of the monument across the global landscape is sub-
tly revealed as its own neutralizer, thereby putting an end to its
sublime terror. In effect, SUPERSTUDIO subverts a quotidian ar-
chitectural experience not through a warping of the planimetric
state but through satirical irony.

The same can be argued in regard to their films that retain ba-
sic narrative structures and follow largely rational progressions
through space and time, but use the medium instead to call into
question the meaning of architecture itself. From the beginning,
SUPERSTUDIO built its projects using the narrative vehicle of the
storyboard. Of the three extant films, the second, created for the
MOMA exhibition Italy: The New Domestic Landscape (see William
Menking’s accompanying essay in this collection, “The Revolt of
the Object”) presents Life, Supersurface (1972), a combination of
montage animation and actors in an outdoor environment to stage
an inhabitable but architectureless landscape. This film consists
of the first in the series titled Five Fundamental Acts, a far-reach-
ing and engrossing contemplation on the architecture of uncon-
finement. I The Continuons Monument stipulates no interiors,
Supersurface suggests no exteriors. Ceremony (1973), shot one year
later starring the members of SUPCRSTUDIO and their first film
without animations, further derides the significance of tradition
and domestic ritual, illustrating how life spontaneously erupts
around new-found ceremonies.”* One’s own body becomes the
mobile object of architecture: the self-contained envelope that is
both inhabited and inhabits the living world. SUPERSTUDIO’s unique-
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sentative medium itself, as it does from their subversive message.
SUPERSTUDIO from beginning to end stripped architecture down
to irs most essential meaning,

SUPERSTUDIO requires additional levels of reading, precisely be-
cause there are degrees of deception constantly present in their elab-
orately assembled images and projects. Their highly seductive and
visually pleasing visions tend to veil a biting critique collaged just
below the surface. Each stage of their work is meant to peel back
another layer of social paralysis, of futile dreams and debilitating
social infrastructures. SUPERSTUDIO worked from positions of deep
familiarity, destabilizing from within each and every aspect of the
architectural discourse. Florence, as one of the most significant artis-
tic destinations on the 19th-century Grand Tour, finds itself trans-
ported in the work of SUPERSTUDIO into a dimension of science fic-
tion, history’s other.”” Twelve Cautionary Tales for Christmas: Pre-
monitions of the Mystical Rebirth of Urbanism, apart from its an-
ti-utopian visions and very personal form of inquisitiveness, refuses
to celebrate the role of architecture and urban design in the con-
struction of city life." The exquisitely drafted sections, axono-
metrics and illustrations depicting the twelve cities reassure the
viewer of a perfectly engineered set of structures that only hap-
pento work like the out of control technology in Kafka's inscrip-
tive Penal Colony.

The Twelve Cautionary Tales, conceived and developed by
Piero Frassinelli, seem in the end to be much closer to a critique
on the present than evocations for the future: the twelve scenes
unfold like exaggerated projections on some of our most common
obsessions, where consumer culture goes blind, bureaucracies go
mindless, high-technology pacifies. This may also be interpreted
as.a critique of Americanization, a rising phenomenon in the con-
temporary Italian scene. The suggestive subtitle, “SUPERSTUDIO
evoke twelve visions of ideal cities, the supreme achievement of twen-
ty thousand years of civilization, blood sweat and tears. The Final
Heaven of Man in possession of Truth, free from contradiction,
equivocation and indecision; totally and forever replete with his own
PERFECTION....”, implies just such a world specially made for yox,
with no need to do anything except to find the button. The pro-
ject was not really about anti-utopias, but was SUPERSTUDIO's stark

premonition on where contemporary trends were leading.

From 1966 to 1973 the SUPERSTUDIO office had schizo-
phrenically advanced by pursuing on one hand pragmatic and suc-
cesslul furniture designs, train cars, residential and commercial
buildings (the group could count on the industrial design expe-
rience of Roberto Magris), and on the other by progressively dis-
secting those very same projects to reduce the variations, to
streamline the waste, to eliminate all clutter. The process devel-

95 oped into a series of checks and balances, whereby the theory en-

gendered the production, to be subsequently re-theorized, con-
trolied and modified. This is what Adolfo Natalini referred to as
“theory —+ practice -+ theory check”, that ran into all sorts of
interesting problems, until they devised design skeletons on which
to hang a series of design modificarions.” SUPERSTUDIO managed
at each turn to twist the paradigm and to imagine another criti-
cally altering move, until one by one SUPERSTUDIO dismantled
everything that once stood solidly for the enterprise of architec-
ture, until they reached a pure state of near nothingness.

But from here on, the work by SUPERSTUDIO reaches a signifi-
cant turning point, or perhaps a point of no return. Where, in fact,
does architecture go once it has been entirely erased from the ar-
chitects’ sketchpads and drawing boards? What kind of reductive
design might result in 2 world where there is no need for designs?
What type of room does one dream of when there are no more
rooms to occupy?

This may well have been an inevitable outcome for a research
project that began with the typological ordering of architectural
monuments, images and ambient technology; and gradually spread
far enough out to bring into its orbit a world of objects and build-
ings, of monuments and landscapes, until nothing remained un-
touched by its reductive powers. SUPERSTUDIO dutifully maintained
their faith in the original premise set out in 1967 when they as-
sembled the Jouney into the Realm of Reason. SUPERSTUBIO con-
tinued unrelentingly to reduce, to strip, to expose the core prop-
erties of an architecture that eliminated the fastidious and dis-
tracting environment of unnecessary things and actions. What they
achieved was tremendous, a spark of animation in an open field,
a world populated by freethinkers wandering without material
needs. But there would always remain a level of irony, a subtle ges-
ture that somehow this was all a ploy to make us think, to make
us want to change... but also allow us to retreat back to the com-
fort of our real homes, our heavy objects, our annoying lives.

But from 1973 on, coinciding with Adolfo Natalini’s teaching
appointment at the School of Architecture in Florence, the group
moved in two different directions. It was a moment of deep re-
assessment. The individual members began working more inde-
pendently on different types of projects, but also moved into the
academic research and teaching. Natalini’s class, taught with the
assistance of Alessandro Poli, Cristiano Toraldo di Francia and Piero
Frassinelli, investigated the everyday use of objects in contempo-
rary culture. Under the title of Extra-Urban Material Culture, stu-
dents were asked to return to their local family origins, and help
anthropologically document the material culture slowly disap-
pearing in the countryside. Natalini's famed lectures on the walk-
ing stick — he boasts a large collection of handmade and manu-
factured canes — served as an introduction to this reductive world. 47
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The course in effect initiated a second phase in the SUPERSTUDIO
oeuvre; whereby there is a concerted attempt to find a way to re-
construct the bare elements of a new architecture.

The anthropological research on primitive Italian peasant cul-
ture, its tools and shelters, was one of the few projects of its kind
going on during these years. Considering the massive scale of the
farm exodus into the 1960s, the real risk, that has since proved
founded, was the permanent loss of a highly sustainable low-
grade human ecology. Extra-Urban Material Culture bears little re-
semblance to the fanfare and hoopla created around the 1973
Global Tools symposium, which remained transfixed by consumer
culture. SUPERSTUDIO initiated Histograsus, back in 1969, with the
intention of reducing design and architecture to a single three-
dimensional manipulation of surfaces. When SUPERSTUDIO began
its study on the design of simple multi-functional utensils in 1973,
it was not to design a better and more marketable product bur to
find proven low-grade technologies that were uniquely versatile.

The peasant farmer Zeno, in his native home in Tuscany, re-
built a bent-wood chair from the turn of the century, piece by
piece, over the course of about fifty years. Every reiteration pre-
served the chair’s proportions and function, though each time the
artifact was slightly modified. The goal of the research was to doc-
ument and learn from these extraordinary human experiences; but
this phase of SUPERSTUDIO's research lacked the checks, balances
and earlier ironies that might have successfully lifted this project
back on to a more international platform. A broad overview of the
project including many examples drawn from the student research
was later mounted at the 1978 Venice Biennale to exhibit the cat-
egory of Architecture, under the title of Project Zeno. This strange-
ly Heideggerian vision of the new world, a familiar revisiting of van
Gogh's contemplation on a pair of peasant shoes, suggests a pro-
ject that nonetheless reconnects with the techne of architecture.

SUPERSTUDIO also presented The Wife of Lot, consisting of a
welded iron table and moving tower designed to hold a fluid pouch
filled with water. A tube dripped water over five salt moulds rep-
resenting the historical stages of architecture: the pyramid, the
coliseum, the basilica, Versailles and the Villa Savoye. With rime,
as in fact was the case, each of the salt moulds disappeared, a
demonstration on architecture’s inevitable dissolution. This pro-
ject more than anything else physically embodied the dilemma of
architecture’s ephemeral existence, with the additional tension
that such a delicately framed iron and salt structure produces by
sitting at the edge of Venice’s Grand Canal. The artifact has since
been lost, but its idea lives on as the anti-monument dedicated to
the mother of all monuments.

The strange combination of professional practice and theoret-
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assaults on consumerism; of global fame and peasant culture, are
the conflictual relationships in a body of research committed to
engaging mainstream society. The members of SUPERSTUDIO have
sought to discover the way towards making a better society, made
up of individuals responsible to their communities, critically cog-
nizant of their natural resources and shared cultures.

The fundamental issues from the group’s early beginnings were
all directed towards a critique of a hegemonic modernization: Na-
talini was concerned with the struggle to democratize the univer-
sity and undercut the dominating hierarchies of the administration:*
Toraldo di Francia criticized-his home city for ignoring the advice
of experts and auto-constructing itself as a self-propagating urban
machine; Frassinelli’s Tiwelve Cities was itself a sarcastic critique
of a mechanized society where individuals were completely deprived
of any control over their own future. To finally reach the ideal goal
of a non-designed community, SUPERSTUDIO progressively whit-
tled away at the architectural relationship between the individual
and the social contract, concluding the journey not with a new form
of people’s architecture, but an architectural people ready to give
their world a form. This may be what Adolfo Natalini had in mind
in the first place, when he called for the architect’s public suicide.
If the architect cannot become architecture, is there anything left
but to take one’s leave of the stage?
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The Revolt of the Object

Flash Gordon and Superman were the new idols of a generation
that was angry but disposed to dissipate its furors within

the exciting hyper technological chaos in a psychedelic orgy

of the ephemeral.

Manfredo Tafuri'

What I renmciber from first seeing the work of SUPERSTUDIO was how
bloody slick it was, lite beautiful images from a futuristic dream,
very LUCID, exciting, and original!l! Their ideas seemed bevonid the
world, in the tour-de-force tradition of the Italian Futurists. Like
Archigram, SUPERSTUDIO bad a great name, very 605", emblenatic
of the era... supergrapbics, supermodels, superdomes. In addition to
their innovative ideas, they bad sucl GREAT visual style, kick ass de-
sign, and an amazing range of creative initiatives, from those really
cool interivrs 10 their awesome “New New York” and “Twelve Ide-
al Cities” urban design progects.

Doug Michaels, from Ant Farnr

Itis hard to imagine from the perspective of carly-2 Ist-century dig-
ital culture how startling and provocative were the visionary ar-
chitecture drawings emerging from Italy in the late 1960s. The
young architects and students with whom I studied in California
in the period knew little of the internal Iralian debates on art, ar-
chitecture and design let alone the ideological conflicts that chal-
lenged its university system that Peter Lang describes in " Suicidal
Desires”.> American architects were well aware of the extraordi-
nary domestic and industrial design coming out of Italy thar mag-
azines like Domus and Casabella promoted. Look at an Ezra Stoller
or Jules Shulman photograph of a domestic interior — alongside
Eames and Nelson turniture are Enzo Mari melamine bowls, Cas-
tiglioni brothers lumps and Joe Colombo stacking chairs. But the




visionary drawings coming from the studios of young Florentines
from 1966 on were an altogether different level of creation, image
making and thought than mere product design.

The drawings of SUPERSTUDIO, Archizoom, UFO, Gruppo Strum,
Gianni Pettena, Ugo La Pietra and others were, as Doug Michacls
puts it, “kick ass design” but more importantly they were “creative
initiatives”, unlike anything being produced in America at the
time.! They suggested a fantastic architectural scene in Florence
that made California seem very provincial and unimaginative. In
today's world where architectural shifts and drifts are interna-
tionalized quickly across cyberspace, it is hard to imagine a small
museum city like Florence as a centre of international thought on
architecture, urbanism and design. This small Tuscan city, as Pe-
ter Cook reminds us, is “a safe distance from Cape Canaveral, the
galleries of New York and Diisseldorf, and even the smelly facto-
ries of the Po valley” and “there [is] hardly an insistent or threat-
ening local milicu of mainstream architects worth bothering about™.?
The acch scenes of Rome, Venice and Milan were vibrant in their
own ways, but this small museum and university city was very
much a hot spot in the late 1960s. It had an architeceure culture
that revolved around one of Italy’s most lively and politically en-
gaged architecture schools, the best art and architecture book
store in Italy Centro Di and Maria Gloria Bicocchi’s out front
gallery Centrodiffusionegrafica (later to become the important
video tape gallery art/tapes 22).¢

Throughout the 1960s the seductively ironic and charged
polemics of these Florentine architects were known in North Amer-
ica primarily through Italian magazines but SUPERSTUDIO did touch
down in the United States at the Rhode Island School of Design
for a moment in 1970. Its “strategist” Adolfo Natalini taught there
for a semester with Archigrammer Mike Webb, and Austrians
Raimund Abraham and Friedrich St Florian.” This connection
with the world outside Italy changed dramatically in 1972 when
the Museum of Modern Art in New York under the direction of
design curator Emilio Ambasz created an amazing exhibition and
spectacularly beautiful catalogue titled Italy: The New Domestic
Landscape, Achievements and Problems of Italfan Design®

The largest and most expensive exhibition in the history of
MOMA4, it featured alongside a survey of contemporary Italian in-
dustrial and domestic product design a SUPERSTUDIO Mi-
croevent/Microenvironment as well as projects by Archizoom, Ugo
La Pietra, Gruppo Strum, group 9999 and others.* It should be
noted that during this period MOMA’s architecture department tru-
ly had its finger on the pulse of the moment. The Architecture and
Design Départment under Arthur Drexler created other impor-
tant exhibits: Visionary Architecture (1960), Architecture Without

51 Architects (1965) and just before New Domestic Landscape, Edu-

Mike Webb. Raimund Abraham.
Adolfo Natalini and Friedrich
St Florian, 1970

cation of an Architect (1971) on the pedagogy at the Caoper Union
School under John Hejduk.”

In any event The New Domestic Landscape situated the work
of the Florence architecture “Radicals” on a glamorous New York
stage for its penultimate moment on the international scene.' It
was the first to feature the young Florentines and none of the oth-
er visionary architectural draftsmen of the period: Cedric Price,
Archigram or the Austrians: Coop Himmelblau, Haus-Rucker-Co,
Hans Hollein or Walter Pichler had a major museum exhibition
by this time. It was for 1960s’ educated architects the first sign that
their generation was having an impact beyond the seudio. Fur-
ther, as the catalogue points out, Italian post-war industrial design
was understood by Americans for its “formal qualities alone, with
little understanding of the ideological positions they represent”.?

The exhibition and catalogue attempt to rectify this understand- -

ing, but as I will show, in a typically Italian polemical style that can
be mystifying to the Anglo-American mind. It is my intention in
this paper to highlight its important — if somewhat confusing —
discussion and the contributions it makes to architecture and de-
sign culture.

The New Domestic Landscape catalogue begins with a short
discussion on domestication from Antoine de Saint-Exupéry’s The
Little Prince:

“You become responsible, forever, for what you have domes-

ticated.”

“What does that mean — domesticated?”

“It is an act too often neglected. It means to establish bonds.”

“Please domesticate me”, said the fox.
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“] want to, very much”, the little prince replied.

“But I have not much time. I have friends to discover,

and « great many things to understand.”

“Ohne only understands the things that one domesticates”,
said the fox. “Men have no mote time to understand
anything. They buy things already made at shops.

But there is no shop anywhere where one can buy friendship,
and so we have no friends any more. If you want a friend,
domesticate me...”

“What yust | do, 1o domesticate you?” asked the little prince,

«...One must observe the proper rites...”

“What is a rite?” asked the litle prince.

“Those are actions too often neglected”, said the fox.

“They are what make one day different from other days,

one hour from other hours.””

This call for design is quickly followed in the introduction with
the disclaimer that “design cannot solve all problems that precede
its creation and those that may arise from it”." If this were not
cnough of a qualifier, Ambasz then proclaims the irrelevance of
objects: “for many designers, the acstheric quality of individual ob-
jects intended for private consumption (has] become irrelevant in
the face of such pressing problems as poverty, urban decay, and
the pollution of the environment now encountered in all indus-
trialized countries”.” Furthermore, some of these designers “de-
spairing of effecting social change through design, regard their task
as essentially a political one and therefore abstain from physical
design of either objects or environments and channel their ener-
gies into the staging of events and the issuing of polemical state-
ments”."* These abstaining designers, in the spirit of polemical
discourse, are given a chapter in the catalogue to state their posi-
tion and critique those with whom they disagree about the pro-
duction of objects. The catalogue essay by Manfredo Tafuri, for
example, atracks the work of SUPERSTUDIO and Archizoom for be-
jng “liberation through irony [that) goes over the same ground
covered by the utopias of the avant-garde of earlier years”."” When
Piero Frassinelli of SUPERSTUDIO hears the name Tafuri he says “Oh,
yes, the enemy!” But here they are both in the same exhibition
on Design!"

Ambasz divides Italian design into three *prevalent attitudes. ..
conformist, reformist and contestation”.” The conformist design-
er “conceive[s] of work as an autonomous activity responsible on-
ly to itself and does not question its saciocultural context”, sim-
ply refining “already established forms and functions" .** The sec-
ond group or the reformists, are “motivated by a profound con-
cern for the designer’s role in a society that fosters consumption

56 as one means of inducing individual happiness, thereby insuring

social stability” *' This group, he continues, is “torn by the dilem-
ma of having been trained as creators of objects, yet unable to con-
trol the significance of the uses of these objects and they develop
a rhetorical mode to cope with these contradictions”.* As advo-
cate of social change these designers are convinced that there can
be no renovation of design until “structural changes have occurred
in society”.” They do not “invent substantially new forms, instead
they engage in a rhetorical operation of redesigning conventional
objects with new ironic, and sometimes self-deprecatory socio-
cultural and aesthetic refurences” . Some of these reformist de-
signers employ the “ironic” strategies of pop art that by the early
1960s had seeped into Italian art. Ambasz finds the differences be-
tween the first two groups is not so clear cut, reflecting the “con-
tradictions and paradoxes” of doubting the gains of a consumer
society and at the same time “enacting the role of voyeurs of the
technological dream”.®

Ambasz’s third attitude to design is one of contestation and
this is the approach he favours. He divides this design approach

into two tendencies which both attempt to deal with the con-’

tradictions and paradoxes of the first two groups. In the first ten-
dency Ambasz places designers who think that making objects
of any kind is a chimera, and whose cfforts are directed 1o po-
litical and philosophical action or complete withdrawal from the
world of object making. In the second tendency he puts those
designers who engage in object design or “active critical partic-
ipation, but share with the preceding group the commitment
that objects cannot be designed outside their physical and so-
cioculrural context” . These designers recognize the “aesthetic
of the uses made of their objects” and recognize that “the object
is no longer conceived as an isolated entity, sufficient unto itself,
but rather an integral part of the larger natural and sociocultur-
al environment”.” They create objects that “refuse ro adopr a fixed
shape or to serve as a reference to anything”.®* Ambasz seems to
mean here designed environments like Total Furnishing Unit by
Joe Colombo, Transporiable Housing Units by Marco Zanuso
and Richard Sapper, and even the habitable Kar-A-Sutra by Mario
Bellini.* These designs of flexible systems, most of which never
went into production, were popular attempts in the 1960s by ar-
chitects and product designers to extend their practice into the
modular housing industry. The history of modular housing is
well known, but Ambasz believes its value to be the open end-
ed manner of use thar allows the uscr the freedom ro employ them
as they “want them to be”.” He labels products of this design
tendency environmental ensembles; and for Ambasz this is the
most compelling approach since it “corresponds to the preoc-
cupations of a changing society”, and is what “the exhibition is
concerned with exploring” and what propels the final “Envi-
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ronments” section of the exhibition.” In this last section twelve
designers are commissioned to “propose environmental concepts
and translate them into physical designs”.” The exhibit also con-
ducted an Environment competition for young designers under
thirty-five that was won by Gianantonio and group 9999. It is the
“Environments” section of the exhibition for which SUPERSTU-
DIO created a nine-panel project that arguably stands out as the
iconic project from the exhibit.

The division of Italian design into three prevalent attitudes is
followed in the catalogue by the two sections “Objects” and “En-
vironments” that parallel and document the exhibition. The cat-
alogue continues with two written chapters, “IHistorical Articles”
and “Critical Articles”, and concludes with a summary by Ambasz.
It is in “Objects” and “Environments” where The New Domestic
Landscape becomes somewhat confusing or, as I have already stat-
ed, typically Italian in its polemical style. While Ambasz claims that
the designs shown in the chapters are selected to indicate the three
prevalent attitudes he has introduced, the reality is somewhat dif-
ferent. One would assume that Ambasz would use his categories
of prevalent design attitudes to structure the exhibition. Howev-
er, he drops them and arranges “Objects” and “Environments” in-
to completely different categories. In “Objects” designs are se-
lected for: their formal and social means, sociocultural implications
and finally “implications of more flexible patterns of use and
arrangement”.” These definitions seem flexible and loose because
many of the same designers appear in all three categories. In fact
several of these designers are even asked to participate in the fi-
nal “Environments” section of the exhibit which he claims is in-
spired by those designers who practice contestation. Ambasz claims
that in order to do justice to the many motives and strands of de-
sign in Ttaly, participants were selected “on the basis of the formal
and ideological positions they represent(ed] and each was invited
to give a solo performance as the statement of their position”.” But
it is inexplicable how objects designed by people who Ambasz
claims are “unable to reconcile the conflicts between their social
concerns and their professional practices” can be placed togeth-
er with those who “do not question the sociocultural context in
which they work”.”

In the first “Objects” grouping selected for their formal and
technical means are domestic designs by Joe Colombo, Vico Mag-
istretti, Gaetano Pesce, Marco Zanuso and Richard Sappet’s ear-
ly television boxes, Ettore Sottsass’ classic Valentine portable
Olivetti typewriter, the Castiglioni brothers’ lamps, Massimo Vi-
gnelli’s still popular plastic stacking dishes, and Gruppo Architetti
Urbanisti Citta Nuova’s plastic Nesso table lamp. The objects dis-
played by this section are a veritable list of sensuous and still com-

58 mercial popular objects from the 1960s.

The second part of “Objects” features designs “whose formal
characteristics are derived from, or motivated by, the semantic
manipulation of established sociocultural meanings”.* They seem
aligned with his earlier description of reformist objects, yet many
of the designers in the first conformist approach also show up in
this section of the exhibit of “Objects”: Gaetano Pesce, Vico Mag-
istretti, Gae Aulenti, the team of Lomazzi, D'Urbino, De Pas, and
the ubiquitous Ettore Sottsass.

The third of Ambasz “Objects” categories are those “selected
for their implications of more flexible patterns of use and arrange-
ment”.* The objects in this approach seem mostly to resemble
stylish updates of Existenzminimum all-in-one kitchens or Dy-
maxion-like toilet/shower Combos, for example, Joe Colombo’s
Tube Chair of Nesting and Combinable Elements, Cini Boeri’s Ser-
pentine Seat of Unlimited Length, and eleven other collapsable,
hinged, combinable, and folding designs.” These designs are most-
ly unbuilt prototypes seemingly created for the exhibition. They
show the possibilities of mobility and flexibility in architecture,

In fact, what Ambasz has done is to make claims about the dif-
ferent tendencies in Italian design and then select objects regard-
less of their designers. For example, the works of Achille and Pier
Giacomo Castiglioni appear in all three sections of “Objects”: se-
lected for its formal and technical means is their Arco adjustable
floor lamp made of luxurious marble, stainless steel and alumini-
um. It is a domestic product that appears in many Italian design
magazines as an icon of 1960s’ bourgeois interiors. Their Toio ad-
justable-height floor lamp is equally Juxurious but uses a different
grammar of industrial materials such as an automobile lamp, ex-
posed transformer and bright-red and chrome poles and is select-
ed for group two, or objects with sociocultural implications. But it
also fits the definition of reformist pop-art- inspired design. Their
final object Rampa is a double-faced stair/desk/shelf unit based on
the catalogue’s definition of flexible patterns of use and arrange-
ment, but it also fits Ambasz’s definition of design contestation as
an ensemble of interrelated processes. A skeptic might conclude
that these objects are simply designed for different audiences. One
for the luxury market, the other for fashion conscious designers and
architects, and the third for a New York curator. It is difficult to
see much difference in concept beyond their marketing.

Both SUPERSTUDIO and Archizoom are represented in the “En-
vironments” section: they also were represented for their socio-
cultural implications. SUPERSTUDIO displayed their Passiffora (pas-
sion flower) plastic floor lamp while Archizoom presented four
furniture models and three executed pieces of furniture in the
section.

The question of why designers with anti-materialist, sociocul-
tural pretensions choose to design luxury goods is a particularly
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Italian conundrum and nceds an explanation. Adolfo Natalini
commenting on Italian architects involved in this sector has said,
“its super production of ideas is due to the condition of complete
unemployment among architects. In the Florence School of Ar-
chitecture, there are 6,000 students, and architects in Italy are in
charge of only 25% of the total built volume of building. The so-
called ‘furniture industry’ has only two firms with more than 500
employees in more than 28,000 firms (average number of em-
ployees 4.8) and can thercfore, thanks to its ‘craftsmen’ size, al-
low itself an ample margin of little experiments”.” While sUPER-
sTUDIO did believe for a time that the luxury goods market, cre-
ated by an extant artisanal Italian economy, offered them the op-
portunity to express design ideas that were closed off to them in
the building sector, they eventually came to believe it was a dead-
end street. It was, they decided, little more than an “inducement
to consume”

In the second section of the exhibition “Environments” Am-
basz presents a detailed, manifesto-like seven-page Desigi Pro-
gram of “environmental concepts” that he hoped would become
physical designs." The Design Progran includes minutely detailed
programmatic considerations and options that include cost goals
(economically available to “low to middle income Italian fami-
lies”), exhibition light sources, a list of “general considerations”
and a final separate essay, “Manhartan: Capital of the Twentieth
Century” that all attempt to put contemporary problems of the do-
mestic landscape in context for the designers.” It is liberally sprin-
kled with quotes from Siegfried Giedion’s The Architecture of
Transition, Henri Lefebvre’s The Explosion, Marxism and the French
Upheaval, Ambasz’s Princeton professor Abraham A. Moles and
Howard Searles’ Now-Human Environment.* The Manhattan text,
informed by Walter Benjamin insights, presents the island as an
infrastructure that provides the framework in which “all crystal-
lized fragments rescued from the city of memory, and all the frag-
ments envisioned for the city of the imagination may dwell to-
gether in an ensemble, if not by reason of their casual or histori-
cal relationships (since no reconstruction is hereby intended), then
by grace of their affinities”.* This essay originally published in
Casabella seems gratuitous and his call that it inspire designers to
“make incursions into imaginary realms” is hardly necessary for
groups like SUPERSTUDIO. Based on this detailed Desigir Progran:
cach invited designer or group is asked to design “a domestic en-
vironment adaptable enough to permit the enactment of different
private and communally imagined new events... sufficiently fixed
to permit the re-enactment of... constant aspects of our individ-
ual and social memory

In the Design Program Ambasz presents his view that the prob-

80 lems of urban society are so severe that designers must be chal-
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lenged to act but that “any attempt at language renovation and in-
vention can result only from a radical critique and postulation of
urban practices and theory”.** He concludes that “a domestic en-
vironment, equipped for introducing and transforming ‘news from
the world’ may contribute to the process of making and breaking
urban patterns and meanings”.* In fact this definition already
sounds like a SUPERSTUDIO project as if Ambasz’s Design Progran:
is merely providing cover for the group to do a major installation
in the museum.

The SUPERSTUDIO catalogue presentation is a nine-image M-
croevent!/Microenvironment that they label a “critical reappraisal
of the possibilities of life without objects” and a two-dimension-
al reiteration of their film project Life, Supersurface which they
viewed as an alternative life on earth.* It was they thought a mod-
el of a “mental attitude. .. not a three-dimensional model of a re-
ality than can be given concrete form by a mere transposition of
scale, but a visual rendition of a critical attitude toward {or a hope
for) the activity of designing, understood as a philosophical spec-
ulation, or as a means to knowledge, as critical existence” *

In the exhibition the installation was staged in a shipping con-
tainer that Adolfo Natalini felt “shut up in wooden towers of a par-
ody of Manhattan”, their own Eleventh ldeal City.” SUPERSTUDIO's
anti-utopias are severely criticized in the most powerful text in The
New Domestic Landscape: “Design and Technological Utopia” by
Manfredo Tafuri.”* Throughout his career Tafuri remained critical
of the Florentine visionaries. It is ironic thart this critic who has
words of praise for earlier 20th-century avant-gardes like the Ital-
ian Fururists and Russian Constructivists fails to grasp the radical
potential of similar groups active during his own time. He prais-
es the “processes of intense urban transformation prophesied by
Sanr’Elia or Balla although they had already been a reality for
some time”.” For Tafuri “the merit of the historical avant-garde
is to have made us aware of those processes along with the ulti-
mate consequences of those transformations for the practice of
art”.* However, it would be unrealistic and unproductive to ex-
pect contemporary (in the 1960s and today) designers to apply Tafu-
1i’s preferred standards of earlier avant-gardes, since they risk be-
ing imposed through specialized language and theoretical dis-
course.” But the Florentines images were a “monstrous marriage
between populist anarchism and liberating events influenced by...
the events of 1968, [that] attempted to haul a mythical proletari-
at onto the stage of psychedelic action...”* Thus, at the heart of
the avant-garde, he concluded, one finds nostalgia for the happy
time of childhood.

In fact, SUPERSTUDIO’s “cross discplinary... image guide” pro-
ject is a call for a Life Without Objects, i.e. a critique of the prac-
tice of industrial design and concludes that “objects are status sym- s
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bols, the expression of models proposed by the ruling class”** The
only objects one will need in the future they argue are “flags or
talismans, signals for an existence that continues, or simple uten-
sils for simple operations” ™ Tafuri does not appreciate the po-
tential of contemporary surreal or pop imagery, preferring to sec
them as examples of a “withdrawal of the object into itself” re-
flected in the “crue] elegance of avant-garde Italian design...””
His text in the “Critical Articles” section of the catalogue is dense
and insightful on 20th-century Italian design, but his belief was
that SUPERSTUDIO’s “anti-utopian regression was therefore fared
to give birth to new utopias” and that a “private leap into the sub-
limated universe of ‘artificial paradises’ has not proven prescient”.
They did call for a world “without cities, castles or roads” but this
is an anti-utopian critique of Modernism in the spirit of histori-
cal counter-utopians.” Ambasz claims that this is due in parr to
the “psyches of the designers themselves, their inhibitions, and
their guilt complexes” and their guilt feeling regarding their own
complicity in reinforcing the prevailing values of a consumer so-
ciety@ Nevertheless, the group tries to find a way out of their
predicament of being designers in a world that they belicve does
not need consumer objects by launching their important but lit-
tle known Extra-Urban Material Culture project, a systematic in-
quiry into the suitability of farm and building implements for
what they suggest for contemporary culture.

It was a very special moment when a design exhibition on West
531d Street could be a show of beautiful consumer objects and si-
multaneously a critique of the practice of design and the wider cul-
ture. This particular 1960s’ [talian condition, where critique is in-
corporated into beautiful objects, is nowhere more clear than in
the work of SUPERSTUDIO's Microevent/Microenvironment.

In the conclusion of the catalogue Ambasz poses two possible
choices for the Italian designer: *...remain limited to the produc-
tion of isolated objects... [or] build at least two million rooms a
year, without spoiling the urban and rural landscape”.® But The
New Domestic Landscape also allows for — even encourages — de-
signers who do not wish to create only objects or rooms but con-
ceptual proposals; and SUPERSTUDIO showed the limitless possi-
bilities of the design strategy. In the spirit of 1960s’ polemical and
protest culture SUPERSTUDIO, placed on MOMA’s New Domestic
Landscape stage, dreamed a visionary architectural future and pre-
sent that was as relevant and convincing to its generation as it is
to us at the start of the 21st century.
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Cristiano Toraldo Memories of Superstudio
di Francia

1 always believed that the school bas one of the st important
roles within society, that of forming a critical awareness capable
of proposing alternatives to the cultural, social and economic
system in which we live. Under formal education, creativity is
often relegated to technical-expressive processes; it is rarely called
upon in the evaluation of bebavioural modes and institutions

— in the stimulation of social changes. We should view the
Sfunction of education in the light of its Latin etymology: e-ducere
= to gurde out of . .. This, I feel, is the true function of school —
that of trying to liberate the critical capacity of the student.
Metaphors and paradoxes are among the means used to provoke
original thinking. Our only hope for escaping definition by

o

the roles imposed upon us is the emergence of a creative-critical
approach to society, an approach which renders clear the map
of the distribution of power in the territory.

Cristiano Toraldo di Francia, 1982

It is in this light that [ remember the sequence of events and re-
searches that have characterized the story of the group of archi-
tects, SUPERSTUDIO, which I founded at the end of 1966 together
with my friend Adolfo Natalini, whom I had called to reach me
up in the safe hill of Bellosguardo, after the flood had destroyed
his painter studio.

Ugo Foscolo, Elizabeth Barret Browning, Natahaniel Hawthorne,
Henry James were among the people that preceded us over time
on the same hill, which I thought could be of good omen for our
attempts in opening the closed disciplinary limits of architecture,
transmitted to us through the academy of the International Style.

We drew and wrote through the whole day like on diary, a teav-
el log, records of a trip that still continues, without any illusions

Misura furniture. 1970 of a defined destination. Thus we had no pretence of furnishing a
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formula of consolation or final identity, as did at that time the col- Design for Naples train
leagues of the “Tendenza” with whose theories we apparently i
agreed, but who went on to uncover the strong plan of restoration
behind the Neo-rationalist facade.

Rossi's theory of a Superhistorical logic of architecture had
been saluted as a clear means of exit from the dark tunnel of the
identity crisis of the International Style.

SUPERSTUDIO's architecture represented, on the contrary and be-
yond any defined architectural theory, a continued process of crit-
icism over the structure of society, denying the institutional use of
the discipline by the neo-capitalistic reformers. In fact, the latter
still described architecture as an allegory of society; the town be-
came the formal configuration of society before it could be con-
sidered a useful structure. This was the limitation that pushed ar-
chitecture to an only linguistic renewal. This was also the limita-
tion of some of the avant-garde groups (Archigram, Metabolism)
the minute that they accepted the tautology that the architecture
of a technological civilization should be technological, or organ-
ic, if coming from an organic model of society.

- SUPERSTUDIO, refusing these reformist solutions, started from
a struceural analysis of the relations between society and culture.
This led to a critical disassembling of architecture as institution and
of the role of the intellectual as a producer of models. At the same
tinie it revealed the contradictions and ambiguities that were at the
basis of the Modern Movement.

“Traditionally, architecture has rarely sought to deal with the
fundamental material of our human existence. The architect, re-
maining at the margin, ‘intervenes’ at one point in the process —
usually after behavioural variables have already been codified.
Onice he is summoned, it is to provide solutions to rigidly stated
problems. .

Even wher the solutions themselves are revolutionary, the rules
governing their production and consumption prevent any real up-
heaval. The architect proposes no alternative behaviour because
he uses instruments perfected by the system to avoid any sub-
stantial deviation on his part.

Thus, the working-class home and the stately villa are based on
the same models. Designs of the Radical architect are scarcely dis-
tinguishable from those of the academic architect. The difference
lies only in the quantities concerned; all decisions on the quality
of life have already been made.

In accepting this role, the architect becomes the accomplice of
the machinations of the very system whose approval he seeks. The
avant-garde architect plays one of the most stereotyped parts;
rather like the Byronic hero, he brings the Romantic conflict and
dramatic irony necessary to the piece. Finally recognizing his sit-

86 uation, the architect may detect in his work and in himself certain
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connotations of cosmetics, environmental pollution, and consola-
trix afflictorums, bringing him to an abrupt halt on his well-paved
way. At this time it becomes an act of coherence or a last try at sal-
vation to discover the mechanisms that lie at the base of our so-
cial action, unravelling knots in order to liberate collective encr-
gies bound into schizoid behaviour modules.” (SUPERSTUDIO, 1968)

The formal, constructive and vital acts which might be repre-
senting the role and destiny of man in his world are instead little
more than a sequence of pre-constituted models deriving less from
conscious individual choice, than from imposed formal structures.

In fact the passage to the 20th century had seen the comple-
tion of the critical discussion on the limits of the Classical language,
which since the reformulation of Brunelleschi and Alberti, had
crossed three centuries of revisions and mannerisms till the end
of the 19th century.

At this time the advancing of the industrial revolution had
started to demolish economical equilibriums and social hierar-
chies, which till then had found an appropriate representation in
the formal systems of the architectural tectonics.

In the various artistic expressions like with architecture, there
begins the work of disassembling of the linguistic apparatus, to de-
fine a degree zero, from which to start rebuilding a different formal
universe.

To this attitude the industrial production system will furnish
the model, which will be followed as a matrix of a new rational
social and cultural order.

For the Modern Movement industry was going to perform a great
civil, formal and cultural order on the human and metropolitan
world: a logic and rational universe, of which architecture and de-
sign were pre-establishing (pre-figurating) from the immediate be-
ginning the signs of a linguistic and methodological unity.

During the 1960s the key to an understanding of this reality turns
from the first time upside down: complexity and contradictions
together with the discontinuities existing in the physical and so-
cial world are absolutely not destined to disappear in the order of
a dematerialized world, because they are the ripest fruit of the
growth processes of the industry in the world.

Chaos is not a temporary reality, but a permanent one.

The avant-garde was destined to transform in creative possi-
bilities what till the day before was considered bad and an element
of disturbance.

SUPERSTUDIO positioned for the first time complexity as the
central category of change and assumed as a positive and rich el-
ement the multitude of languages and behaviours.

“J¢ assumed the logic of the industry as energy for diversifica-
tion and not for homologation: the future would not be constitut-

68 ed by a world of standards, robots and of products of great series

bur by contrasting logics of production, where the unique piece lives
without problems with mass production, the codified languages with
the anarchist ones, the definitive products with the temporary ones,
the high technology with the primitive one.” (Andrea Branzi, 1984)

Working around the hypothesis of architecture as a means for
criticism, using systematically the demonstratio quia absurdum, the
paradox, the negative utopia, SUPERSTUDIO in 1968 has produced
an architectural model for total urbanization: The Continuous
Monument as the last term in a series of architectures that have
signed the planet since the linear cities of the Russian utopians of
the 20th century.

“Eliminating mirages and will-o-the-wisps such as spontaneous
architecture, sensitive architecture, architecture without architects,
biological architecture and fantastic architecture, we move to-
wards the ‘continuous monument’, a form of architecture all equal-
ly emerging from a single continuous environment the world ren-
dered uniform by technology, culture and all the other inevitable
forms of imperialism.

We belong to a long history of black stones, rocks fallen from
the sky or erected in the earth meteorites, dolmens, obelisks. Cos-
mic axis, vital elements, elements reproducing the relationships of
sky and earth, witnesses to marriages celebrated, the tablets of the
law, final acts of dramas of various lengths. A square block of
stone placed on the earth is a primary act, it is a testimonial that
architecture is the centre of the relationships of technology, sa-
credness, utilitarianism. It implies man, machines, rational struc-
tures and history.

The square block is the first and ultimate act in the history of
ideas in architecture. Architecture becomes a closed, immobile
object that leads nowhere but to itself and to the use of reason.”
(SUPERSTUDIO, 1968)

Then trying to overcome the attempt both of the Roman and
Venetian schools to restoring an autonomous and over-historical
value based on the given forms and the types of the urban fabric
for the reconstruction of the European city, we tried a connection
with the Modernist utopia of the ideal city and brought it to the
extreme limits. In fact even the project for the Ville radreuse, imag-
incd by Le Corbusier, already was operating a separation of “lay-
ers” between nature, seen as a free distribution on the surface of
the planer of its green part and the architecture of the city con-
centrated in high volumes suspended on piloties.

On the other hand Le Corbusier himself was standing to the
end of a process of colonization of nature by architecture and of
metaphorical rransfer of the image of society that had culminated
in the representation of the sovereign power of Louis X1V, along
the never-ending perspectives of the avenues at Versailles or at
Vaux-le-Vicomte.
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At the same time he had the opportunity to reflect on the sig-
nificance of the insertion of the large rectangle, apparently wild,
denominated Central Park. There Frederick Olmsted putting on
the scene the representation of nature, had pointed a “layer” pre-
existing to the tracing of the Manhattan grid and had constituted
a pretext for redemption from the density of constructions on the
peninsula.

The Continuous Monument is positioned at the end of a story
of oppositions between ratura naturans and natura naturata, over-
tucning the original concept of place as void and clearing in the thick
darkness of the primigenia forest, to get to a final architecture, a
totally artificial place, which stands out and crosses the natural sur-
face of the planet, cleared and rendered homogencous by the po-
fitical and cultural processes of second capitalism,

In this way the crossing of New New York by The Continuous
Monument symmetrically leaves a free rectangle, from where to
escape tall skyserapers, signs of a primitive Jayer of architectures
as objects.

At this point having freed the field from the opposition nature-
architecture, city-country, from the objectual aspect of architecture
as a final monument of totalizing utopias, and of great stories, that
in the name of a rational order, had organized a pure synthetic view
of reality measured by perspective, SUPERSTUDIO introduces with
the project Supersurface another extreme vision. A new reality
which, having lost its marks of solid-mechanical, objectual archi-
tecture as three-dimensional support for life, would have been dif-
fused on a neutral and virtual grid of energy and information flux-
es, as support for a weak organization of territory.

Starting from the hypothesis of the planet rendered homoge-
neous, through a net of energy and information, SUPERSTUDIO elab-
orated the hypothesis of a reductive process for archirecture and
a diffetent control of the environment without the necessary use
of three-dimensional systems,

“The use of the hearth through a net of services and commu-
nications. The cities constitute the knots. The grid is a continuous
but not homogeneous system. The voids leave space for the more
or less intensive exploitation of territory... Cities like New York
constitute a didactical example of functional use of a territory
through a Cartesian grid. The Manhattan peninsula disappears
under the unifying action of induced values. .. Hypothesis of con-
trol of the environment through the use of energies (artificial
streams, thermal barriers, radiations, etc.). Toward the disappear-
ing of the membranes dividing the interior from the exterior
space...” (SUPERSTUDIO, 1970)

When the projects and pictures, writings and objects pro-
duced by SUPERSTUDIO first appeared, Radical architecture did
not exist.

Now that this label exists historically, SUPERSTUDIO as Radical
architecture itself no longer exists. In other words, it was not a ques-
tion of just one more movement or school with well-defined ho-
mogeneous characteristics, but of a series of situations, intentions
and behavioural patterns whose modes of existence concerned
not only architecture and design, but also art, communications, be-
haviour, animation, criticism, philosophy and politics.

The techniques employed in liberating architecture involved its
rejection as a discipline, its isolation, and the destruction of its spe-
cific character, as a codified language.

From time to time the modes of action have been irony, provo-
cation, paradox, false syllogisms, terrorism, mysticism, humanism,
reduction and pathos. In terms of cultural strategy these kinds of
behaviour can be articulated in a deliberately discontinuous way,
in line with what critic Filiberto Menna, alluding to the game of
chess, has called “moving the knight”.

January 2003
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A House of Calm Serenity

For a house of calm serenity,

a bouse above fashions and styles,

a house to leave you time to live: we provide a strategy for living;
we provide spiritual exercises;

we suggest furniture of "luxe calme et volupté”;

shining, still furniture, ornate and rigid, poor yet sumptuous,
immobile as stone, but with changing reflections,

like milestones, time signals, an important documentation

of your Iife.

We build serene archacology for the present and future

and we invite you to build yourself a house outside ttme, a bouse
that is as you should be, to live 112 bere and now.

And finally we invite you to free yourselves of fears,

to gain the dignity of the present

and above all the constant use of reason.

To live in a house is not a spontancous, natural operation, but re-
quires a large dose of culture, power to reason and poetry. Every
house is structured as a spatial projection of its inhabitants’ de-
sires, ambitions, necessities and histories. The house becomes an
image, the figurative projection of its users. And in its turn, the
house, as a complex of spaces, objects, images and intentions,
imposes itself on its inhabitants, modifying their behaviour.

Thus, a body of actions and reactions is born, and accord-
ing ro the use that is made of the house and the degree of in-
volvement that the house requires of its inhabitants, the more
complex and determining they are. It should be clear by now
that a house is not a piece of capital goods, but a consumer
product, and at the same time it is also true that it is not only
we who consume the house (so to speak) but the house which
“consumes” us.




Thus a series of guerrilla warfare actions are born, violence is
imposed and suffered... this is which creates the need for a “strat-
egy for living”, i.e. a series of practical rules, ficst-aid manuals, well-
tried methods for smoothing over discord and bringing back
peace and calm. Living strategy is substantially a method for
reaching the self-consciousness of horro habitans through a series
of spiritual exercises. And certainly every “manual of spiritual
exercises for serene living” must suggest the abandonment of all
desire to be always “in fashion” or the desire to be always styl-
ish, or-amusing, or to be liked at once: that is, it advises an im-
mediate abandon of false problems, manias, hysteria.

Then, one can begin to desire an unencumbered life, a life
where objects have but small weight, and are only memories, a
choice of light thoughts, the reaffirmation of the truth we have
reached, hopes for a better world, serene co-habitation of things,
times, places, people...

It is clear that once we have eliminated false problems, con-
nected with the objects we sucround ourselves with, objects be-
come a way of knowing ourselves through our choices...

Furnishing thus becomes a knowledge-technique, a body of
messages about the state of things, and like all techniques of
knowledge, its end is to secure for us a serene consciousness de-
riving from clarity.

It is, in other words, another way to save our souls.

The Egyptians and the Etruscans used to put household ob-
jects in their tombs: today also most houses are the tombs of ob-
jects. Objects become museum-ified very quickly, and are kept,
it doesn’t matter whether for a long or short time, with all the dusty
cternity of useless ornaments. If the purpose of furnishing is to
permit human relationships, everything we have about us must
always and only be a witness to our mental or emotional rela-
tionships: a series of objects to keep like messages in bottles,
about our public and private histories.

But the important thing is to keep oursclves free from fear re-
garding memories: the important thing is to keep control of the
situation, with all its possibilitics for change, for abolishing or con-
serving. Each operation, each variation, must however take place
without drama, because usually nothing is bettered or worsened,
just changed. In the field of variability, much is talked (too much
perhaps) of mobile space, consumable space, transformable space.
There is the search for metabolisms and cinetization, an archi-
tecture of “mobility, functionality, usability” is substituted for an
architecture of “firmitas, utilitas, venustas”.

At any rate, there is an effort to move what is still, without try-
ing to stop that which is moving too much.

The problem is not that of searching for a house which imi-

73 tates movement, which follows the man who moves, lives, con-

sumes, dies; the great problem is that of finding a house above
passion, a house of calm serenity, a house for all seasons. We al-
ready move about enough ourselves to render the architecture vari-
able, changing its relationships with the passing of time, with the
changing of the seasons and life.

Modern furnishing is like a great race (from one exhibition to
another, from shop to magazine) towards the most beautiful, the
newest, the most functional.

But to come in first or last has no importance if the whole race
is wrong, and the race of consumerism is definitely wrong.

Thus, the thing to do is not to take part in the race, but to get
out of it as soon as possible, and to isolate oneself apart to col-
lect together slowly the pieces of our existence and forge the in-
struments for our survival, the instruments for the satisfaction of
true needs. Gestures become more measured and free: each rime,
actions invent themselves with no need of support.

The problem is not to furnish rooms,

and not even to propose objects both amusing and perishable...
The problem is to furnish deserts,

to awake consciousness from long, dogmatic sleep,

and force backward the monster created by the sleep of reason.
Once, silver was used for protection against vampires

and werewolves;

now we use marble, chrome, mirrors and rare roots

against similar nightmare creatures,

but now it is easier to distinguish them because they are
nightmares in daylight,

born, under fancy lights, lampshades and appliqués,
floating on blow-up cushions, boxed into modular,
transformable coffins; but at the same time it is also more
difficult, because now they frighten no-one (or almost):

a policy of progressive narcosis encourages them,

and the illusion of well-being feeds them.

The pass-word is still let yourself go,

let yourself be guided by Big-brother-who-knows-
more-than-you,

above all because Big Brother

is himself a civilized person,

who understands perfectly that one cannot argue about taste
and everyone has his own personality,

and so everyone has the right

to choose for himself when it comes

to slipcovers for the car,

the lamps for the TV set and the seat-cover

(or better still, the three-piece set) for the WC. ..
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We don’t intend o ignore passions or desires, or detach ourselves
from things: but we are interested in a more profound possession
of objects, an internal possession, which means consciousness
and desire for things themselves.

This means eliminating jerky movements, afterthoughts, hur-
ried choices. Above all, the problem of survival is connected to
the informed and measured use of our reserves of intelligence: the
waste to be avoided is that of intelligence.

Let us conserve it to be applied ro the question of living.

We can imagine an ordinary house, sufficient for shelter, and
to guarantee the primary functions of life; thus, with no problems...
We can imagine it empty, and then we can begin to fill it, slowly,
one piece at a time, with no initial plan.

These pieces have but one common characteristic: that of
meaning something, being a figure or a personage, more or less
archaeological signs, but above all pieces with no connection with
the "great race”. Every object has its magic significance: every ob-
ject appears as a closed system, and connects with the others
through homogeneity or through complementing them. This ho-
mogeneity derives only from an identical degree of formal per-
fection; the complementariness from the fact that, together, they
constitute a significant system. All these pieces are held together
through simple geometric patterns and do not substantially in-
terfere with the structure of the house: if the latter has its own
architectural reality, this must be respected through “non-inter-
ference”; if not, there is no sense in trying to dignify it with more
or less cosmetic operations. The principle is that of least effort: a
series of actions without violence, tending to mainrain non-com-
municating systems closed, and at the same time to state a single
idea of a serene and exact way of life.

A classic way of life which uses things in the correct way, keep-
ing a clear space for itself for reflection and arranging things
around it as images. This is a kind of living with no great adven-
tures, which makes its choices without haste, constructing a form
of serene archaeology of the present and the future.

There is furniture which already belongs to the archaeology
of the present, that of Le Corbusier, Mies, Breuer, Mart Stam, Aal-
to, Eileen Grey, the ornaments of Wilhelm Wagenfeld or Mari-
anne Braadt, are all objects from the 1920s and 1930s which have
already brilliantly passed all tests, including the hardest of all,
being put back into production.

And there is other furniture on the way to belonging to the
archaeology of the future: always very shiny objects, ornate or
very simple, but equally loaded with intentions and figurativity.

There are pieces of furniture in chrome and mirror, shiny metal
or reinvented woods, leather and fur, glass and marble or plastics,

36 burt always affirming the idea of their long life and self-sufficiency.

One has the impression of a series of hard, shining pieces of
furniture, arranged as if in a grotto, according to the spirit of
geometry. A series of ideas hidden like crystals, with the hope that
they will grow in the dark until they become triumphant, polished
objects, which will succeed ar coming forth into the light of day.

In a period of redundancy and false problems (and furnish-
ing is one of these), every act with a tendency to clarity, and every
object made with the instruments of reason, appears as a black
stone fallen from the sky in the desert.

The only thing to do is to search for the black stones and pol-
ish them for a long time, giving them a definite form of parallel-
ogram or cube, and to plant them in sitting-rooms, bedrooms, on
the beach, in the grass, and on the asphalt of some “Italian Square”,

Published in Vogue, September—October 1969
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Piero Frassinells

The Continuous Monument,
detail

Journey to the End of Architecture

Just like in Kurosawa’s film Rashomzon, when we talk about the
SUPERSTUDIO we each tell our own truth and all the truths are plau-
sible, indeed, they may well all be true!

In recalling the film, I thought about the fact that there are six
characters who have a “truth” to tell (not counting the witch, who
just lends her voice to the dead samurai, and the bonze, who rep-
resents morality: the critic in our case). Six like us in the SUPER-
STUDIO. Just try and have each one of us tell the history of the
SUPERSTUDIO! ... You would get a great Rashomon, with crimes,
betrayals, thefts, misunderstandings, affections, joys, hopes. And
all under the pouring rain... Florence is a rainy city!

The Journey

I like to travel, I even feel sure that travelling is the one important
thing in life. So I have always envisaged my life as a journey;a jour-
ney comprising a great number of other journeys.

It was indeed a journey, when on 1 April 1968, after crossing
the entire city, from my home in Piazza Oberdan to the hill of Bel-
losguardo, out of sheer curiosity | approached the premises of the
SUPERSTUDIO.

A rather odd date for a maiden voyage: in Italy 1 April is the day
for pranks, when you are not supposed to believe anything you are
told or that happens to you. The year, 1968, speaks for itself: I had
just graduated in a student-occupied faculty of Architecture.

When I reached the SUPERSTUDIO, that very day Adolfo and Cris-
tiano were working on the Journey into the Realim of Reason: it was
undeniably a revealing take-off.

From there we went on to The Continuous Monument, a jour-
ney of architecture throughout the world. A long icy-cold snake,
with a stereometry heightened by an elementary support, that was
an instant success, precisely because it was utterly beautiful, ut- ‘79
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terly neutral and everyone could see their own ideas reflected in Proposed theatre for Cagliari

it. This inevitably gives risc to the ambiguity that was part of our
work, as in any human expression: the stimulating and frustrating
possibility of being able to see each work, each action, each word
interpreted differently, even antagonistically. Indeed just like
Rashomon!

The journey is the journeyers. What we see
is not what we see, but what we are.
Fernando Pessoa

Having just started in the SUPERSTUDIO, I collaborated in The Con-
tinuous Monument, believing it was a parable invented to criticize,

by carrying them to extremes, the mega-structural vocation, then mEN i%s‘““—”"*-\
prevailing, along with the demiurgic inclination of an architecrure
confident it could solve every problem in the world.

Then, while Adolfo, on a trip to the United States, discovered
primeval forms in a meteoric crater, in Arizona, I “improved”, in
my terms, The Continuous Monument, striving to explore the
abysses of imbecility and horror that produce our beloved Ideal
Cities. For me it was a significant journey that led me to think in
depth about the brutal reasons that lie behind our industrial and
urban civilizations and how great, fortunately, are the uncertain-
ty and the incoherence with which, in practice, these reasons are
applied. During this journey I sought to “improve” twelve mod-
els of cities, ridding them of the incongruities, the mistakes, the
perplexities that human weakness interposes on the practical ex-
ccution of the political, social, philosophical, ideological, moral,
economic and, of course, also urbanistic and architectural theo-
ries whereby those who possess and control power, direct, advise,
convince, mislead, implicate, oblige the “subjects” to carry out
their programme. I achieved city nightmares, perfect mechanisms,
like the one the Nazis designed to solve the “Jewish problem”. Ide-
al Cities in that sense T mean.

After having cast a quick glance at a few historical cities, treat-
ing them with the same coherency as modern ones, and having at-

. . i e [ i s
tempted an architectural journey from the Earth to the Moon, we B [t © Qo Ty o i ;
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Educations, Ceremonies, Loves and Deaths. This was a journey as
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well, or better said, a significant exploration. I dealt with ceremonies
and in part, loves and deaths. Architecture began to pale, to fade
away in the actions of men, to be conditioned by them instead of
conditioning them, to be a stage rather than a receptacle or a
80 prison. The poetry of fife (or of death) prevailed over the “poetic




theory” of architecture and art. I was more and more convinced I did NOT want to find a monumental architecture.
of its instrumentality with respect to social and economic forces, - 1 did NOT want to find a fashionable architecture.
of its ambiguous aesthetic-artistic ambition, of its impossibility to 1 did NoT want to find a beasutiful architecture. .
be authentic and to serve Man. In the course of this critical phase Instead I always sought a “skinless” architecture, an architec-
of re-evaluation, I was reminded of my prior studies in anthro- ture in which the outside arises from the inside, straight out of the
pology, first as representations of “ideal” societies all over again; inner life of the men who live in it. And therefore architectures
then with concrete, intense and emotionally involved studies, rather the outside of which could be utilized, gone through, touched, made
than coldly scientific, I must say, on Extra-Urban Material Cul- use of just like the inside, plain and hill architectures, an anthill
tures. With my fellow-travellers, fascinated and intrigued, I strived -architecture for men (of course just the opposite of a phalanstery!);
to discern the birth of objects and of architecture starting from the i an “invisible” architecture (in the sense of the “invisible man”).
primordial, from men “bare” of knowledge and experience. Leav- That is why I say I did not find it. Indeed I fail to see it, even if I
ing aside the “cultivators”, sedentary owners of land, of cultiva- have a feeling that, like in the film on the “invisible man”, it has
tion, and of specific, already institutionalized cultures, we followed grown close to me, on the verge of revealing its outline in a puff
the ancient and modern nomadic “gatherers”, the “inventors” of of dust, of steam or in the rain: pouring rain (like in Rashormon!)
something out of nothing, out of flotsam, the great, the true, the that Gavroche sought cover from in the elephant of the Bastille.
only “improvisers” of design, of architecture, of town-planning; : The first example of an architecture/non architecture that en-
the few who, either because they have not yet collapsed under the thralled me and.may have conditioned me ever since, since I was
cozy, warm, all so sweet weight of mass culture or because they a kid, a pal of Gavroche’s, when I did not yet know I would be-
are drop-outs from it, still had the brilliant prerogatives of chil- come an architect.
sdren and madmen. | “Oh unexpected usefulness of the useless‘ Charity of great
As you can clearly see, our ]oumey, far from being a zigzagging : things! Bounty of giants! This outsize monument, that had con-
course without a real destination, as was often reproached us, was : tained one of the emperor’s thoughts, had become an urchin’s
according to me remarkably consistent and logical. A descent, B shell: the lad had been accepted and taken in by the colossus. The
‘perhaps apish but resolute, from one branch to the other, down bourgeois dressed in their Sunday best walking by the elephant of
to the roots of human doing, down to where Architecture is with- - the Bastille would say, examining it with their bulging eyes and an
out Architects. To the only mental place where we might have 5 expression of contempt: “What is it good for?"”
been able to find (maybe!) the magic formula for the Invention of Victor Hugo, Les Misérables, Book VI, IT
the New Architecture.
It was there, at our disposal, ready to reveal itself, to let itself . An architecture can be consciously negative,
be grasped, to be used. If only we had the capacity to search for . it can be intentionally designed to be unpleasant,
it, had the tinze to search for it, had the will to search for it. - uncomfortable, to not work.
Once we reached this place, we realised however that this Bernard Tschumi
search was no longer the business of the SUPERSTUDIO but of each ;
one of us. In other words that another journey began here, this time . Florence, December 2002
an individual one.
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Journeys never come to an end,
only the journeyers do.
José Saramago

Architecture

My search for architecture now appears to me like that of the

Graal, of the Philosopher’s Stone, the Phoenix. And I believe I did

not find it. I say “I believe” because I might even have found it

without realizing it! I understand that this is not a very credible

claim, but I shall try to explain. First of all Jet us see what I did
8 NOT want to find:




Reflected Architecture

A basin of mirrors for vertical waters.

The American side of Niagara Falls can be cut off, leaving
only the Canadian (Horseshoe) Falls active. A rectangular basin
can be built and covered in mirror-polished steel sheeting.
When the water is turned on again, the basin will fill up
in 33 minutes no seconds and 94 hundredths.

Only in this fraction of time (extremely short in comparison
with the 20,000 years of Niagara’s existence) is the water
situated next to the geometrically reflected clouds.

Then the mirror surface of the basin vanishes. The structure
has been calculated in such a way to resist underwater for some
years. The collapse of the artificial structure causes a visible
receding of the front of the American Falls, similar to the natural
one of the Canadian Falls. The calculated time of collapse
will be kept secret. Lots of people will go there, hoping
to be there right in time for this terrific spectacle.
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1966-68 | Superarchitecture: to the Rescue!

The first chapter deals with the newly constituted group
SUPERSTUDIO following their debut announced at the December
1966 Superarchitecture exhibition in Pistoia. The period between
1966 and 1968 represents the group’s early developmental stage,
constructed on a critical re-evaluation of their educational
experiences and tied to the contemporary architectural and
design culture in Florence. We recognize this first brief period
to be the Superarchitecture phase in the group's evolution, an
intensive initiation 1o the world of architecture that paralleled
the early development of Archizoom. Many of theif core
theoretical and representational concepts they later developed
originated in this earliest phase between 1967 and 1968,
Simultaneously, from their first offices in Via Bellosguardo 1,
the group organized a fully professional architectural and design
office, that attempted to translate the group’s theoretical and
ideological concerns into “practical” projects. The office began
with Adolfo Natalini, Cristiano Toraldo di Francia, Roberto
Magris, and after April 1968 Piero Frassinelli, Berween 1967 and
1968 three main themes were identified for further investigation:

L. Architecture and Monument

2. Architecture and bnage

3. Technomorphic Architecture

These three categories were subsequently synthesized
in three major theses: Invention Design and Evasion Desig
(1967), Journey into the Realm of Reason (1968—69) and the
development of a “single design”, 4 Catalogue of Villas
(1967-68).
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Superarchitecture: fo the Rescue!
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National Competition for Projects for the Urbanistic
and Architectural Restoration of an Old Fortress
in Florence as a National Centre for Arts and Crafts

supersTuDio with Adolfo Natalini,
Carlo Chiappi, Ali Navai, Klaus
Bauschmidt [consultants].

The project presents an enormous
exhibition machine. a structure
capable of containing and uniting all
the exhibitions, shows and fairs

up till now held in Florence in various
different halls, and more.

This machine would be permanently
in operation, and would hold several
dilferent events at one and the same
time: full use justfying the complexity
of ths equipment.

The project presents a new hunk of
city, an indicator of directions, within
the citcle of the walls, a new focal
puint of sefationships hinging the city
and the penetrating lines of the
motorways, at a corner of the polygon
formed by the outer baulevards.

Thus, a work on the same scale as the
city, capable of solving cenain
problems fwith underground

car parks, the re-devetopment of an
amorghous area) to be taken as

a model for future developments.

The project presents a development in
hemnopny wath the pre-existing
tequitements of the Forterza, ie..ona
“monumental” scale. The monument
as an extraordinary architectural
event forms the link between
ourselves and the city, and between
ourselves and history; the only
possible form of respect for the
monumentat being of he Fortezza is a
creative atlitude. 1hiough absolule
dedication and coherence.

Thus. in the project we see references
1o the morphology of the ancient
walls and gates of the city, through
the clear consciousness of histoical
continuity.

The structure we propose gained ils
size through a precise desire to render
it visible from the city, from the hills
and from the railway, and with it to
modify the urban landscape. As
regards its size, we 100k 1he huge

100 mass of Palazzo Pitti {perectly

on a scale with Florence in the days
of the Grand Dukes} as our pout

of reference.

The purpose of the project was (0
provide the city with, on the one
hand, an organic system of services
with 3 powerful tourist and cultural
attraction, and on the other with

an image on a scale with our times,
an image constiluting a clear
testimonial of our situation.

The whole sttucture is designed

in metal. Most of the external wall
surlaces are in corrugaled steel
{south) and glass [north). The
stwcture of the hall is conceived as a
large green-house. with the entire
roofing in glass

All the hatis and other rooms have air
condttioning, but also benefit from
the isolating effect of the air cushions
formed between the glass and the
fiooring, and the floor itself and

the sloping metal walls.

The building of the who'e complex
can be divided up over a pericd

of time, starting with the central hall.
the museum, and ants and crafts
sections, and proceeding with
succeeding sections of the pavilion
block.

The tota] volume of the complex

is calculated at m? 621,000.

The expected cost 15 about
$2,100.000.
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Holiday Machine. Projectfor a Leisure Centre
on the Calabrian Coast {South ltaly)

supersTUDID, Cristiano Toraldo di Francia
with Ali Navai.

The project includes a hote! and
various temporary services at

the mouth of a river on the Calabrian
olateau.

The ecalogical improvement of the
site [hamessing of the river for a small
electric power statien, censolidation
of the rock cliffs, protection of the
coast with 3 harbour consisting of
lloating inflatable elements} was taken
'as a basis for the project.

The building, in cor-1en steel with 30
years’ duration {the period of the (ease
of the site, belonging to the State), is
supported by a series of reinforced
concrele struts going into the sea. It
consists of fout parts, a wall of living-
cells, a tower containing serviced free
spaces, an energy network and an
arrival station.

The part containing the cells (3601 is
comgletely enclosed on the outside
with a double sheet metal wall

with an internal space of about 2 m,
which visually replaces the missing
section of sock cliff. The artificial
paradise on the inside is protected
trom the southern sun and has its own
microclimate sequfated by the
electronic control centres situated in
the trellised energy section. The
rooling is made up of three parts: a
series of sections running back on rails
into the walls for ventilation, a central

containing the air conditioning plant
and water tanks, together with contral
rooms. warehouses, kitchens and

first aid station.

The arrival station on land has

a heliport with a 120 m landing strip

section which can be completely
raised to a height of 70 m, and a third
umbrella-tike part which is completely
lransparent,

The centre tower formed by four space
frame pilfars, a series of intermediate
Fioors and an enclosed central space
with service wall, is a huge self-
service for the mind and the body, It
is flanked by moving staircases,
elevators, services, energy
conductors....

The brain of this huge, symbelically
functioning machine is in the trellised
section encased in the rock,

and car park for 500
automobifes.

Regarding overland communications,
the Autostrada del Sole is about

30 km away and the station al Tropea
only 4 km.

The land above the cliff is le(t entirely
1o the growing of maize and oranges,
except for the parking stip parallel 1o
the river, on top of which 3t ground
Tevel, flowers will be grown. Also, the
row of cypresses acting as a wind-
brake will b replanted along the top
of the clifl, while the new cistern wil!
permit better irrigation of the crops
on the plateau.

A Holiday Machine. .. as a typical
section of the kind of technological
monumentalism [continually balancing
between experimentalism and
dogmatism) which seems destined

to become the characteristic face

of our age. Architecture in the image
of the machine. .. TECHNOMORPIOUS
ARGHITECTURE
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Journey into the Realm of Reason

guide for young architacts through the

archilecture of monuments, the
architectute of images, technomorphic

architecture, and architecture of

Ajourney like “Pilgrim's Progress” or a
the regions {of reason).
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The Single Design: Histograms, Villas, Monuments

A Catalogue of Viflas
Once, in Austria, we spoke with friends
of how to keep our balance, and
discussed the fact that Freud declared
that cube is a symptom of anguish, and
50 we gl live in hoyses of anguish,
even Witigenstein wha had built
himself a cubic house because he liked
the houses designed by Loos....
While speaking of Witigenstein,
“how can a man be happy, when he
cannot keep at a distance the misery
of the wortd? Through the Jife of
knowledge. The lile of knowledga is
the life that is happy despite the misery
of the world. Only the life that
can renounce the pleasures of the
waorld is happy”. And also: “There is
really something ineffable. It shows
itsell, itis mystic. The impulse
o mysticism comes from the lack
of satislaction of our desires on the part
of scignce™.
The greatest project is always 1o
project a whole life under the sign
of reason, a life with precise directions,
chosen and serenely accepted, with
limits as corner stones. To construct
ourselves with @ secies of primary
gestures, magic gestures, calibrated
and shining. through an architecture of
clarity and lucidity, nat of cruel
intelligence, but understanding all
reasons. To save ana’s soul through
clarity, depriving acchiteclure of its
spatal-aesthelic-economic-functionat
superstruclures {justifications and
mystilications) and re-valuing
its ardered essence. In this manner,
architecture as an operative structure is
superimposed on natura naturans
and natura natwrata, putting their
materials 1o arder with Lhe instiuments
of histary and technalogy.
Ta praject a villa s an inexistent
probiem: madera architecture has
already sotved all refative peoblems,
and on the ather hand, has
demonstrated its social and functionat
absurdity. However, it cemains for
young architects, one of the few

occasions for aclually projecting
architecture (at least in ltalyl. Thus,
refusing to consider the personal
problems of the clients and trying to
think solely of a serene \ile and a happy
construction seen in the light of a small
piece of the larger construction that

is “the system of architecture™
{"Architecture”) we have campiled 3
Catalogue of Villas. This includes

four series:

© "Suburban Villas™

© “Villas by the Sea”

* “Villas in the Mountains™

» “Greal italian Viffas™

We present the first series and some
examples of the pthers.

“Suburban Vitias*

In the no-man’s-land where the
countryside and the city meetr, each
losing its characteristics and changing
into 3 hysterical landscape, we propose
10 insert objects for calm and
meditation. Objects for civilized living,
despite a basis of frustralion and
refusal, or Lhe absence of the city:

we are propasing transit stations on
the way to hope.

All the villas onsist of simple, enclosed
volumes, like sacred stones. simply
indicating the ptace of fiving. Together
Ihey are the signs of an ordering

will, endeavouring to distinguish and
confront nature and architecture,

as independent but complementary
syslems. All the villas are suuctured

as simple “wrappings™ with a
prefabricaled central core containing
services. The outside walls are covered
in white ceramic tiles or gres, with

a 60-cm base in grey Elba granite; the
window frames are in zinc-plated metal
of an industrial type, as are the other
metal fittings. Sun canopies are in pale
blue glass fibre. All insides are in
white stucco wilh white gres floors.

1. A small villa for serene places

2. A small villa with an almost
monumenlal stairway

3. Avery lively 2-floor house

4. Villa with picture windows (homage
to the Vesnin brothers and Professor
Arthur Kom)

5. Villa with small patio

6. Cubic villa

From the Cetelogua

of “Villas by the Sea”

When nalure becomas stranger and
accumulates her efements to become
violent presence {the sea, for instance),
architecture must become stronger and
more conceatsated, limiting itself ta an
elementary gesture, o a single image.
“Villa for 3 rocky coast”™

In this case, the rocky coast has been
taken out and “substituted” with 3
surface covered in local granite.

The whole house is separated from the
rock bry a pathway: thus the
“substitution™ maintains its artificiality,

From the Catslogus

of “Great Italian Villos™

The #odern Movement in architeciure
searched for a minimum existence
space (Existenzminimum): our problem
is to find the maximum, of creating.
that is, the fargest house passible
dedicating all its space to living without
many ulensils. ..

“surERsrui: The Single Design”,
inJapan Interior Oesign, no. 144
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Histograms

Buring those years. it became very
clear that 10 continue drawing
furniture, abjects and other similar
household decorations svas nol the
solution ta the probiems of tiving in
houses and neither was it the solution
0 ltie probiems of life itself, and even
less did it serve Lo save one’s soul..
It also became clear that no
beautification or cosmetics were
suflicient to remedy the ravages of
time. the errors of man and Lhe
Besualities of architecture...

The problem was thus one of
becaming ever more detached from
these design ectivities, rather perhaps
adapuing the theary of minimum eflort
In a general reductive process.

We prepared a catalogue of three-
dimensional, non-continuous
diagrams, 3 calalogue of architectural
histograms with relerence 1o a grid
interchangeable into different areas or
scales for the construction of 3 serene
and immobite Nature in which finally
1o recognize purselves.

From the catalogue of histagrams
many abjects have since been
effortlessly generated: furniture,
environments. architecture.. But ail
these things are not very important ta
vs. nor have they ever heen. The
surface of these histograms was
homogeneous and isotrapic: any
spatial problems and any problems ol
sensitivily having been accurately
removed. The histogiams were also
called The Architects” Tombs. This*
also conslituted the project lor

the exhibitian The invention of the
Neutral Surface for FNT.

Testimonial for Little Squares
When in 1969 we started designing
these things {hislogram, abjects.
furniture, inlerior i

anather tentative effort al escaping
from the median “oligophrenia”
{which is the term psychiatrists use for
the candition of madness in which
mast ¢l us normaily exist) through a
torm of design therapy. This means
that this continuous intertwining
of lines, making them fit at coiners,
was 3 way of making hands and other
mechanical instcuments of design
waork {history enclosed). marking time
and waiting la clarity one’s ideas
ahout the usual “what te do”, but it
was not merely 3 moratorium, nor was
it 3 last stubbotn blast from
architecture.
We never far a moment thought of
a future in Intte squares, of a warld all
beauty and raason (even if every
30 often, 1o give oursetves caurage,
we talked of it): the expesiments
amply showed that somewhere the
links were slackening and spatial
accidents had altered the archetypal
qrids sa thal nothing could return
10 its Platenic pasition.
We thus began dreaming of a world in
which the parallels and meridians
would not cut so roughly into
the earth, with deep black marks,
we began to think o other grids with
subtle non-Euclidean corners.
As design congealed in this huge
squared freezer (from which it would
one day emerge a5 cubes to be melled
in glasses), ideas began melting, afler
a long long freeze, and design and
architecture became airy, irrelevant
and ever lighter, as if they were
emeiging from tuminous nights, fram
dreaming crystals, from geametrical
shapas lrozen by rivers af wards,
drawings. images, complex and
multiple structures, fram ancient
{eats. long exilas, ftom far-off seriqus
ia and ishi

aichiteclure and total projects), we
{ound opurselves engaged in an
weessant tricoter Iespace, which was
a form of serene madness o
imbecility, bul was also certainly

agoraphobia, and then they
disappeated.

This was the logical continuation

of a journey into the realms of reason,
ajourney with many lateral exits teft

open, and which at that time

we did not wish to use, but which

we have since used Lo get out

of the cubical houses of distipline and
reasonabe science. I

“Misura M” Serios

Fumiture and objects mado of wood.
covered in FAINT plastic laminate,
finish no. 6. This plastic laminate was
designed for FAnT by supeasTuc:o at the
time of the exhibition The Invention
of the Neutral Surface in 1968,

and is produced exclusively for the
MISURA SETTES.

The laminate has a continuous grid

ol lines crossing at intervals of 3cm
an a neutral background (white

ar pale colours).

The special leature of the design
consists in the homogeneity and
isotragy of its entire surface, so that it
can be used according to the three
main Cartesian directions.

The surface of the Jumiture and
objects produced afso follows the
three Cartesian directions, and thus an
identical treaimen of alt surfaces is
obtained, with a visual intensification
of the corners a1 which the ines
converge. {Characterisiic of the
Western concept of space is thinking
in lines instead of in paints, as

in Eastern thought}

Alt solids are defined by a group of
sivfaces, each surface is defined by
its generating lines: in our case, both
are rigidly orthoganal. This is because
of a precise wish 10 reduce design
operations fe @ strict minimum. and to
abtain with minimum effort the
passing of the information connecled
with them.

Solter elements are then grafied onto
these elementary solids {seats.
cushions. headrests): these are
produced by a completely different
technology, intended 1o render

them usable to mediate Ihe passage
between anatomical forms and
artiticial forms.

Yet more efements and accessories
{plaslic drawers, steel handles,

coat rails, rubber wheels) belp 10 ease
the passage from geomelry to
functionalily.

Atany rate. these intermediate
elements always clearly state their
nalure as foreign 10 the basic pieces:
they approach them in arder to
complement them, never because of
any homogeneity.

“Misura L Series
Lamps in Volierra alabaster and
chiomed brass. Alabaster [CaS0, +
2H.0} is loynd near Volterra in the
form of giant eqgs.
Ore can make various decoralive
abjects out of alabaster, such as pear-
shaped baokends, gorilla-shaped
onaments, women's heads as vases,
muli-coloured sculptures of Isadora
Duncan brandishing a torch. ..
since it is translycent, one can also
make lamps.
And this is what we have done.
They are heavy lamps, so as not 1o be
t00 easy to move around in the
convulsive movements of moderm
design. ... They have ditferent finishes
and highlights, and sometimes they
seem 10 be made of fake plastic,
which, in the present otgy of plastic
thet imitales and replaces everything,
is no mean achievement
The lamps are produced wilh very
simple cutting, milting of tutning
processes, thus oblaining elementary
geomevical shapes: semi-sphere,
cone, semi-cube, pyramid....
The bases are made of flat plates of
chiramed brass holding the neon
circlats or tubes, tagether with the
transformers. The electric wires come
aut through special smal chromed
Wbes and attachments.
The lamps were designed in 1968
and are now produced by Misura,
Flarence.

LA

e

el

!

ey

T

3
e

jangsay ay o) ;ama3yydIRIadng




Evasian Design and Invention Design

It would appear that the fact that the
world is round and rotatas is now
beyond discussion.

There is still room for discussion,
however, about how we are 1o live on
it. And particularly on whelher
everything should be invented ali over
again every day or whether an the
other hand it is enough to cling tightly
to the appropriate gravily straps
against the centrifugal force and keep
on breathing,

And this is possible, or obligalory
rather, for those who live in the cubic
boxes about which sa much has
already been said. in ather words for
the lucky inhabitants and owners of
block 2patments, small villas and civil
housing in genera!. and then. by
natural kinship, far all the owners and
users of refrigerated portions of
established truth and the
commonplace. ..

If on the cantrary we face the problem
af making aut reckonings wilh reality
at every moment, if we {ace the
prablem of living creatively, living truly
that is, regufar heeathing is

no longer enough and we must invent
on each oceasion the ulensils for
doing things and find the answers to
the new queries.

Only in this way. by taking a creative
altitude, can we avoid the
prefabricated answers imposed by the
big monopolies at truth.

But contestation of the system,
rejection on the products imposed by
the consumer industry as the only
true answer at this particular moment
of history, will not be achieved
through a return 1o crattsmanship, or
even through a total rejection

of the products and the activities
connected wilh them.

Salvation does not lie in a primitive
Arcadia or even in Alice’s
Wonderland. Arcadia and
Waondertand. or the self-sufficient

ifization of {or even

and the hyper-consumer saciety
&t supermarkets and Carnaby Steeel:
on the one hand a magic warld in
which the utensil is the cbject of
aTite, on the other a code of liturgical
segulations governing existent objects.
But seeing that you cannot go
backwards, and that the process is
siceversible (and revivals confirm this}
and seeing that the system oflers us
transparent or inexistent objects

{the sales system sells only one
product itselt) and seeing also that we
need something in order to live
[utensils, signs, totems) we put the
process of design back inla motion.

If then, the probtem is one of living
creatively and finding the true
answers to our problems, of avoiding
the pretabricated answers imposed
by the great monopolies of truth {tho
pitfalls of the affluent society), we
then come to prapose “invention
design” as an alternative of variant
for design or “industrial design™

as currently conceived. But any valid
design is always invention design
(and in this connection think back to
the meaning of the 1erms "design™
and “invention” in Renaissance texts).
The term to use then may well

be “evasion design”. Evasion design.
punning and easy overtones of
political disengagement is the activity
at planning and aperating in the field
of industrial production assuming
poetry and the irrational as its
method. and trying to institutionaliza
continuous evasion of everyday
dreariness created by equivacatians of
rationalism and functipnality.

Every project hias a practical function
and a contemplative one: and it is

the Iatter that evasion design is
seeking to potentiate. Thus there is an
end to 1ho 18th-century myths ot
reason as Lhe explanation of
everything, the thousand vatiations on
the theme of the four-legged chair,

ic shapes and sterili

the non-acquisitive one of the hippies)

of dreams. We need in lact to begin

all over again: the data are those of
experieace and those of myth, those
of technology and consumer demand,
those of repressed desire, The
important thing is to keep on asserting
ourselves, to go on making our mark
an things. The impartant thing is

10 "be there”. Perhaps one of the most
distwibing manifestations of our time
is the sit-in, the pacific protest
meeting at which everyone sits on the
ground. What we want to do is lay
the faundatians for an existence that
is one fong pratest: a “be-in".

This means involving all the users

of our producls in creative and
operative areas.

Such total involvement may be
achieved in two ways: by supplying
products that are poetically functional
ar by supplying patterns of behaviour,
In the first case you supply multi-
signilicant {ambiguous) ptoducts,
abjects af universal use, and each
user puts them to the use he thinks fit,
In the second case, you supply the
rules of a game to be played with all
kinds of objects, or containers that can
be tilled with al! kinds of things.

To switch our attention to interior
space, this may become a genuine
space of involvement (3 stage fot

a continuous performance or, in ather
words, a place for happenings, a place
for the be-in) by the agency of the
design products we place in it. While
on this subject we should cfaniy the
fact that this operation belongs to

the Tirst of the modes of operation 1o
which we referred earlier: we thus

put on the market poetically functional
objects in containers of any kind,

even it they are indilferent or
degraded like those supplied by the
building trade today. It is obvious that
we can see this only as a “rescvs”
operation: it is not the total pperation
10 which we aspire {supplying and
shaping the whole human
environment). [Lis only 8 way of taking
action “here and now” in an existing

situation. Evasion design then to
evade everyday dreariness. or rather
evasibn design ta make it possible to
live vaith everyday dreariness. All this
is because: apart fram those lortunate
mortals who can allord ta build

their own “house” {ideally in their own
image and likeness), and those

lueky enough to find one in which it

is possible to live even without pulting
paintings up on the walls, those who
live in "residential biocks™ usually live
in a room, a cubic box without
memories, with vague indications

of 1op and bottom, entrance and exit,
a Eutlidean parallelepiped painted
white or distempered in bright colours,
washable or no, but always without
surprises and without hope. We
should remember however that

“it is the poetry thal makes you live™,
and that life is not lived only in
hermetically-sealed boxes made for
small parallel lives, but also in the city
and in cars, in the supermarkets, in
the cinemas, on the motorways. ..
And an object may be an adventure in
space, or an object of worship

and veneration, and become a shining
intersection-point of relationships. .,
Thus evasion design aims at waiking
on the theory of introducing foreign
bodies into the system: objects with
the greatest possible number of
sensory properties {chromatic, tactile,
etc ), charged with symbalism

and images wilh the aim of atiracting
atlention, or arausing interest,

of serving as a demonstration and
inspiring action and behaviour.
Objecis in short that succeed

in modifying the container-unit and
involving it totally 1ogether with its
occupier. We shall build en the ruins
of pur pwn wars and those of others,
on the smoking tuins of private and
public guerrilla warfare, on the clouds
of innumerable mushrooms, atomic
ones and those of peyote. We shall
construct huge and indestructible
objects thoroughly shock-proot

because they will be as flexible and
manageable as the willow branches in
Japanese prints. We shall have soft
pyramids and looking-glass furniture
and rooms for the canlemplation

of everyday poetry. We shall have
microscopes to investigate the
mysteries of stupidity and boredom.
We shall make journeys with airline
itineraries round the world tightening
only the seat-belts of the intelligence,
but without fear, and we shall
construct with 3 single everyday
purpose: living with poetry. Withng
time for analysis or denunciation, with
Jinle time for bitter ironies and cruel
tricks of the inelect: we wish ta
rediscover the hearl and raise it on
high. Sursum corda. We shall na
fonger do anything unless lor love and
in hope and we shall suiely die of
ingenuity. happy. Our problem is 1y ga
on pioduing objects, big brightly-
colovred cumbersome useful and full
of surprises, 10 live with them and
play wihh them togather and always
find ourselves tripping over them

1ill we get to the point of kicking them
and throwing them out, or else sitting
down on them or putting our colfee
cups on them, but it will not in

any way be possible to ignore them.
They will exorcize our indiflerence.
Things that can modify time and space
and serve as signposts for lile that

is going ahead.
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1969-71 Superprojects: Objects, Monuments, Cities

This chapter surveys SUPERSTUDIO’s most provocative period
from 1969 to 1971. It was during these years that the group
generated its most renowned body of work. After successfully
formulizing a critique on design, architecture and the city, the
group produced a prodigious set of conceptual projects through
an innovative use of multi-media techniques, employing collage,
storyboards and literary narratives. The professional “office”
continued its design activities, while entering into one of its most
creatively engaged and controversially subversive periods.
Almost all the conceprual production was intended for
catalogues, architecture magazines and exhibitions. The most
srriking images produced in the period found wide distribution
internationally, from Europe to the United States and Japan.

1. The Continuous Monument (storyboard, with an
audio-slide show, not restored)

2. Histograms (architecture of objects, design objects
and Interplanetary Architecture, the first film to be produced
by SUPERSTUDIO, with Alessandro Poli, member of the group
from 1970 t0 1972)

3. Twelve Ideal Cities (architecture of cities, with an
audio-slide show to be re-enacted and recorded in conjunction
with the London exhibition, March 2003)

Each of these three categories represents a concise theoretical
engagement on one of the following disciplines in design and
architecture: the object, the monument, the city.
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We do not think it is possible to write
about fumiture design, of 1o design
furniture, without an idea (or a hope)
of the work of the architect in
saciety. Otherwise, we will end up by
designing beautiful electric chairs or
moumains ol rubbish. If we look
closely, we can see how all the
changes in society and culture in this
century (or since 1920} have been
generated by one force only — the
elimination of farmal structures as a
tendency towards a state of nature
free from work. The destruction of
objects, the elimination of the city
and the disappearance of work are
events closely connected. By the
destruction of objects we mean the
destruction of sheir atiributes of
“status” and the connotations
imposed by those in power, so that
we live with objects {reduced 10 the
condition of neutral and disposable
elements) and not {or abjects. By the
elimination of the cily, we mean
elimination of the accumulation of
the formal structures of power, the
elimination of the city as a hierarchy
and social modelin search of a new
free egalitarian state in which
everyone can reach different grades
in the development of his
possibilities, beginning with equal
starting points, By the end of work.
we mean the end ol specialized and
repetitive wark, seen as an alienating
activity, foreign 1o the nature of man;
the {agical consequence will be a
new, revolutionary society in which
everyone shauld find the full
development of his possibilities; and
in which the principle of “from
everyone, according to his capacities,
10 everyone, according 10 his needs”
shou'd be put into practice. The
construction of a revolutionary
society in its way of praducing,
consuming, living. ..

Merchandise according to Guy
Debord, in bourgeois society (which
acts and perpetuates itself through

its products — including political
parties and wrade unions, which are
an essential part of the spectacle}
becomes the ion of itseld.

which bind the object to the system,
the destruction of its significance, as
superimposed by the ruling classes,
as ion of the objecl. We have

The production machine produces a
second poverty (Galbraith},
perpetuating itself even after the
tulfilment of its goals, of beyond its
essential ends {the satisfaction

of primary needs, ever inducing new
needs),

Onco clarified that:

a. design is merely indvcement to
consume;

b. abjects are status symbels. the
expression of models proposed

by the ruling class. Their progressive
accessibility to the proletariat is part
of a "levelling™ strategy intended

to avoid the conflagration of class
struggle:

c. the possession of objacts is the
expression of unconscious
motivation: through analysis, the
removal of the underlying motivation
may be reached,

then it becomes urgent to destroy
them.... or does it?

Metamorphosis becomes frequent
when a society does not have
sufficient courage to commit suicide
{to eliminate itself} and has no clear
allematives to ofler either. The
thoary of intermediate states is the
book of change?

For the theory of incest as a closed
practice of the cultures on culture
and vice-versa, we may substitute the
most scandalous, pathetic or
ridiculous contaminations; in this way
we can only prepare the outlets for
an evasive action. The fast sly tick on
the march is the choice of falseness.
Thus, while the merchandise-form
continues on towards its absolute
realization, we reduce operations {0 a
minimum. The only danger lies in
integration (every so often though,
one of us shaves with a vacuum
cleaner). Earlier, we defined the
destruction of the syntactical ties.

formulated

a hypothesis of the reduction

of objects to neutral, disposable
elements. To this, we can add
anolher hypothesis, and it is that of
the construction of the ohject thiough
its metamorphosis. The present

utensils for simple operations. Thus
on the one hand. the utensils will
remain {wilh less chrome and
decorations}, on Lhe other, symbolic
objects such as monuments or
badges. Objects pechaps created for
eternity from marble and mirrors, or
for the present {rom paper and
flowers — objects made to die at
their appeinted hours, and which
have this sense of death amongst

process of the " g" of
meaning onto an object is part of that
stiategy of disgust to which we have
already referced. Through the
psychological re-thinking of an object
we can try for its “reconstruction”,
and this through discontinuous and
illogical action, refusing guarantees
of value {licenses issued by the
system}, aspiring to identily with life
and total reality. Dbjects thus can be
the vehicles of social communication
to become a form of reality and direct
experience of reality. The
metamorphoses which the object has
to go through are those during which
it is reloaded with the values of myth,
of sacredness, of magic through the
reconsteuction of relationships
between production and use, beyond
the abolition of the fictitious ties of
production-consumption,

When design as art inducement 1o
consume ceases to exist, an emply
area is created in which, slowly, as
on the surface of a mirror, such
things as the need to act, movld.
wansform, give, conserve, modify,
come to light. The alternative image
{which is really the hope of an image)
is a more serene, distended world, in
which actions can find their complete
sense and in which life is possible
wilh a few more, more or fess
magical ulensifs.

Obijects such as mirrors, that are for
reflection and measure.

The objects we will need will be only
[tags or talismans, signals for an
exisience, which conlinues. of simple

their cl . Objects, which

can easily be carried about, if we
choose 10 become nomads, 10 stay in
one place forever.

Published inn, no. 2-3, 1971
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The C
for Total Urbanization

For those wha, like ourselves, are
convinced that architecture is one of
the lew ways 1o realize cosmic order
on earth, 10 put things to order and
above all to alfirm humanity's capacity
for acting according to reason, itis a
“moderate utopia” 10 imagine a near
future in which all architecture will be
created with a single act, from a
single design capable of clarifying
once and for all the motives which
have induced man to build dolmens,
menhirs, pyramids, and laslly to wace
(ultima ratio) a white fine in the
desert

The Great Wall of China, Adrian’s
Wall, motorways, like parallels and
meridians, are the tangible signs of
our understanding of the earth.

We believe in a future of
“rediscovered architecture™, in a
futyre in which architecture will
regain ils full power, ing all

t: an Archi

A square block of stone placed an the
earth is a primary act; itis a
testimonial that archilecture is the
centre of the selalionships of

ambiguity of design and appearing as
1he only allernative to nature.
Between the terms natura noturans
and natura naturata, we choose the
latter.

Eliminating mirages and will-0™-the-
wisps such as spantaneous
architecture, sensitive architeclure,
archilecture without archilects,
biologica! architecture and fanlastic
architecture. we move towards the
“continuous monument™:  form of
architecture alt equally emerging from
a single continvous environment: the
world rendered unilorm by technology,
culture and all the olher inevitable
forms of impenialism.

We belong lo a long history of black
stones, rocks fallen from the sky or
erected m the earth: meteorites,
dolmens, obelisks. Cosmic axis. vital
elements, elements reproducing the
selationships of sky and earlh,
witnesses 10 marriages celebrated,
the tablets of 1he law, final acts

of dramas of various lengths.

From the Holy Kaaba 1o the Vertical

122 Assembly Building

It implies man, machines, rational
structures and history. The square
block is the firsl and ultimate act in
the history of ideas in architecture.
Architecture becomes a closed,
immobile abject that leads nowhere
but 10 itself and to the use of reason.

Now New York

New York for example, A
superstiucture passes over the
Hudson and the point of the peninsula
joining Brooklyn and New Jersey. And
a secand perpendicular struclure lor
expansion. All the cest is Central Park,
This is sufficient to hold the entire
built-up volume of Manhattan.

A bunch of ancient skysctapers,
preserved in memory of a time when
cilies were built with no single plan...
And from the 8ay, we see New New
York arranged by The Continuous
Monument into a greet plain of ice,
clouds or sky...
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Superprojects: Objects, Moauments, Cities
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Twelve Cautionary Tales for Christmas

« First City.

2,000-ton City

Even and perfect, the city lies amid
green lawns, sunny hills and wooded
mountains; slim, tall sheets of
continuous buitdings intersecl ina
rigarous, square mesh, ane league
apart. Tha buildings, ot rather the
single, unintetrupted building cansists
of cubic cells 5 cubits each way: these
celis are placed ane an top of anather
in a singte vertical stack, reaching a
height of a third of a league abave
sea-level, so that the relative height of
the building varies in celation to the
Javel of the ground on which it rises.
Each cell has two exlemnal walls. Cell
walls are of opaque material, porous
1o air, rigid, but light. The wall facing
north {or if this is an external wall, the
wall facing west) is capable of
emitting 3D images. sounds and
smells. Against the opposile wvall

is a seat capable of moulding pedectly
to the human body, even of enclosing
it completely. Incosperated in this
seat is an apparatus for satisfying alt
physiological needs. When notin

use, this membrane and all apparatus
withdraw and the wall reforms. The
floor is a simulator, and can evoke all
sensations of living things. The ceiling
is a brain-impulse-receiver.

In each cell is an individual whose brain
impulses are continually lransmitted to
an electronic analyser set at the top

of the building, beneath a continuous
semi-cylindrical vault. The analyser
selects, compares and interprets the
desires ol each individual, programming
the life of the entire city moment by
moment. All citizens are in a state

of perfect equality.

Death no longer exists. Sometimes
someone indulges in absurd thoughts of
rebellion against the perfect and eternal
life granted to him. At first tha analyser
ignores the crime; but if it is repeated,
the man who has shown himself
unworthy is rejected. The ceiling panel

150  descends with a foice of two thousand

tans until it reaches the floor.

At this point, in this marvellous
economy, anolher life is initiated.

The panel returns to its original
height, and all the individuals living in
cells within a distance of a quarter of
aleague {rom the emply ce!l donate
an ovum or a group of spermatozoa,
which ere wansported in channels
created for this purpose in a mad race
to the nowv-empty seat. Here, an ovum
is fertilized and the seal is
transformed into a uterus, protecting
the new son of the city for nine
months, until his happy dawn.

«Second City.

Temporal Cochlea-City

The city is an endless screw, 4.5 km

in diameler, completing ane revolution
avyear.

Iis lower extremity, facing the centre
of the earth, consists of an excavating
apparatus (a kind of turbine, wilh
blades) that, in revolving, crushes rock,
forcing all matter towards the cenlre
of the cylinder and through a duct up to
the ground. Above the turbine is the
propulsion apparatus, an atomic power
centre set to last 10,000 years and the
automatic plant and electronic
computers that control Lhe city.

The upper extremity grows gradually,
temaining conslantly at the Jevel of

the ground outside. Growih is reafized
through the continuous construction of
new sections of city by means of an
automatic building-site placed like a
bridge between the centre and the
perimeter. Oa this site, rock detritus
fram the excavations at the bottam is
used as building material.

The city is compased of living-cells
ananged in a double row of concentric
circles. Between the two contiguous
circles of cells runs a roadway. Each
cell has a single opening. a doar giving
on to the circular roadway; the other
three walls backing onto other cells
are torally opague and soundproof.
The floor of the cells is soft. all
apparatus required for the satisfaction
of individual Iving needs are hidden in
the ceiling and are tele-controlled. The
entire cily is climatized at 3 constant
25°C wilh 60% humidity. Each cell is
conslantly it 1o an intensity of 150 lux;
the roads are illuminaled 10 an intensity
of 500 fux; this light contains all the
wavelengths of the visible spectsum;
that of the r0ads also contains small
guanlities of ultra-violet light.

The cells have no system for closing
ar screening.

Inhabitants live one to a cell, and
possess no clothes or other objects
because the city provides for their
every need. They are absolutely lree
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to act and organize their lives, both as
individuals and as a community; to be
aloae; lo galher in grougs: 10 create
layws or regulations; the only
restriction is that they cannot go
outside the city, because the upper
ends of the circular roads are closed
by the automatic building-site.
Each cell contains an “automatic
obstetrician™ which, applied to the
abdomen of the future mother, extracts
the foetus paintessty. The baby is
teansported by pipeline 10 a cell in the
newly-built section, where it is fed and
loaked after automatically, Onty in this
phase is the doos of the cell sealed by a
steel pancl. For four years the child
remains in his cell, during which time be
leams the ethics and working of his city.
Thereafter the metal door slides away
and disappears forever into the wall
Materials used for building the city
remain unaltered for a century.
without maintenance; then they begin
o degenerate; this is also true
of the equipment and machinery.
Naturally. load-bearing structures and
the general equipment of the city
are an exception.
The inhabitants spend a lot of time in
the roads near their cells; often, in
groups or alone, they climb the spiral
s0ads until they reach the children's
zone 2nd beyond, into the last four
deserted and silent spirals, where the
new-born babies live.
Olten. placing their hands and eats
against the warm, vibrating metallic
walls of the building-site. they try to
penetrale the mystecy of the outside
world. But itis rare for someone
to go down the coad beyond
the zone of exireme old age. into the
spirals of decay and putcefaction
of things and men, and yet further inlo
the uncertain light and the heat,
into the spizals scatlered with
detritus. dust, bones, uatil they reach
the dark, sulfocating and vibrant
zones spiralling towards indelinite
depths.

« Third City.

New York of Brains

In the most charred. devastated and
malten area of that grey space that
once was New York, and, more
precisely, where Central Park once
was at about Bist Streel, there stands
the city. When the others realized that
the explosion had irrevocably
contamingted all the inhabitants of
New York, and that their bodies were
ratting without recourse, i was
decided to build the city. It is a cube.
with a length, width and height of 180
{ect, covered in quartz tiles measuring
10x 10 inches, in each of which there
is a lens 9 inches in diameter. This
covering condenses light into the
photosensitive layer behind, which
transforms it into the energy necessary
for the functioning of the city. The
cube is uniformly filled with 10-inch
cubic containers, made of a special
transpatent pafymer with indefinite
stability. The inside of every cubeis a
spherical cavity filled with a liquid
which supports a brain. In the
thickness of the cell walls are the
pipes through which the fiquid

is renewed. Systems of electrodes
inserted in various points of the
cerebral mass enable the brains to
communicate directly. At the centre of
the cily is a cavily with a length, width
and height 33 feet 3 inches. Its Hoor is
at the same ground fevel as that on
which the great cube stands. A
corridor 3 fest 4 inches wide, 6 feel B
inches high and 58 feet 4 inches long
connects the central cavity with the
outside. The central cavily is mostly
occupied by the regenerating and tilter
apparatus for the brain liquids; the
filter process is parlicularly accurate,
eliminating all toxins, thus preventing
the process of necrosis and ageing
10,000.456 brains live in the city:

in the dim red light of the cortidor and
the central cavity, they pulse slowly,
immersed in their interminable
meditations, or concentiated in mule.,

indefinite intercourse. Completely cut
olf from exiemal perception, they can
sublimate their thoughts for as long as
the life of the sun, lree 1o reach the
supreme goals of wisdom and
madness. perhaps to reach absolute
knowledge. They will survive
humanity, they will see its march
towards destruction, but they will ba
unable 10 do anyhing to accelesate it,
or to defay it. And then, finally, they
will be alone.

* Fourth City.

Spaceship City

1f a city can be considered a place
where a group of men are bom, live
and die; if acity is a mother wha laoks
after her children, furnishes them with
all they require and decides how they
shall be happy: if a city is all this,
independent of its physical and
demographic dimensions, then a
spaceship, which for centuries has
been fallowing a precise route
towards a planet thousands of light-
years away, is also a city. This
spaceship is a huge red wheel 50 m
dizmeter. The centraf nucleus, 8 m
diameter, contains a computer,
programmed at the time of departure,
to quide the shig, the propulsion
apparatus and all the equipment
necessary {or the life of the spaceship
and the crew. The external ring is
divided into B0 sections of two cabins
each. one above the other. In each
cabin sleeps one of the 156 members
of the crew, in the upper cabin a man
and in the lower a woman, The syslem
of cabins rotates stowly completing
ono evelution every 80 years. Members
of the ceew sleep from birth ta death,
enclosed in their cabins and enveloped
in the cables and pipelines which
tegulate their existence, Their brains
are connected by electrodes to a
“dream generator™ which contains
tape recordings of two complementacy
lives; as they move, each pair of cabins
runs (hrough the tape which projecls




its evolving dream inte the brains of
the inhabitants. AX passengers
therefore live through the same dream
ata different moment. The eightieth
seclor of the petimetral ring is not
ciosed: two openings the depth of a
couple of cabins give onto cosmic
empliness. This sectar is situated at
the peint of attachment ol ane end af
Ihe cylindrical connectars to the ring.
As a pair of cabins passes the 79th
sector, and the outer wal begins ta
coincide with the opening, air escapes
threugh the lissure and annuls the
pressure in the cabin. But belore dying
of asphyxia, the passenger dies ol
total hagmorrhage. No longer subject
10 external pressure, all blood vessels
break, bloed breaks thraugh the entire
skin and almost immediately freezes.
The air gap continues to widen, and at
the samy time the cables and pipetines
which had kept the body olive, detach
themselves, and it Hloats slowly into
outer space. At the same moment,

on the opposite side of 1he ring, at
sector no. 40 where the other extreme:
of the diameter conduit is attached. the
dream stimulates the sexual activity of
a couple; o ovules are fertilized by
two sparmatozoa under canlrols that
germit no possibility of error. Inside the
two emply cabins, two "mechanical
uteruses” expand to receive the two
fertilized ovules. the mascutine ane
above, the feminine one beneath. Nine
monihs lates the uleruses wilhdraw,
lreeing the foetuses that in developing
have alteady incarporated the terminals
of the vilal cables and conduits. Thus.
generation after generation. the
spaceship proceeds towards its goal,
with its load of sleepers with happy
dreams, until it reaches the New Land
where the awakened anes will found
a3 new Babylon and a new Jerusatem,
a new Athens and a new Rome, a new
Moscow and a new New York— and
als0 a new Berlin. a new Saigon

and a newy Cape Town. And they wil
be hapgy.

«Fifth City,

City of the Hemispheres

The city is a dazaling sheet of crystal
amidst woods and green hills. On
nearing it, one realizes that it is made
up of the covers of 10.044,900
crystalline sarcophagi. 185 cm long,
61 cm wide and §! cm deep. The
walls separating the sarcophagi are
transparent; the bottom however is
shiny white. lnside each sarcophagus
lies an immabile individual, eyes
clased, breathing conditioned air and
fed by a bloodstream — in fac1. the
blood system is connected lo a
purifying and regenerative apparatus
which, through toxin elimination and
doses of hormones. prevents ageing
A series of electrodes applied to the
cranium controf an external sensory
apparalus, of hemispherical form,
diameter 30.5 crm; this hemisphere
silvery metal is capable of moving and
remaining immabile in the air and an
the ground thanks 1o a prepulsion
system which emils no gas and no
noise, and has an unlimited life. One
might think that the hundreds of
thousands of hemispheres that
cantinually crowd the air and are
suspended over the cily of its
surroundings are moved by telekinesis.
The flat surface of the hemisphere
containg ils sensory organs: sight;
fearing, taste, smell, touch. The
sensations which these perceive are
\ransmilted directly to the brain of the
individual commanding the
hemisphere.

At times one can see hemispheres
placed on the sarcophagus af the
owners, exactly over 1he head: this is
the position known as “prefound
meditation”. At other times, especially
on sunny days, many hemisphetes can
be seen united in couples: this is the
position of “sublime love™; these
spiritual uriions naturatly do not have
the power 1o create Tife, bul this is
unnecessary in a place where death
does not oxist.

* Sixth City.
Baraum Jr's Magpniticent

and Fabulous City

The city lies beneath an encrmous red
and blue striped circus tent,

The tent, suspended by the traction
between the aerosiats and the
thousands of cables anchoring ils
perimeter 10 the earth, has a diameler
of 2 miles, 205 yards; at its centre
stands an enotmous cylinder with a
diameter 1 mile and a height 100

“yards, made of sheet metal nailed and

painted silver. !n Lhis cylinder ligs
enclosed acily built on a scale five
times smaller than reality; this is a city
with about 2 million inhabitants: it has
all the characteristics af a madern
city, hut also contains reproductions of
all the major manuments of the world,
from the Empire State Building 16 the
Eiltel Tawer, from the Colosseum
{reconstructed in its original farm) to
Sunset Boulevard. Here’s how to visit
this fabulous city: after artiving and
parking buy a ticket — S0 cents for
every minute of your visil to the ¢ily.
Then pay a deposit for any eventual
damaga you might cause. This deposit
is fixed at 8 1 for every minute of yaur
visit, but may not, in any case, be less
than § 900 {if you havent gat it, you can
get a loan at the bank next to the licket
oflice by simply handing over your
driving Jicence and the papers of your
car; this 'oan will cost you 5% of the
1otal), At this point, you receive the “key
ta the city”; this is an efectronic punch-
card which conlains all information an
you and your visit; you are then
channelled along with ather visitors
towards the compuler, and after
anmving al a “chaice paint”, you insert
your “key” in a slat; then you see the
red light in front of you change to green,
and can explain to the “brain™ who you
waould like to be. If you want a famaus
persan, fiving or dead. you just mentian
the name. We hape your “hero” is en
the list of 103,000 famous peaple
avaifable. Othenwise, you must make
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anather chaice. On the screen in front of
yau, you will see the photograph of the
person chosen if avaifable: the word
“absent” if it 1sn't on the list: and the
word "engaged” if it is in use al the
time. {Qur arganization isn't 3 masked
ball. so don't ask for historical
chatacters: the list only incfudes
persans still living in 1915). For a visit
as a famays person, the chargeis $ 1 a
minute. If on the other hand you are
unassuming and prefer an ordinary
person, just tell the “brain™ what kind ol
person ang s picture will immediately
appear on the screen. Having made
your choice, wail for the sound of the
bell and withdraw your “key”, which
now bears embossed the type of person
you have chosen. Then proceed to the
cubicle zone and find one that is free;
insert your "key” in the board you find
there. Within 30 seconds. the rails
above you wil bting a space-suit type
of garment which will remain hanging,
attached to the rails by cables running
from the joints and the helmet. When
you are ready. push the green button at
chest height on the space-suit. The floor
you ara standing on will disappear
through a diaphragm system and you
will find yourself on a circular plate
with a diameter 2 yards 1 foot 5 inches.
This plate is covered with a layer of
small steel balls which allow you any
movement of the legs, even the splits if
you know haw. White you are observing
these marvels, a plexiglas cylinder rises
from round the edges of the plate,
stopping when it reaches a height equal
to the diameter of the plate. At this
pointil is better to close your eyes for a
few seconds to avoid dizziness. When
you open them, you are in the city.
Hemember that from now on every
movement of your body is transmitted
by the suit {which is an extremely
modem tefe-pantograph} to the robat-
doll you have chosen, and which is able
10 act within the city actording to your
impulses. The sensations of vision,
smell, hearing and touch and taste

perceived by its eleclronic detectors
will be faithiully transmitted directly to
your nervous cenires. Remember

you can do wivatever you want, but any
damage to the cily or its inhabitants
will be debited 10 your account; also
remember that your "character” has a
small quantity of practical knowledge
that can be of use to you during your
“journey”. He knaws which is his car,
liis house, his wile or girl-fiend, be can
find his way in tho city streets, etc. In
the right-hand pocket of your jacket, of
in your handbag if you are a woman,
you have a loaded pistol {if you have
chosen 10 be a detective or 3 killer, you
knaw very well that your pistol is under
your left armpit). You can use it as you
please, but remember that every
assassination will cost you repair
charges, which are sometimes very
heavy (A word in your ear: Wl you don't
want to spend toa much, aim low: 3
great bull's-eye between the eyes or in
the forehead is satislying, but tins all
the sensory delector mechanisms and
this can cost you about S 1000. A good
hole in the stomath, with a bit of luck,
will tost you only $ 300} Watch aut.
during your journey, naturally, you can
be abiacked, run over, the victim of
altempied rape leven if you are
dressed as a bnght young man); you
have the pisiol for defence, but don't
forget that killing for sell-defence
doesn't exempt you from relunding
damages. 50 if you can'l aflord it. be
resigned 1o getling kiled or “serviced™
(In any case, you won't feel any pain,
this is the only type of sensation we
don't provide for in our normal
characters. There are. however, 50,000
special characters with sensitivily to
pain lor those who like “special
eltects™) Remerber though that (rom
the ime yo ate monally wounded, you
fose control of the movements of your
persen. The avlomatic death simulators
take over, differently programmed
aceording to the type of wound
ceceived Thisis naturally intended to

increase the enjoyment of the person
your personage was unlucky enough to
displease. At this point, your journey
isn't over: you won't get back control of
your movements, bul you can watch a
great run to the haspital in the
ambulanco with its siren wailing: then
all the medical and legal formalities
taking place around you just like in real
life, and then at Tast you will be shut
inlo a luxurious 1st-class coffin with
padding and slereo-music. The moment
the coffin lid closes your journey comes
1o an end, irrespective of the time paid
for: the coffin does not in fact go on to
a quict green cemetery, byt direcily to
the Character Bestoration Lab. This
explanalion of cases of violent death is
lengthy because these are the causes of
most of the comglaints and unpleasant
arguments with our clients. These are
the rules of the game, and anyane who
decides to buy a ticket automatically
accepts them. Naturally, we wish you
much better luck during your joumey.
FRemember, you can do anything

you want, nathing is {orbidden Have
You ever wanted to make love to
Brigitte Bardot? To strip Sophia Laren
naked? To have Omar Shacit all to
yourself? You can hnally do it — all of
these and many other Jamous people
ate wandering around the city. Seek
them out. rush them in the middle of the
road, na-one will recognize you, don't
woiry abaut the police, they're thinking
about having some fun just tike you are,
and if anyone wants to be a moralist,
remember, you've got your pistol wilth
you That's all. Don’t waste any time.
friend; rush over to Bamum Jr's city,
buy a ticket and enter the freest and
moy1 amusing city in the woild. You')l
live fantastic experiences and you'll be
able to tlfil your every wish.

* Seventh City.

Continuous Production
Conveyor Belt City

The city moves, unrolling like a
majestic serpent; over new lands,
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taking its 8 million inhabilanls on a
ride through valleys and hills, from the
mountains to the seashore, generation
after generation.

The head of the city is the Grand
Factary, 4 miles widg and 100 yards
high. like the city it conlinuously
produces. The Grand Factory exploits
the land and the underground
materials of the territory it crosses,
and from these marvellously extracts
all that it cequires for tho construction
of the city. The Grand Factory gevours
shreds of useless nature and
unfarmed minerals at its front end and
emils sections of completely formed
city. ready for use, from its back

end. The Grand Factory moves forward
ataspeed of { foot 2 1/2 inches pet
hour. The plan of the ¢ily is based on a
chequer-toard of roads perpendicular
and parallel to the Grand Factory;

the roads separate squaro blocks, 261
x 261 yards, and-are 28 yards wide.
The perpendicular roads are numbered
progressively, starting trom the central
axis of the city adding the letter L or

A 10 the number according to whether
itis on the left or the right of the axis:
the parallel roads however are cafled
by the namo of the month and year

of teir consteuction. The Grand Factary
produces a series of blacks (including
the segments af perpendicular coads
between them) in 27 days and the
parallel road next to them in 3 days.
The greatest aspiration of every citizen
is to move more and more often into
anew house bacause the houses
produced are continually modernized
and equipped with the yet more
perfect commodilies that the
Administrative Council invens for Lhe
joy of the citizens. The Great Families
move monthly into the houses just
built, foflosving the rhythm of the
Grand Factory. The other cilizens do
their best and only those with litile
willpower and the laziest wait for four
years belore moving house. Luckily, it
is not possible 10 live in the same

house for more than four years alter its
construclion; after 1ivs period, objects,
accessories ang the structure of the
houses themselves decay, become
unusablo and soon aftes cotlapse. Only
society’s rejects, mad or insane
individuals. still dare to wander
amongst Ihe ruins, the delritus and
rubble that the city leaves behing it.
Itis in order 1o prevent the citizens
being jeguced 1o such a desperale
slale that from their earliest age lhey
are inculcated with the concept that
everyone’s greatest desire must
ahwvays be a new house, and it is for
this reason that the newvspapers,

iv ang all other media continually
advettise the marvellous novelties of
the new houses, the technical
innovations, the never-before-seen
comlorts. What couid be moce
fascinating and reassuring than the
speciacle of the families that daity
drive up (he perpendicular roads in the
lillle yellow buses put at their
disposal by the Administrative
Council, in the ditection of the Grand
Faclary, tavsards their new houses?
What could ba mare stimulating than
the continual rivairy between all
citizens in trying ta live an parallel
streets with the masi recent dates?
‘What day could be happier than when
YOU move into yout nevs hause, and
your Director gives you a day off on
special grounds and congratulates
you? What hour could be happier than
when you enter your new home and
discover atl your new things. your new
equipment, your new clothes ang
everything else that the Grand Factory
has prepared for you? Admire the city
from above, with its great black head,
plumed with the smoke of thousands
of faclory chemneys, with its tidy body
8 miles long. with at its centre the
grandiose crest ol skyscrapers.
{lanked by great blocks of popular
housing estates, and slrelches of
villas with gardens at the edges: with
its interminable wake of rubble

indicating the ground covered.

Look at the perfect city (hat produces
more goods for export than any other
city. Look at the rows of lorries
arriving emply and going away loaded
with goods to contribute to the greater
prosperity of our graat country and the
better fortunes of our well-loved
shareholders.

» Eighth City.
Conical Tarraced City

The cily rises in the midst of a great
plain, surrounded by a canal 600 feet
wide. It is formed of 500 circular
levols one above the other, each one
of which has a diameler 32 feet less
than the one beneath. Each level is

8 feet high. thus the total heighl is
4,000 {eet, while the diameter of the
towest level is 16.000 feet.

In the circumference wall of each level
are doors 2 x 7 feet. At ground tevel
there are 6.500 doors; each successive
level has 13 doors Jess. The 500th
levet has only 13 doors, and above
this, at the centre of the 32 feet
diameter terrace, fises a silvery metal
cupola, with a radius 8 feet.

The total aumber of doars in the
circymference walls of the city is
1,628,250. Each one gives on 10 a room
formed by the external wall, concentric
interior wall and two radial walls: the
distance between the lwo concentric
walls is 16 feet. The maximum
distance between the two radial walls
and the height of the room is 7 172
feet. In the radial walls, there are
doors measuring 2 x 7 feel which
connect each room with the two next
to it. Tho entire city is built of a while,
vitreous, imperishable ceramic.

The levels are in no way connected; no
aschitectural structure fernishes a hold
for climbing; the terraces forming the
steps between levels have no parapel.
In each room, in the centre of the wall
facing the outside door. there are two
circular openings. The lower, 2 feet
diameter. is a kind of window opening

on to the dark and silent interior of the
cane. which is a single cavily without
harizental or vertical divisions. The
secand opening, placed above the
fitst, has a 12 inches diameter and is
the end of a duct. Here new-borm
babies must be placed as soon as they
are born. A few seconds after the
baby is introduced into the opening it
closes. When it re-opens aher some
hours, the baby has a “co-oidinator”
inserted in its brain.

The co-ordinator transmits orders
through brain impulses 1o one or more
inhabitants [never more than tive at the
same time] living o0 the level beneath
the ane on which its owner lives: it's
not possible to transmit impulses 10 tha
inhabitants of levels yet further down,
nor to inhabitants of one’s own level.
nor still fess fo those living above.
Theoretically, with aneffort, it is
possible 1o refuse to obey the orders
coming from the inhabitants of the floor
above, bul the sense of guilt deriving
from this rebellion is so great and
provokes such inlense mental sullering
that only a few can bear it for long.
Through this system — that is, ordening
the things they need from those Jiving
beneath —- the inhabitants obtain
everything they require. Each desire
passes from co-ordinator lo co-orginator
until it reaches the lowest levels, ang
almost always until it /eaches ground
level, where the inhabitanls farm

the land. work and manulacture objects
10 satisfy the demands of

the inhabitants of the uppes levels.
Twice a day, al fixed times, all
inhabitants of the city, putting their
heads into the openings giving on lo
the centrat space, receive, through
their co-ordinator, a programme

of dreams emitted by the man living in
the cupola at the top.

No-one knows how the man fiving in
the cupola lives, bul everybody
imagines him ta be happy because he
never orders anylhing, never needs
anything. Itis said that the cupola has

a mechanism which can grant his
every wish immediately, and that the
beautiful dreams he transmits are
merely excerpts {rom his real life

The highest aspiration of every
inhabitant of the cily is to climb to the
higher levels and diminish the load of
orders ceceived through the co-
ordinalor. All tree time is dedicated to
thinking up and executing plans Lo this
end. Natually, the inhabitants of the
upper levels endeavour to foil these
eflorts by every means. and he bodies
piled up here and thera testily 1o the
ferocity of their fights. Actually, itis the
piles of bodies thal provide the most
useful means of climbing (naturally
individuals with families, who want to
1ake them along, are at 3 d

from the time of birlh to the time of
death. The machine takes care of
everything, along the innumerable
routes which intersect, unite and
divide according to its
incomprehensible programming.
The inhabitants tind food and fear,
sfeep and joy, sex and hope. death
and anger. somelimes also rebellicn;
but they know very well that if they
get off the obligatory routes
established by the machine, they will
inevilably be crushed by ils machinery.
The machine is sell-sufficient, it takes
from the outside world only some rays
of sunlight. air and water tich wilh the
minera) salts of the earth. It looks after
its inhabitants by elaborating and

izing the originally

The inhabirants of the highest levels.

who have very few orders, and
especially those on the very highest,
who have none at all, continually
engeavour to get into the cupola,
which apparently has no opening at
all. 1t is said that if one tauches 3
particular spot on its surface, it apens
up 3 section for a few seconds to
admil Lhe lucky one, but na-ane has
ever emearged from the cupola ta tell
the others about it. The mast
mysterious question is what happens
10 the previous inhahitants of the
cupoala, that is, those dethraned.

Qn the terrace sueraunding the cupala,
a bady has never been foung

o Ninth City.

The Ville-Mechina Habitée

The city is a machine. such a farge
machine Lhat not even its inhabitants
know ils size; its pipelines, its rows of
gear-mechanisms, conveyor belts,
connecting rods, strelch away out of
sight whichever way one looks, in the
dim hall-light. grey and foggy, which
fills the cavern it occupies. and those
walls have never been seen.

The inhabitants live in the machine
endlessly dragged along by conveyor
belts, by chutes and pneumaiic tubes

placed in it; it recreates, that is, within
iself, life cycles from plant cuitures
and animal breeding. The perfection of
the mechanism is such that the
additional quantities of energy and
matter brought in by the light, air and
water become surplus. Any residue,
anything that dies, is transformed. The
machine produces fertilizers.

*Tenth City.

City of Order

This city has. apparently, nothing
strange about it: it has streets,
squares, gardens, new houses and it
is in fact a city like any other. The only
thing is that it has been govarned by
the same mavyar for 45 years.

The reason for his lang stay in office
is simpla: he has an exceptionally
good idea. [nstead of trying to suit
the city to its inhabitants, fike
everyong else. he thought of suiting
the inhabitants to their city.

Now. 45 years [ater, things are
starting 1o go really well; the citizens
that jump the lights, damage city
property, complain about the
unpunctuality of the huses or the lack
of water al the times it is most
needed, etc. are ever fewer. Actually,
s 500N 35 a citizen commits some
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infraction, or complains about
something to the public authorilies,
he is not punished or reassuted that
his complaints will be taken inlo
account — instead, he is sent to the
town hall where he will be a guest
for a week. and convinced.

When this citizen returns home he is
much changed: precise, loyal to the
regulations, calm, afways smiling, he
does his duty conscientiously. In 45
years, nearly all the citizens have
visited the town hall and so now they
are nearly alf model citizens.

Every so often. there is a serious
accident and one may see then that
the model citizens have a complex
miniaturized mechanism in their heads
and lots of lite expanded polystyrol
balls instead of their insides, under
the bands of muscles in their chest
and abdomen.

No-one knows much about this
because everyons who has seen such
an accident is kindly accompanied to
the town hall to recover (rom the shock.
The town councillors, who were old,
have all died during these 45 years;
the mayor has immortalized them in
splendid plastic stales, life-size and
in natural colours, which show them
sitting round the Counci table in
characteristic poses.

The mayor is very pleased with the
way things are going; he is now
beginning to have great ambitions for
his ¢ity, and he is sure everyone

will agree.

Unforiunately, yesterday he had a fall,
burst open and Jost all his little balls.
They're putting them back.

 Eloventh City.

City of the Splendid Houses

The city has no connection with the
countryside because it contains in
itsel{ everything that pleases its
inhabitants. It is cectainly the most
beautiful city in the world, because all
its inhabitants, al every moment of
their existence, move towards the

single Qual of possessing the most
beautiful house.

The city gives all its cilizens the same
starting point; that is, it grants every
family nucleus the same amount of
space for building a house. In fact. the
city consists of a network of parallel
10ads 10 m wide, which form 6-m’
blocks; each of these 6-m blocks is
occupied by a single-family house.
The limitation of the space available
for each house has the purpose of
obliging citizens to dedicate all their
efforts 1o the aesthetic enrichment of
the outside of their homes, avoiding
any temptations of comfort and
soltness, which would inevitably lead
to the weakening of the yearning that
should incessanily move them to build
ever more beautiful houses, a
continuous fivalry with neighbours and
friends. Every house in the city
consists of one single reom, 5x 5 m,
5 m high, with walls of reinforced
concrete 50 cm thick. The roof is of
glass, with a ceiling lamp in the
middle for lighting. The floor is in
padded plastic with a heating plague
at the cenlre; the walls of the coom
are painted greenish. A curtain of the
same colour. in plastic. hides the
service area al the right of the
entrance; to the left of the door, a
green-painted metal cupboard with a
security fock contains clothing, but
there are no other objects in the room.
On the wall in front of the door there
are two taps, one for water, and the
other for the nutritive plasma based
on chlorella and integrated with
vitamins and mineral salls, which
constitytes the citizens’ only food.
Above the taps, on the electric light
switch and o0 the regulating knob

of the hieating plaque, there are meters
connected to the central electronic
compuler of the cily which takes caro of
the citizens’ remunecation. All citizens
in fact werk in the city's factories,
swhich produce melal components, sifk-
screened plastic panels, clothing and

omaments and articles of basic
necessily. Al the end of the month,
eachcilizen receives a sheaf of
coupons, ¢calculated on his wages. with
deductions for water, light. heating and
food: with these coupons, he can buy
the materials that he needs for
coatinuing the embelfishment of his
house. All citizens dedicate atl their
leisure time to this task, Tha walls of
the houses, of einforced concrete, are
the bases for metal frames bearing
silk-screened panels depicting any
subject in brighl colours; the choice of
the subject to be represented on his
house is left to the taste of the
individual; the most popular is famous
historical buildings, but there is no
fack of trees, animals, paintings and
sculpture, etc. There is no limit to the
height of these towers, except for the
high cost of the building materials: the
{amilies with most prestige Jive in
towers up to 200 m high, and on
which various subjects are depicted.
Tewers taller than 90 m can no longer
be supported by the iron framework
alone, and conain a transparent
plastic balloon fifled with helium
which helps to hold up the
construction, All coupons not spent on
building materials are used for the
purchase of clothing and personal
omament. In the streets, the
inhabitants, who at home spend their
time naked, are clothed in many-
coloured garments, gay and cut in

all styles.

* Twalkh City,

City of the Book

The book that all citizens wear
hanging on a chain round their necks
is the spirit of the city. Left-hand
pages bear the moral norms, right-
hand pages modes of behaviour on
which the citizen bases his fife.

The city consists of a series of parallel
buildings 10 m high, 30 m wide, and
10 km long, with a distance of 3 m
between them; inside each building is

a tunnel 10 m wide, 9 m high, and the
length of 1lve building. Every 80 m,
smaller transverse tunnels {3 x 3 m)
join the longitudinal tunnefs and the
extemal streets between the buildings.
The longitudinal tunnels are
completely dark, but each citizen is
equipped with infra-red visual devices
which enable him 10 see perfeclly in
the dark. The built-up areas between
the longitudinal tunnels and the
external streets are occupied by
single, identical houses with a central
coreidor and rooms to right and left;
every house therefore has half its
rooms facing onto the streets and half
onto the longitudinal tunnels. The
Book which rules the life of the
citizens is made in such a fashion that
the left-hand page {ethics) can be read
only by outside light, and the right-
hand page {behaviour} onty in the dark,
wilh infra-red light.
Extracts from the Book
p. 2. The law is the same for ali
p. 3. The law is proportioned to the
pawer of the individual
p. 6. The State is at the service
of the citiren
p. 7. The citizen is at the service
I the state
p. 28. Kiftl anly in self-defence
p. 29°. Kill in lawful attack and dispose
of the body in the apprapriate openings
I any situation. a cilizen must
observe the corresponding regulations
to be found in the Book. The ethics of
the Book are those of Christianity plus
legislative and constitutional
principles; the regulations governing
behaviour are the result of behavioural
tendenicies in Western cultres freed
trom those moralistic overtones that
had before prevented their free
developmont. All citizens are (ree to
live in the light, or in the dark, or to
move between them; practically all
life is carried on in the tunnels and the
house-rooms overlooking these. On
the ground floor are shops and offices.
* Note to p. 29. The sidewalks of the

longitudinal tunnels are raised 70 cm.
above the roadway and under them fie
the conduits for the elimination of
bodies. Thesa are transported to the
incinerators by conveyor belis.

The moment has come in vehich to
reveal the significance of these
descriptions: this is a test. Of the
twelve cities whose descriptions have
you read, how many would you fike

fo come true? Have you leit that they
might be of advantage to humanity?
Work out your answers carefully.

Results of the twelve cities test.

[f you approved:

More than nino: You are a head of
State, or hope to becoms ono, ot al
any rate you are suited to be one. The
logic and the mechanism of the
system are perfected within you,

and part of you, are you, You are but
an empty shell, a dark, humid cavity
into which 1ha system has penetrated
liko tendrils of pumpkin plants into
earthy crevices, until it has filled them
completely. You are a horrid evocation
of hell, horror surrounds you. You

are not a human being,

From six to nina: You are an elemont
of the system, a cog functioning
perfectly within its mechanism;
lubricated by the logic of the culture,
and thus free from friction, you tum
smoolhly, pertectly synchronized with
your creator; hallucinating and sadistic
You generate terror. You are not a
human being eithet, but a “golem™.
From three to six: You are a slave, a
succubus. You have killed your doubts
in order not to be killed by them,

and you have died wilh them anyway.
You don"t think, you don’t want, you
only execute order. O the whole you,
there remain but limbs and organs,
nothing more than mechanical parts
functioning in one direction only: from
the assembly line to the junk yard. You
are nothing; a poo, creaking “robot”,
From ono to three: Yon are a worm.

You have got the idea and you don’t
want to admit it even to yourself. You
have amputated your tegs, arms and
teeth because you're scared even
10 run away. And now you're hidden
away in 3 dark comer wilh your snout
in the mud 50 as not to see of hear.
But the disgusting thing about you is
that you'd like to be less frightened
50 as 1o be like everyone else. You're a
human being but parhaps that's
worso than if you weren’t; haven't you
noticed?
You didn't want any of the cities to
come trua: So, you fee) self-satislied,
but you shouldn’t. Because you have
not caught on: you haven't understood
that the descriptions represent cities
now.[s it possible that you didn‘t
realize that it is enough to carry
forward the logic of the system until it
becomes rigorous logic, to concretize
many more hallucinating fantasies
than those described here? Hold on,
the way is broad, the “technologically
advanced” countries are running
tapidly along it {ever nearer their goal)
and the “developing countries™ are
following close. You are an idiol.
Only if you understood the game from
the beginring, can you hope to be
saved, From the horror of us and our
surcoundings, “revelation” coutd
spring. Ascend, then, ug to the Od
Man of the Mountain and be of
his children. Observe time through the
white hairs of his beard, and when
you havo been reborn, descend with a
pifl of hashish beneath your tongue
and a knife under your shirt, to
exterminate the spirits, monsters and
domons that infest the Earth, and
finally, purified with water and
incense, you can prepare the
foundatians for tho new City of the
White Walls.
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Inventory, Catalogue, Systems of Flux... a Statement

Our work has always been in an
empty, rarefied area: there is a space
between architecture and the visual
ants, and there is a space between the
cultural professians and life.

This space is the only “non-alienating”
surface in our experience, it is the only
area in which, outside professional
foutings and pure existence, we can
search for a coincidence between
“being” and ~doing", acling and
existing...

A space for reflection...,

A space for ceitical activity {or
philosophical activity), through which
to explore the many ways of doing,
and to try, with serene indifference, to
arder and give a sense 10 our activity.
The choice of such an area of action
invalves a double movement: one
must leave everyday activity o be
able to control it critically. and then
return to reality itself in a different
situation. Only thus can one check
means and ends; only thus can
criticism become action.

The specialization of the cultural
professions has brought 2 condition
where they can be imagined as closed
and concentric circles, revalving
around a central nucleus at different
speeds.

Thus, al times, one ring experience is
more advanced than others, and vice-
versa... more advanced, that is, in
respect to a radial line representing an
ideal section of present reality.

At any rate, the problem is that of
overcoming this schematic division
and passing from one area to another,
using different experiences in a more
generalized and final vision.

The only valid thing that | learned at
the university was that the architect is
aman who 50, among olher things,
aperates in the field of architecture:
this maxim had a strictly political
value and meaning. This meaning was
that in our present situation, it was
impossible to begin any architecture
without first having changed the

structures of the society. And this is
what people are saying in our
universities at the moment... On the
other hand, the socia! “system™ in
which we live is strong enough to
incorporate and use every gesture and
product of ours. The only product
which it will not be able 10 absorb is
violen! revolution or non-violent
imelligence.

The ways of non-violence in culture
resemble guerrilla warfare: they are
underground, they change their
objectives, are mobile and
incomprehensible.

| believe in this destroying action on
1he part of culture: colture as an
unbalancing factor.

In order 1o exist, the society of
superproduction and
superconsumption requires maximum
extensien and efficiency of the
imperialist processes: economic
imperialism [exploitation of natural
rasources) for the “outside” countries,
and cultural imperialism (becoming
used to and supporting current
society] for the "inside” countries.
Vittorio Gregotti wrote some years
ago that we cannot plan a revolution
with architecture, but that it is our
precise duty to plan a revolution

i architecture.

It seems to me that this is a position
common to all intellectvals today: the
oppasition to the system is expressed
through the elaboration of alternative
behaviour models, or at any rate
behaviour models intended to
unbalance the status quo.

A series of aberrant images, capable
of postulating another scale of values
and behaviour, is substituted for the
process of gelting accustomed to

the present society.

Thus, the system’s public image is put
into doubt: collectively induced
desites are substiluted with other,
equally appetizing desires, which are
however truer and more just; and to
satisfy these new desires. the system
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is forced into a crisis. The action 10 be
undertaken, in i1s simplest form, is

1o take these processes to their fimit,
showing per absurdum their falsity
and immorality.

Another type of action is that of
refusing al participation, staying
isolated and apart, while continuing to
produce ideas and objects. so
intentionally different that they are
unusable for the system without
becoming involved in fierce
self-criticism.

In architecture, critical activity has
always been connected with the
concept of utapia: utopia is not en
alternative model: it puts forward
unresolved problems [not “problem-
solving” but “problem-finding™).
Thomas Mare explains that the ward
“utopia” can be derived either from
the Greek word "evtopia”, meaning
“tha good place” or from “outopi
meaning “ng place” {no-where lang,
never-never [and),

And Lewis Mumford writes “my utopia
is life at this moment, here or in any
other place, taken 1o the limils of

its ideal possibilities™.

We could say that the original motive
of utopia is hope. Utapia is the tue
preparation for projecting. as play is
preparation for life. The revolulionary
charge of utopia, the hope which is at
its foundation and the criticism which

is a design instrument, having its own
communicalion properties.

The model conslilutes a tenlative
moment in re-founding things: at the
same time tending to attribute an
aesthelic sense to this act of
re-foundation.

The model. as used in industrial
design, architectural and planning
design, is not a "stalislical mean”, but
loaks for authenlicity in behaviour
transforming this into new
authenticity. Thus, in our work, we
often operato through models and
meta-projects.

Our design processes generally slart
wiith the production of ideas, the
represeniation of general sysiems,
efforts at clarifying formative
processes, inventians, etc.

Then we try 1o arrange these ideas
into structure systems. We arrange
them and number them into
calalogues.

These catalogues then become the
basis for our designs.

For several years, we have been 1rying
to carty out our work and theories in
an integral fashion: a theoretical
formula for our work existed. and also
a series of examples verilying this
Iheary, i.€., the theary was confirmed
by practice and vice-versa. We slowly
became aware (hat this is difficult to
put into practice; architecturat

ions take place on parallel,

is its direct bring back
its dignity as a rational, ordering
activity.

I'will olten -~ almost always ~— be
speaking about architecture, and |
would like to gefine the term: for vs,
architeclure is always seen as
opposed to building,

Architecture as a design system —
wa do not build, we design. We do not
even design when our designs are
buitt — we operate critically in the
field of design.

in other words, we operate through
"models”. According to Gregotui, the
model has a scientific basis. and

staggered planes: theory, in order to
be put into practice, requires such a
series of economic conditions, clients.
laws and regulations that a number of
years passes between its formulation
and its realization. In particular, the
two staggered, parallel planes already
mentioned do not even possess such
absolute paraliglism that one may
move from one to the other; belween
the two planes. there is a gaseous,
deforming area, because of which the
two plares. as if through deforming
curtains of hot air, are seen as
delormed. twisled, where the hilis and

depressions of the one do not
correspond to those of the other.

This deforming medium consists of the
entire entity of sociocultural and
economic conditions, of wailing for
orders, of laws and regulations. .. For
this reason. we have realized thal
often, instead of obtaining a theory-
practice-theary check, the process
becomes ambiguous ang
contradictory. So recenlly, we have
been aiming towards a different sort
of behaviour, in which the two
spheres become separated even while
remaining clearly connected. Thus we
are interested in producing,
elaborating and transmitting ideas,
using the most convenient channe).
and we are interesled in producing
abjects and constauctions ifacts)
which derive from the theoretical
skeleton without however trying to
verify it point by point.

1 we look closely, we can see how all
the changes in society and culture in
this century {or since 1920] have been
generated by one force only — the
elimination of formal structures as a
tendency towards a state of nature
that is free from work,

By the destruction of objects, we
mean the destruction of their
atuibutes of “slatus™ and the
connotations imposed by power, 5o
Lhat we live with objecls {reduced to
the condition of neutral and
disposable elements) and not For
objects.

By the elimination of the city. we
mean Lhe elimination of the
accumulation of formal structures of
power — Lhe elimination of the city
as hierarchy and social model, looking
for a new free egalitarian state. in
which everyone can reach different
grades in the development of his
possibilities, beginning from equal
starting points,

By the end of work. we mean the end
of specialized ang repetilive work.
Seen as an alienaling activity, foreign

to the nature of man. The logical
consequence will be a new,
revolutionary society in which
everyone should find the full

of their possibilities. and

Qur work can be defined as LesiGrG
SYSTEMS GF FLUX: systems of flux are
functional systems working together
10 fulfil certain complex functions

in which the principle "from each
according to his capacities. to
everyone according 10 his needs”
shoutd be pul into practice. The
consteuction of a revolutionary society
is possible through the phase of
radical, concrete criticism of the
present society — of its way of
producing. consuming, living. The
destruction of objects, the elimination
of the ¢ily and the disappearance

of work are events closely connected.
As architects, we feel ourselves
obliged to apply our rational criticism
ta the system in which we operate
and to the methods with which we
operate. From this fact we derive

our critical activities and our
consciousness of self.

1f design is merely an inducement to
consume, then we must reject design;
if architecture is merely tho codifying

(eq. postal system,
airports....). We define and position
their elements wilhout designing
these single elemeats. The system of
flux, the field of our action is the
cultural and social system in which we
find ourselves.

Products, events, operations are
defined and positioned according to
the overall political and cultural
actions that we wish to actuale.

By defining certain elements and
placing them in certain focal points of
culture, we try to provoke discussion
about our cultural ang social system
and its behavious medels.

This process, which we have defined
as the designing of systems

of tlux, is at tha same time a vork-
method ang the theory according

to which work is carrieg out.

Itis in this light that we must observe
bath the fonnulas of imaginary.

of the bourgeois models of hip
and society, then we must reject
architecture; if architecture and town
planning is merely the formalization
of present unjust social divisions, then
we must reject town planning and its
cities. .. until all design activities

are aimed towards meeting primary
needs. Until then, design must
disappear. We can live without
architecture. ...

Archilecture is ane of the
superslruciures of power.

To conclude, we can say that our work
consists of the continuous production,
elaboralion and transmission of ideas.
The general methog by which our
work is structured and checked is that
of (NVENTORY ANO CATALOGUE

By comparing and arranging into
series. ideas, intuitions, events,
information. reciprocal connections
come to light, experiences are
assimilated and we pass on.

or reflected 3
and the “practical” examples of our
work. These examples are simply
experiments in the possibility of
concretizing Ltheory in various points of
our social and cullural envitonment.
Qur work is a reconnaissance of the
possibilities in conceptual, expanded
architecture of creating a serene
reality. Iree from materia! and mental
waste; a free, rational reality, in
which, once primary needs have been
provided lor. activily in the lield of
design may find its true creative
character.

Qur problem today is not that of
linding a new “Existenzminimum”, it is
to give an "Existenzmaximum”; it is
not to find new tools. il is to develop
harmoniously those we have already.
[tis not to expioit nature’s resources
wildly, but to exploit our minds.
Aschitecture can teach us how

to live in our heads as well

as in the best "Plug-in” capsules..
Dur work today has this precise sense
of critical reconnaissance activity into
the revolutionary posstbilities of
architecture.

Lecture given by Adolfo Natalini at the
AA School of Architecture, London,
3 March 1971
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A Difficult Childhood for the Italian Design

We move amongst the ruins of
desires, false problems, status
symbols, caricatures and monsters.

In the purpase of the merchandizing of
reality, the architecture of enclosed
spaces becomes furnishing. and
furnishing is broken up into the single
items of design: it is up to the user
who has already obtained the
necessary pieces “from the catalogue™
10 use them by assembling them

in aew and sutprising combinalions,
pethaps following the models and
rules proposed by magazines, Thus,
instead of cullure, taste is favoured,
and the development of a serene
philosophy of life in enclosed spaces
is further postponed.

And on the other hand, when
architecture renounces its function of
putting order into human environment,
then industrial design‘and product
design appear as the solution

to all problems.

Tho present situation in the field of
design tendencies is 50 full of invention
and new ideas that we fee! as though
we were in a spiritual funfair ..,

1f we then add the fact that most
people live in places more

10 be ignored than to live in, in places
of transit, prisons, transitory exiles

or cubie boxes with no memories,

it becomes Togical to think of magical
objects, capable of creating personat
2nd differentiated microcosms, objects
with a poetic function, freedom-llags,
of joy. of happy chaices taking into
account one’s heart's desire.... And at
the same time 10 produce objects
“~according to reason”, objucts
designed to remain as examples of
present-day archaeology, objects
which will last. hard and immobile.
shining and simple, and at the same
time complex and ambiguous, because
built of the materials of memory.

We can imagine a form of design as
being more cultured and precise, (ar
from the continuous race, more
conscious of human living: a form of

design which will atso leave wide
open spaces for refiection and silence,
a design which will really furnish the
instruments essential for physical and
mental survival. Qur aspiration 10 calm
and serenity through greater balance
is also our hope.

Published in Carriere della Sera,
13 June 1970
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Rescue of Historic Centres
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Superexistence: Life and Death

The third chapter marks a bold turning point in the development
of SUPERSTUDIO. The group was invited to New York in 1972 to
participate in Italy: The New Domestic Landscape, Achicvements
and Problems in Italian Design at the Museum of Modern Art
exhibition curated by Emilio Ambasz. The work for the New
York exhibition initiates a strong conceptual transformation in
SUPERSTUDI(Ys work, as they take a decisive move towards the
abandonment of architecture as a prop for human existence.
Instead, SUPERSTUDIO chooses to engage in the great themes of
human life, creating an architecture based on Five Fundamiertal
Acts: Life, Education, Ceremony, Love and Death. The first of the
Fundamental Acts: Life, Supersurface was projected at the MOMA
exhibition, and featured a visual animation combined with an
outdoor sequence with two actors. The second, Ceremony, shot
with a cast composed mainly of the members of SUPERSTUDIO and
their friends and family was created the following year. The three
other films were never realized, though two were developed in
alternative media: Education, and Death.

1. Life (storyboards, texts. Film, English version: Supersurface.
157, colour, 16 mm, 1972)

2. Education (storyboards, texts)

3. Ceremony (storyboards, texts. Film, English version:
Ceremony. 15°, colour, 16 mm, 1973)

4. Love (storyboards, texts)

5. Death (storyboards, texts, slide show, not restored)

The films were imagined first in storyboard format and later
published as a series in the Italian architecture magazine
Casabella from 1972-73. The Five Fundaniental Acts represented
a thesis on the metamorphosis of architecture into life, calling for
architects to abandon their callings and express themselves by
living architecture.




Fundamental Acts: Summary

From 21 March 1971 to 20 March 1973, we worked on a series
of films entitled Fundanental Acts, centred on the relationships
between architecture (as the conscious formalization of the
planet) and the acts of human life.

The series consists of five short films:

LIFE

EDUCATION

CEREMONY

‘LOVE

DEATH

Each film is roughly 12 minutes long, in colour, with
soundtrack, in 35 mm, if necessary convertible into
videocassettes, super 8 or 16 mm, in order to facilitate
distribution. Each film uses different techniques, such as grafilm,
animation, shots from real life.

The films have been planned to be shown on normal or

alternative circuits, on TV, exhibitions, schools, etc.

The language is purposely plain and “advertising-style”: the
films can be considered as propaganda for ideas outside the
typical channels of the architectural discipline.

The films and the tapes are distributed in the USA by
Environmental Communication.

Alessandro Poli is co-author, with SUPERSTUDIO, of the film
LI¥E and of the stories for the film DEATH,

All the translations and the typing of the originals
reproduced in the publications are by Frances Brunton.

Editing and layout by Adolfo Natalini, SUPERSTUDIO.

ey
M |
VITA
EDUCAZIONE
CERIMONIA
AMORE
MORTE

CNQUE STORIE DEL, SUPERSTUDIO

=2

LIFE
EDUCATION
CEREMONY

LOVE
DEATH

FIVI: STORIES ON TalM

Fundamental Acts: Introduction

Architecture never touches the great themes, the fundamental
themes of our lives. Architecture remains at the edge of our life,
and intervenes only at a certain point in the process, usually
when behaviour has already been codified, furnishing answers to
rigidly stated problems. Even if its answers are aberrant or
evasive, the logic of their production and consumption avoids
any real upheaval. Architecture presents no alternative proposal,
since it uses those instruments, which are accurately predisposed
to avoid any deviation. Thus, the working-class home resembles
the stately villa in the same way that the work of a Radical
architect resembles that of the academic or reactionary architect:
the only difference lies in the quantities in play, the decisions on
the quality of living have already been made.

In accepting his role, the architect becomes accomplice to the
machinations of the system. Then, the avant-garde architect fills
one of the most rigidly fixed roles (rather like the “young lover”
in plays). At this point, the architect, recognizing in himself and
his work connotations of cosmetics, environmental pollution and
consolatrix afflictorum, comes to an abrupt halt on his well-paved
path. It then becomes an act of coherence, or a last try at
salvation, to concentrate on the re-definition of the primary acts,
and to examine, in the first instance, the relationships between
architecture and these acts.

This operation becomes therapy for the removal of all
archimanias.

This tentative anthropological and philosophical
refoundation of architecture becomes the centre of our reductive
processes.

Graz, 6 July 1973
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Fundamental Acts: Ceremony

R

Behold: People emerged from the are doing. The inhabitants of Lhe

earth, through the openings in the underground house say: we are not

submerged work of architecture. They going 10 show you the house which

made us believe that they lived lies in the shadow. We will anly show

underground. Beneath the ground, you how we five or would five in the

they had an indescribably large house invisible house that we ase doing

fonly parts of the yoof could be seen before your eyes. This house will be

showing), full of bedraoms, the projection and Lhe dissolution of

bathcooms, toilets, beds, kitchens. the submerged house. It will take from

Peihaps also of corridors, stairs, the submerged house enly a tlat

drawing tooms, libraries. surface, perhaps, or the axes, the

There were many rooms under the directions in which to grow. The new

earth, al} very large and with all house will keep only a memery. of the

possible comlorts, and with all the centre point of the old. (If itis e

pieces of modern furnilure en the that the ancient founders of the

market, also full of antique fumiture,  submerged hause choss the site afler

paintings, tapestries, carpels. having censulied the omens, then

oarnaments, bibelots, household — and also because we have lived

appliances, ceramics, lamps, . there a long timne — the place

ashirays. .. The house had beenbuilt s so sacred to us that we cannot

following all ancient-and modern abandon it...}.

styles, forming a homogeneous and

pleasant whole. Ancient and modern,

originals and copies, unigue pieces

and mass-produced articles were in

hasmony like the lion and the lamb or

the Golden Age. It really was a house

for the new Gelden Age.

There were no angry words to be

heard there, nor viclent naises.

The music was pleasant and

continuous, hot but there were also

long pauses of silence.

In hidden courtyards of oclagenal

form, tiles in white and blue squares,

fountains murmured over palm-trees

grouped in groups of three. lridescent

cupolas allowed a light, as of dawn or

sunset falling on these courtyards. But

that day, the inhabitants had left the

house never 10 return. The inhabitants

of the house underground say:

we do not need many objects, we do .

not even use difficult wards. We " - ¥ A i

are aticulate through our faces and B .' . U Y ;v&g&’
. . ! LRy - )

yjeaq pue b1y :BIuRlsIXaIadng
T ——

through tha projection and direct
manifestation ol our love for those
wilh whom we speak, for thase with
whom we are... our gestures are few
and simple. [n reality we are animals
amazed at understanding what thay
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Fundamental Acts: Love

Love latter for Maddalena

The love which had unlolded within
him mute ardinary morning and had
changed him inlo a pattern book of
daisies stripped of their petals, violin
rmuysic and church-belts, moonlit nights
and many other things he had found he
possessed, was silting with him in
Iront of the typewriler to write his licst
love-letter 1o Maddalena. But the
harror of the white sheet of paper in
front of him hyprotized him as usual,
and once again he felt lost and alone.
Then ha tried the old exercise of
breaking the purity of the paper with a
tetter chosen at random. He wrote R
and then 0 and finished the word off
s¢. Then he noticed something strange,
because, fooking at the paper. he
found a large red sose with ils stalk
still caught in the roller. As 3 try-out,
he wrote maHGaLes and there they
were on the shelf holding his accounts:
the male immediately began ta sing.
The word persume dazed him and gave
him the courage to write LOVE.

The philosopher who was first 1o enter
the room was dressed in white and
had a Jave which had been bom in bis
brain, but had not been able to find
the way out. The lova of the nun who
followed was made of silence and
tears balhing the feel of a wooden
crucifix

The tove of the absent-minded scholar
was hidden on the only unread page
of the miltions of books the old man
had studied.

Then came lwo pallid fiancés who
kissed only each other’s eyes; they sat
down on the sofa in Lhe waiting room
and afler five minutes were groping in
each other’s clothes and had gained
some warmth.

A mature couple passed, indilferenlly
beating their slow sweaty love; but
behind came two old people dragging
a cold. creaking aflection.

The door closed and Lhe house was
immediately invaded by;

-aman

-awoman

- an old man

- 2 panting boy, with frantic hands on
his own sex

- two men

- two women embracing closely. with
alost Jook

- a person with an enigmatic
expression, covered in excrement

- a man carrying a dead body and
kissing it with trepidation on the
mouth

- avery breathless woman
masturbating a Great Dane

- a fat vioman with a corset,
suspender bel and pink hat who,
wortied, was clutching her adolescent
son to her breast

+ a very thin man with a rapt air,
pressing a woman's shoe to his mouth
- 3 panting old man with a litile girl in
his arms. one hand groping under her
light dress while she stept

- @ man with 3 tesigned expression
hitting himself on tho head with a
stick carved with the head of a dog

- 3 person with a curious face who
had watched everything and then
sneaked off into a dark corner,

And emptiness and silence relymed to
the room, but immediately alterwards,
a gentleman in old-fashioned clothing
came into the circie of light cast by the
{amp; he put the naked, unconscious,
tlood-stained woman he was carrying
down in the armchair in front of the
wriling-desk, and sat on her,

The man writing to Maddalena saw a
fat face, divided into squared blocks of
stone by the wainkies of age; the
recollection of the ald print was an
elficacious inlroduction: “Marquis

de Sade” “pleasure™. In an unexpecledly
sudden anguish he quickly wrole
142004 0 the keyboard and found
ler on his Iap, softly pressing on his sex.
And he analyzed her: the large
mouth... the small breasls... she was
different and perfect, perfect; but she
was not the same girl he had 1aken to
the cinama yesterday evening, the

9

same girl entering the office now,
attacking him with words he had often
heard. but which she had never yet
prongunced. And, as she had entered,
Maddalena left, tearing the other into
a thousand pieces.

8ot the Marquis was still there with
his stone face. while the man who had
to write to Maddalena made out a list
of stolen goads (daisy petals, violin
noles and bells; rays of moonlight and
other junk}. And when the Marquis
made a sign with his Jinger, he
followed him oul of the deserted
oltice into the autumn weather. And
they met:

- a woman walering geraniums in pots
- an old woman giving tripe and
caresses ta stray cals

AR
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- mechanical nurses putting a
wounded man on 3 stretcher

- a prostityte bargaining with her head
in the window of a car and her arse in
the ait

- a little boy crying and hanging onto
his mother. wanting an ice-cream

- two boys fighting about sport

and many olher things you all know
abous. And finally they saw the soldiers
marching by with their heads in helmats
10 protect their brains against thoughts,
and it was exciting because they had on
all the uniforms of the world and at
each gust of the wind, the flag changed
nation. And naturally the grandstand
was full of kings, generals and
presidents; each full of love for himselt

Grails to quest for new countries to be
discovered. souls to save, lands to
conquer, of lost paradises. .. to all
those who, Jeaving the comfort of
daily routine, wete searching for
themselves through the magicat and
heroic acts of creation, architecture
appeared unexpectedly, afler the first
bend in the path.

It loormed enormous and immobile, full
of years of glory, of dceamt-of
perfection, of marble and chrome,

of polarized glass, of comer stones,

of dried mud.

It consisted of innumerable geometric
forms, as in an infinite polyhedron, out
of which grew organic excrescencies,
1ensile structures and pneumatic

and his followers: and the

libraries

was obviously the same as the one at
the Nuremberg trials or perhiaps one
belenging to some government, where
itis always love for oneself and one’s
followers which continues to condemn
anesell when it is another's,

But it was only when the Marquis took
a passer-by by his cardboard nose and
pulled that the man who wanted to
wiite 1o Maddalena realized how easy
it is 1o look behind the mask of love
that we all wear, which changes lrom
Hitler 10 Ophelia, but it is the single
model that can be bought at the
supermarkel. Thus, when he arrived at
the end of the parade boulevard, belore
the mitzored door which gives onto the
other universe, he politely took off his
mask, together with his hat, before
entering. He would have liked to write
1o us describing what he found there,
but not one of the words in our
vocabulary was suitable to describe
that warld: that..... wortd {the
adjectives are missing) in which fove
has been washed away from
everything. And he apologizes for this.

The Realization

of Sell Through Architecture

To anyone starting out that morning in
search of princesses to save, Holy

were contained within its body, and
the golden mean and divine proportion
weze not sulficient to describe it. This
was the great animal and the mirror
which hunters had crealed and
followed alter tor as long as memory
could tell. It was said that whoever
ate of it would become immortal. It
was also said that only from the
mystical union of the subject with his
representation could the existence of
the subject himself derive. There was.
therefore dramatic prablem of seif-
realization. since the hunter had to
create the beast in his image and
likeness {the mirror}in order to
recognize himself therein, and on the
other hand, it was difficult to create an
image of oneself without a mirror.
Several other efforts had been made in
Lhe past, through mean statistics and
Ihe trial and ercor system. Naturally, all
the creators of the creature had died,
leaving erroneous descriplions ol the
creatve process, as an ullimate
mysblication, in order to render the way
e difficult for the other hunters. ...

An Environment for Love

at First Sight

The inamoratrix machine lay immobile
amongs! the grass at the side of the

path. But at the moment when a boy
and girl passed in front of it, an aimost
invisible ray reached the receiver
hidden on the other side of the path.
The boy and girl {ell onto the grass,
deeply in love. The same fate belell alt
Lhose who, in vatious parts of ttie
globe, found themselves passing
under the influence of this machine in
the various environments.

The Story of Meteorites
Interest and curiosity and taken in
connection wilh the exislence, close at

aouajsixaradng

Yleaq pue 3¢




|
|
H
ik
g
il
i
E
it

£
I_

198

hand. of an immense craler-like
depression, early gave rise to the
theory that the craler itself was due to
the impact of an enormous meteorite.
This occurrence has often been
described but s of sufficient interest lo
merit additional nolice here. The region
is that of an eluvated, nearly level,
sandy plain. The floor of which is
composed in the main of buff-colowred
ericaceous limestone which is capped
here and there by residual patches of
red sandstone and underlain by a highly
siliceous, Iriable sand-stone. The

undex false denominations.

Only recently, as it happens, on the
occasion of the exhibition at the List Art
Building [Providence R.L.) in Apeii 1972,
was a complete and plausible
explanation fumished regarding the

be the raof of a targe low buifding
whose side-walls, buried in the
greenery, were meda of mirrors. It
was thus found to be an enormous
piece ol modern architecture.

This consisied of an endless

origins of the crater. The i
machine made SueRSTuo dream of
much architeclure, transporting it from
lialy to Ameica; here, in Coconino
Caunly, Arizona, the scene ol Krazy
Kat's deeds, all Ihe dreams of reason,
allinterrupted archilecture. all the

ions of an i profession

crater-form depression is some 4,000
fect across and 600 tee1 deep. tho
original deplh having been greatly
lessened by debris blown in from the
surrounding piain, The crator fim is
composed of the upturned, crushad,
broken. and bent beds of sand and
limastone overlain by Jarge blocks.
sometimes thousands of 1ons in
weight, of tho same material thrown
out from the crater itself. In addition
are enormous quantilies of finely
pulverized siliceous sand which has
plainly been derived from the sand-
slone by the shock of an explosion or
the impact of some descending body.
There are also, intermingled with this.
cccasional blocks of siticeous pumice
which apparently owe their origin to
the (usion of the same sand-stone. So
convincing are these facts hat
extensive drilling and tunnelling have
been underiaken in the hope of finding
a buried monster metearite.

Though the illustration given can leave
no present doubt as tho ulira-
terrestrial origin of meteoriles, it is
but natural that there should at first
have been much skepticism both in
the popular and scientific mind
regarding the possible fall of slones
from empty space.

So great was this skepticism that, as
stated by E.F.F. Chladni, Vienna, in his
Feuer Meieore published in 1819, the
cexamples preserved in the public
museums wete hidden or catalogued

and the illusions of revolution through
architecture were condensed into
spheroid of lrighlening density. This
mass, alter having been suspended in
the air for some minutes, drew nearer
to the carth at ever increasing speed.
The earth then began 1o wilhdraw and
wilh no need for violent impatt, a crater
was (ormed. On the boltom of the
crater, cerlain geomelsic shapes were
baorn, the last extremely heavy remains
of ancient meteorites of dominion.
Then it was as if a translucent surface
was formed, urnder which the Euclideen
salids disintegrated.The surface then
began Lo rise, amidst changing
landscapes, becoming ever lighter, until
il gencrated only illusory behavioural
models. A meteor-like crater in Arizona
alone remained. This event happened
betweend and § April 1972. The
pieceding crater identical o the
present one, closed over in the night of
3-4 April, thus putting an end to
skepticism and contioversy.

Loved

To those flying over the endless
jungle. a grey suiface with regular
outlines suddenly appeared, hardly
notched by the thick vegetation. On
getting lower. 3 sort of platform,
lower than the surrounding trees,
could be seen. It was pethaps made of
asphalt or some other fine-grained
material, like a 1aised piazza. On
landing, this surlace was revealed to

| d of mil faced gfass,
resting upen the earth, Its structure
could not be glimpsed from the oulside.
Only one opening gave entrance 10 the
interior.
Once inside, a second paralletepiped
could be seen, its sides at a uniform
20 m from the outside walls: this
second structure was made entirely
out of curtains hanging from above,
and could bo entered at virtually any
point. On drawing hack a curtain,
a third parallelepiped appeared in the
semi-darkness: this was made of
regularly squared stanes, beautifully
joined. Some bore inscriptions, others
had doors and windows sculptured
on them in bas-relief, but all wero
solid. There were only two teal doors
and they were placed at the corners.
Having entered this massive structuro,
a caugh mound of dried mud and
bamboo could be seen insido: a dark
irregular opening just covered by
a reed mat was at a certain distance
from the point where we were
standing. When the mat was maved
aside, on the floor of beaten earth.
in the almost total darkness. a man
could be seen lying surrounded by a
[ew implements: on our drawing
neares, he opened his eyes and said:
“1 am the chief builder, | am he who is
called the architect. ln the beginning, we
cleared a space in the forest and built
the stee! building with mirrored
walls, but our seflected image perturbed
us and so we retired within it and built
the yielding construction of curtains. But
its walls were too elusive and there
was nothing to lean on. So inside
we built the stong building to the very
best of our abilities. [t exhausled
our strength and left us awe-struck by
ils beauty. And 50 we endeavoured

to find ourzelves again through the use
of our hands. and inside we built the
cupola of humble mud and reeds in
which we lived. A tunnel in the ground
took us outside into the forest from
which wa received fruit, roots and smal
animals. We never once looked al this
buildings we had erected.

Then everybody went back to the
forest.

And now | lie here on the ground, at a
point which | seem 10 remember is the
centre of the concentric buildings,

and | wait. But the builders (led inlo
the forest a long time ago, and {

have been waiting a fang time, for

the inhabilant that the building

was destined for. 1 have forgotten him
and his name, but he was a powerful
man who appreciated beauty.”

Then we brought in the inamoratrix
machine. We put the bwo units on each
side of the man lying on the ground and
connected them up to the generalor.
Immediately. the machine started up
with no visible effect except for a
slight luminescence and a natrow ray
of light connecting the twa parts. The
man re-dreamed of all his architecture.

He re-dreamt of all the buildings he
had built and atl those he had lived in.
Lhose he had seen and those he had
lovingly measuted. He dreamt again of
his love for stone, steel, crystal, of that
catalogue far an oriental satapy,
certainly written through fear of death,
bul also written wilh  furious love for
a life of reason, for a rich and varied
life with all the shades, transparencies
and glowing of marble and mirrars.
Alabaster became moonstone, vomen
of wax and slone abandoning their hair
among the spiny hushes of the hills.
The light within showed Lheir bones,
Lheir britlle cartilage, old wounds:

at the end of the mirrored corridors
with their many secret doors, the night
huntress hiding in the unexpected
bend was calling: but once the 30
degree corner had been reached, she
was na longer visible, unless it was in
yet another reflection at the end of

the next stretch of corridor. This was
the reason why the man had stopped
to inscribe he stones, to draw

a precise diagram of the earth and

the seasons, a diagram in which
everybody's place was clearly

visible... He insisled on deeming

a map lor easy orientation. tracing 3
mardala with a piece of chatk on

the asphalt, with a stick in the gravel,
with 3 shell in the sand, with an iron
tip an stane and caloured masbles.

He then used mechanical knives for
steel and crystal. Thus he caused
forwitous collisians between his world
and thal of others, and called

these lave: and these generated other
movements of which he did not
understand the laws but which surely
were part of the great scheme whosa
design was hidden to his eyes.

The inamotatrix machine did not show
him these designs: it simply
transfesred his patential for love from
things to human beings. His desire

10 do. to create, to transform, to
possess and ta give was translerred
from inarganic material to the
innumerable beings he would have to

meet. The machine continued waorking.

showing him in a briel moment lovers,
children. friends, the marvellous
objects which serve 1o build a lile.
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Fundamental Acts: Death
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DEATH,
DISCORSIS OX TUME AND DIATH {Abbrosiated versiond
A Man criod sutt

The wan found himaslf in the widst of darkness, on
the face of the wundial.’ Tha corpas lay on the
grount with its hoad veor his frat, st right anples
to tha Man, Ueid out in & semircircle, warkiny the

ven hundeed thousand eight huadred
loskad st him; and the Man perc
the prasence of olf they oI} percelvad the pre~

1 wance of the Han, while ignoeiny their reciprocal

presence.

5 arafanio, = peineria < fine

At From the vttituds, the voives eross:

© curtonevrs, calli-
ther Tnid theie snas
side corners of th
ays of the corome, whose tyebells vers nartly col-
The Lody
u pate o0 ton, but spleshed with rod on
the nape of the neck, the back aad the hack of the
Timbs

The bestle dormostes and the moth angloass pingsie

sbdosen, at onca foflowsd by others which soon corerr
#d the entife stomech and cheat ruglonn, Brownish
tracks apoesred on the neck, the nape end the shoul-
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Superexistence: Life and Death
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Superexistence: Life and Death




Global Tools

| would hke now to analyze the passage
from the private aclivity of the groups,
10 3 broader field of work and
communication, quoting Irom Franca
Raggr: "I this anticle there has been a
gradual clarification of the manifold
approaches and solutions offered by
counterdesign precisely in its attempt lo
deny any specific quality in this
discipline and 10 broaden he field of
experiments for itself and for others.
Moments of collective awareness
appeas hawever, during the oveicoming
of ihe methodological difficulties of ihe
project, for an activity, which involves
aperational and cognitive areas
wraditionally extraneous to architecture.
Behaviour, ¢ ism, the

materia), [rom the system of needs
which a closed circuil cullure induces in
him, bantering them for the individual's
own autonomous chaices. in the lagic of
the roles which the dominant culture
subitly controls [the role of the |
intellectual as a negative-criticat
canscience and Lhat of the artist who is
assigned a stereatyped formal
crealivity), there is no place for
integration, for a possitle existence
which at the individual level overrides
the compartments dividing the
disciplines and recovers the informal
crealivity killed by the reality of
alienated work. It will bo necessary to
take the measure of onesell in

ive and not take advanlage of

happening, minimal technology, the
parabolic, provocalion — the
handicratts teading to the recovery of
Whe cultural unity between theary and
practice; these are all operations which
tend to induce a moment of overall
reflection on the individual's condition
{in the present syslem of values) as an
uncritical conserver of cultural and
aesthetic choices made by others.
Butif jts avant-garde groups, and we
have:seen it, completely reject the
commitment of traditional planning,
either by distorting it or actually
replacing it with a political commitment
leading to operational results oulside
the traditional field of aesthetic
experiences and their relative cognitive
synthesis, where can we find a common
and progressive ground of confrontation
which does not itself become academic
inils abandonment ard its newv
aesthetics, however negative, but like
the experiments in the ligurative ans is
recycled into the system? The
destruclion of the object regarded as a
Utapia liberaling one lrom the
conditioning subtly imposed by our
consumer saciety could become merely
a delightful metaphor if it is not
accompanied by a process of sell-
educalion leading to the individual's
deliverance, first psychological and then

ane’s role as pant o the privileged elite,
but rather relinquish ane’s ‘patented
claim’, expose oneself 1o the test of the
collectivity, and adopt a didactic
communication for everyone. As a
callective project in continuous

Florence dedicated ta promaling the
study and use of natural 1echinical
materials and their refative behavioural
characteristics. The objective of Glabal
Tools was to stimulate the free
development of individual creativity.
Courses wese held for communicating
the basic infarmation required for the
proper use of our labaralary instruments
and equipment; information will alsa be
pravided regarding specific lechniques
taught in other centres connected in
various ways wilh Glabal Tools.

The teaching programme will deal with
such subjects as the use of natural and
artificial materials, the development of
individual and graup creative activities,
the use and techniques of information
and communication media, and
techniques for survival,

Glabal Toals is a school made up of a
system of workshops for the study ard
use of natural techniques and materials
and their relative behavioural

and Y
subjected to verification, the schoo!
appears to be the instrument best
suited for overcoming the impasse of
that secret cultural society’ casried
along by the specialized reviews. The
school, as an instance of expanded anti-
patemnalistic education is the project
most in keeping with the general
premises of the neo-avant-garde and is
the ultimate in working papers. To sum
up, then, the objectives of this initiative
are: to make it possible to expand an
experience while leaving it apen
to eventual develapments, to make Lhe
results known in a kind ol collective
laboratary, to came aut of the dark
secrets of Lhe studios to suggest, even
in general terms, an alteinative to
waditional education but not a model.”
~Archizoom Assaciati, Remo Buti,
Casabelia, Picoardo Daliti, Ugo La
Pietra, Passegna, Etlare Sottsass Jr,
SUPEASTLDO, L0, and Ziggural,
assembled in the offices of Casabella
on 12 January 1973 and founded Global
Tauls, a system of laborataries in

From a legal paint of
view Global Toals is a free association

- constituted by its lounding members.

The stimulus for the creation of a crafts
schoal derived from the interest on the
pant of the founders of Global Tools ina
correct solution of the long-term
problems of environmental form; this
may often be in conflict with their shart-
term sense.

A fundamental cancept is that of the
non-intellectual man, with his age-old
innate wisdom, and all the possibililies,
which may derive from this, even ta the
point of reverting lo a nomadic way of
life. destruction of the city, etc. Hence
the school propases the slimulation of
the creative faculties of each individual,
up ta now sulfocated by specialisation
and the craze tor efficiency. The
terminology, tasks, melhods, and
struclure of the school are amazingly
simple, as is all essential for those who
wish to bridge Ihe alienaling gap which
has been created belween the
functions of the hands and Ihose of the
mind ”
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TRt Giand 3 The last chapter treats a second phase in the SUPERSTUDIO opus,
and describes the period when the group reconstituted its core
philosophy, and transferred the bulk of its research efforts
to academia. During this same time many of the SUPERSTUDIO
members began to work as independent professionals either
outside or in conjunction with the SUPERSTUDIO office.

These years are the least familiar in the cumulative work of
SUPERSTUDIO, but represent one of the most ingenious attempts
Lottt br ' Friceaint | by any conceptual group or artistic collective to exit out of a
— ’;{"’“’y ‘:”:Vw | philosophical bind that they themselves created. SUPERSTUDIO’s
(_Zf;;"‘ ? ) zero-sum formula, life = architecture, effectively eliminated, one
) . by one, alternative theories or actions. Teaching at the School of

o peofUE & T | Architecture at the University at Florence, Adolfo Natalini, with
the assistance of Cristiano Torlado di Francia, Piero Frassinelli
and Alessandro Poli, conducted a research course, Extra-Urban
Material Culture, where students went into remote regions of
Italy to study and document the rapidly disappearing Italian
peasant culture, The student research provided the groundwork
for Project Zeno, exhibited at the 1978 Venice Biennale, along
with The Wife of Lot, an iron table with salt castings in the form
of a set of five important architectural monuments that were
designed to erode under a dripping stream of water.

1. The Wife of Lot, text by Piero Frassinelli (iron table
with rolling tower with drip pouch and 5 salt cast models)

2. Project Zeno, documentation on the Tuscan farmer Zeno,
his tools and farm shelters, including several artifacts

3, Extra-Urban Material Culture, documentation and writings
from, with the participation of the students at the School of
Architecture at the University of Florence
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The Wife of Lot

Piero Frassinelli, in collaboration
wilh Adolfo Matalini.

A metal zinc structure. similar to a
1able {25} x 56 x 100 cm). supports

dissolving Ihemselves, reveal within
their insides objecls that represent
that which time has transformed them
into.

T ——

live small salt archilecture buildings
an their respeclive zing tubs

A second meta! structure

(56 x 56 x 156 cm) slides on the
principal structure holding an upside-
down zinc pyramid containing water
The waler runs slowly down a lube
drop by drop onlo the first architeciure
building and dissoives it.

Then the sliding meta! slructure
moves over to the nuxt, then one after
the other.

The first building architecture is g
a pyramid. When the water

has dissolved he salt, there appears
a pyramidal svuclure of iron wires.
The second is an amphitheatre, and
when itis dissolved, it reveals a
residential setilement (in refractory),
The third is a cathedral, and when the
salt 1s dissolved, exhibits an eqq shell,
perfect and empty.

The fourth is Versailles Palace. and
when the salt is dissolved, exhibits
the brioche of Marie Antoinette

The fifth is the Le Corbusier's Pavition
of the Esprit Nouveau, and when the
salt dissolves. it reveals a brass plate
wilh the inscribed writing: “the only
architeclure will be our lives™,

While the sait precipitates to the
battom of the basin, the brine water
tuns throegh Whe designated tubes into
awell at the bottom of the principal
structure.

Inside the basin one finds the
explicative brass plate that notes

the follovang:

“supeRsTLDIC, Florence / Venice,
May-June 1978.

The Wife of Lot

Architecture exists in time

as salt exists in water”

The brine waler slowly covers over the
object, and the salt hides the plate
making it barely fegible

The architeclure buildings of salt.

212131y ARIUdWaf;




;

LB Pl Gl
2 \/ﬂﬂa'é)t;

HAHINVCEN

“

BN BT

lemnone

Project Zeno




res

T ——————

e

e

House at the Intersection

Introduction

The history of this journey of mine along
the line of architecture, in search of
intersections is obviously useful only to
myself. It is an unrepeatable
experiznce, which cannot be
transmitted or probably relived in the
future even by myse!f. Squatting on the
sand, naw, al the dawning of Lhe first
day. | can conceive of this moment as
the first intersection; the present
moment s like an intersection
continually moving between the line of
time and that of my existence. in this
age of Great Development, in which all-
powerful man possesses the universe,
the mysterious ancient ritual of the
“Jaurney alang tho Line of
Architectuce” appears devoid of
historical timing, devoid of signilicance
and of usefulness. It could be a mere
walk or.it could change one’s whole
life, it could make one infinitely wise o¢
utterly crazy. Yesterday evening, lying
beneath the Bedouin tent, | was
disarientated. My world was incredibly
far away: the journey had been a
résumé of the universe | had always
lived in, The incomprehensible, inhuman
efficiency of cities and airports, lhe
impenetrable frozen withdrawal of
people; the monslrous, abstract activity
of machines: all that | am used to
reassuring, (riendly, passed belore my
eyes. When the car [eft me in the desert
near the nomad encampment and wen(
away disappearing, hidden by its own
dust, silence fell on me with such force
that | was physically overwhelmed.

I was roused by contact with the man,
wrapped in white cloth, showing enly
part of a dark face around the eyes and
the hand grasping my arm. He quided
me ta 3 tent and sitting on the ground in
franl of me, spoke to me in a slow,
persuasive, incomprehensible language.
Then he got up and vanished outside
the tent. | thought for a long time last
night about how the first physical
contact with a human being after years,
since the end of my childhood, had not

frightened or disgusted ma, as it should
have. | turn around to look at it, and the
tent moves softly to the thythm of my
brealhing: | have been sheltered by a
living . incredible for a person such
as myself, used to the inert stiliness of
indifferent geomelric cavities. ..
Suddenly tunderstand! The journey has
alseady bequn, the first intersection has
been discovered: with the tent the line
of architecture intersects man's primary
needs and their solution thraugh
collective contributions and their
perfection in time.

The Pyramid

| vas walking in the sand. ...
uncomfortable, slrange. ... This terrain is
foreign 10 ma. Proceeding in a straight
line, | left the encampment behind me,
with its friendly whispering from the
lent. Silence enfoided me. incredible.
tangible: the light dawn wind making an
inaudible sound. Looking at the sand in
front of my feet, § seemed to see a line
traced there. “The Line!” Instinctively.
thinking it a hallucination, | touched it
wilh my foot, erasing a part of it. | felt
guilty, as if f had commitied sacrilege.
The fine, a light trace in the sand
continued on in front of me. Following it
meant excitement and fear together.
The line ended in a small black mark. 1
knelt down. An insect pushes a small
sphere mado of sand, and it is with this
that it traces the line. What can this
mean? | remember the old words:
“Architecture consists of all the
modifications and alterations operated
on the surface of the earth in view of
human requirements, excepting only
pure wasteland” (Morris). .. Excepting
only pure wasteland! | do not
understand. | am confused. | get up and
feel the sun high in the sky, on my
shoulders, pushing me, pushing me
onward with its arms of fire. Walking
up the cresl of a sand dune, | ask
myself, bewildered, “What do the line,
the insect, the sphere, mean? | get the
impression that | have been (aced with

another intersection and that | have
missed its meaning. The sense of
conlidence caused by having discovered
the first one has suddenly left me: but,
lifting my eyes. | see the pyramid in
front of me, | rush down the dune,
tripping, falling. | get up: the pyramid is
befare me, with its facade painting
upwards to the infinite; high up in front
of me | see the entrance; slowly | limb
up the stones. T begin to mount towards
the millennia, | find myself on the
threshold, two steps more and Lhe sun
leaves me. | am writing by torchlight in
the Pharaahv's chambey, | do not know
how | got here, peshaps memaries
through my studies, the reliefs | had
abserved for long moments in
fascinalion have guided me since the
darkness of the corridor has swallowed
even my consciousness. | knaw | am
before a fundamental intersection,

| must understand! In the bare room in
front of the empty sarcophagus,
enfolded in the absolute deep sitence, |
leel the weight of the stones and of the
centuries. | am sweating, as if with the
sweat of the millions of men who havo
raised the stones for a man who had
made himself ged and who had used
architecture as an instrument to prove
his amnipatence to others and to
himself.

The City

| had walked around the pyramid,
uncertain what te do, searching for a
sign, a direction, the continuation of
the line. And at once, an incredibly
regular network of lines lraced in the
desert showed me the city. Now Lam
sitting on a bench in the shadew of a
wall. Such a glees has existed for [ifty
centuries, created then for resting,
thinking, talking, things without
importance only for men without
impartance. The city appears lo me as
the framework upon which, through the
millennia the fabric of the culture of
violence has been woven, The warp of
oppression and the welt of submission

are so interwoven as to form a single
design in which it is difficult 1o
distinguish each contribution, Is it
really impossible o cut the threads of
the warp withaut breaking those of the
welt? [f the individual intersections in
the cily appear as the meeting places
of individual lives with private needs
the overall view of the city with the
pyramid still towering over it, appears
as the node of the dramatic clash
between liberty and oppression. § leave
the houses behind me; they are merely
an illusion of refuge, useless and
stupid, it is hopeless 10 search for the
intersection of inhabiting with the line
of archilecture, this cannot exist where
the violent intersection of the city with
power is present. The mast important
intecsection, the most desired. the most
searched for, the most consianily
missed through the course of

the millennia of ur civilizalion. | am
leaving the city from the point where

| enlered. this being the only gale; as |
csoss the Lhreshold this fact appears
10 me as a clear illuminating symbol.

The Measured Greek Templo

For the first time, [ am leaving a place
of intersection wilhout being able to
see my next destination, t have
wandered further down 1be valley and
have lost sight of the pale, driven into
the ground at the top of the hill which
had shown me the way. All around me.
theso is nothing but grass moving in the
wind, nothing to show the hand of man;
the joutney cannot end thys. | conlinue.
Atthe beginning, | can see the temple
as somelhing indistinct among lhe
maving grasses; then after but a few
steps it rises beforg me in all its
perfection. It is the intacl, polychrome
Greek temple: amazingly different from
tho ruins that remind us of it loday.

| look at it in ecs1asy, unmoying for

I knaw not how lang; the sun. moving.
vansforms it inte an actor on a stage, in
the spotlight. At last | decide to move.

I walk towards the pronacs. | ascend

the stylobate. | go further into the
perisryle. The door is closed: | follow
the outside colonnade, | observe Ihe
delails. | caress the painted plasterwork
of the columns, | watch the light play on
their fluting; then, looking towards the
back | realize that the temple is
unfinished: the column just in front

of me is un-plastered; still fusther on
the calumn drums are rough tufa
without plastenverk: | can see the
workmen's marks on the stone, the last
columns are mere circles on the slones
of the pavement. In the back of the
temple is a great building site: stones
and instruments are abandoned as if
the workers had left only a short while
ago. [n he cenlre, 3 great slab of stone
bears inscribed the plan of the temple;
nearby, measured rules and huge
compasses. Here is the architect. ( look
around, this is a solemn moment. (s this
a solemn mement? | ook around. for
fifty metres all around me stretch
beaten earth, stones, pebbles,
shapeless masses, all around this,
grasses, flowers, indifferent nature. The
architect dwells in this sun-burnt stoney
wasle? [t seminds me of the skull-
strevm haunts of the dragans in ancient
paintings. | sit dowm on the stene facing
the scratched plan, the project. In front
of me, the unfinished cellar of the
temple apens out. | can imagine the
building being linished, advancing
towards me. | can imagine the
exaltation, the pride of ils maker, the
tasle of the slruggle against materials
and time.

The House in the Woods

| have lelt the avenue with its sculpted
boa hedges behind me by now, my way
has become a path in a forest which
graws ever thicker. Seated on an
exposed ¢col, | abserve the tormented
shapes of the trees that rise gver me.
Slowly, | begin to natice tlowers,
mushrooms, smal! bids in the
branches. | can hear the rustling of
leaves, calls of znimals, buzzing of

insects, small whisperings. | watch the
green grow darker, as the light wanes
progressively the fresh evening air
calms me. 1 decide to stop here for the
night. But. as in an ancient lale, a little
while ago [ had neticed a small light
through the branches. | have drawn
nearer, and now find mysell faced with
the strangest house | have ever seen. It
is not very big, bul in compensation is
made of the most diverse matesials
stones, bricks, rough and carved wood,
rough, white or smooth coloured
plasterwork marble ceramics. The roofs.
sharp and complex. are made of llet,
wood, slale, siraw; above them rises
small tower in an indefinable style. with
a pointed rool: i1 is almost complelely
smothered in ivy, wisteria and rotes.
The most varied decorations cover alt
surfaces. lill all comers. Both new and
time-damaged, they are mado of the
most varying malerials: plastes or
wrought iron. woed of stone, mosaic or
plastic, terracotia or glass. ) draw near
lo the windows. each of a difforent
shape. each one protected by different
curtains they give out a soft light,
subdued sounds. the odour of old
cooking, antique furniture, materials,
flowers, wax. The memories of -
experiences | have not lived meet me
with the evening shadows; time seems
suspeied in a heavy sweetness.
Then, the Jast daylight reveals strange
garlands on the sills of some of the
windows; the myslerious lumps lhat
form them are human hearts, some
dried and wrinkled, others stilf beating,
and the white abjects among the pots
of geraniums on the windosvsills,

are they not hands? They stand upright
on their stumps, in varigus strange
atlitudes. some joined in prayer, others
clasped in friendship, some in blessing.
some in warning. Are there not eyes
inthe liy net on the plate? Yes,
children’s eyes, weeping, eyes drocping
with sleep or death. | draw back much
upset; who lives in the absurd, pathetic,
pained, fierce house? The squeaking ol

mangay liguawsafy 3jdwtisiadng

219




the door replies: an old man appears,
white-haired, bent, dressed in an
old-fashioned manner. He does not see
or hear me: he goes into the chicken
run and, making hen noises, feeds his
chickens. He caresses the cat playing in
the grass. sits on the bench near the
door and plays slaw music on his flule.
| draw near, the flute is a tibia,  fragile
buman tibia. Fighting the enchantment
of the music, the place, the hour.

1 manage to ask some of the thousand
questions pressing within me; | am not
awate of whether 1 am shouting,
sobbing, whispering. The slow music
conlinues: then the old man raises the
flute towards me and says: “This is all
that is left of my fiancée™, A barrier of
tears separates me from the old man,
the house enlolded in darkness is now
an indistinct form: | fall belplessly back
in1e the grass with my eyes raised to
the stars. What has this line that hurts
me 50 much encountered this time?
Should it not have been a game, a joke?
The ridiculous, pitiful stupidity of the
detormity of form? A silly game to play
with a few laughs. An ieverent parody
of neble aesthetics. Unarmed, bold,

¥ had not suppased the ling could

cut me through the heart. And here | am
row. lost once again, before a rejected.
negated, derided type of architecture.
Realizing that only this can compensate
our small. impossible desires, substitute
lost dreams, console the pain of every
day. (f plastic flowers have na perfume,
on the other hand, they never die and
this is no small thing, for those who live
ina world of death. What is culture?
Is it a wicked witch who wanls lo
destrey all plastic dwarfs? (s it
endeavouring with its art-critics
claws, oniy to take the thumb out of a
starving chiid's mouth? And, if a solt
toy can give pleasure, calm anxiety,
recall @ memory, cannot the Cathedral
of Aheims be of use to him who
embraces it? To the Templars of Art,
1o the Paladins of Aesthetics. | would
fike to give some advice, “Go on a

pilgrimage 1o the Cathedra! at Rheims
but go with an empty stomach, with
your legs bent with [atigue, with your
heart swallen with pain, with

your intelligence crushed by the lies of
Power, Then you too wilt be able to
understand what a soft toy can mean.”

Villa Savoyo

Cultivated lields, stretches of paraliel
or perpendicular lurrows on both sides
of the road; all the greens of nature
coordinated by man’s hand, by the
blind precision of his machines.

On the left-hand side of the road, there
is a huge field of artichoke plants; in
the cloudy, blue-green expanse, as still
and as calm as the sea, a white
building floats, | recognize it from afar,
it is Villa Savoye: I make my way
towards it through the artichokes,

[ pass through a partiaily broken-down
fence and find myself in ftont of it

| have been running, | gasp for breath,
| find myself as nervous as a hoy taced
with his first love, my first love

in architecture. | look dismayed at the
deserted place, the artichoke planls
reach under the pilotis, almast
invading the ground floor, some glass
is broken, all glass is covered with

a film of dust: the white of the walls is
offended by spots of damp and mould.
I walk up the ramp, desolation is
everywhere; this is the saddest stage
of obsolescence, the one in which

the house, having lost the life

its inhabitanls gave i1, has not yet
acquired that of nature and time: the
autonomous life of ruins, of decay.

| am on the patio, which was once a
place for the sun, for Cortesian
reason, for proud {aith in a belter
future for all; today it is a cemetery of
dead leaves and fallen birds.

Iweep; L wept at length, like a child,
sobbing and crying out of me all the
disappontments and wounds of years,
with no reserve, alone in (his lost
space, lost forever to me, to all of us
who bad belicved so strongly, hoped so

much. Now all is ended, | can dry my
eyes with the wind of another sunset
and | go down the ramp without
looking around me again, | leave behind
me a whole woxld of ideas. once again
finished, defeated. Ae-crossing the
artichoke field, | feef light, reborn. out
of my grief. | can analyze with
detachment the reason for this defeat.
Was this the mistake of identifying
man with an idea radiant but
preconceived? It was a try at building
an immobile house around a maving
man. Aman to be considered immobile,
formed according to others’ wills,
willed and wished to be what he is, so
as to form around him an idea that
could proudly be considered dofinitive
and that, instead, he continues to avoid
with the same fierce obstinacy with
which he tries to avoid the tomb. ) can
read Ihis intersection the meeting of
architecture and reason; only that
reason, which was claimed as a reason
for all, was but once again the reason
of the tew. Thus, hope and reason have
ended up in an artichoke (ield, its
plants, set up in rows close 10gether
and at the same like the houses in our
suburbs, a poisonous fertilizer for
mass-produced products destined as
always for the market. The superior
and illuminated logic of the “radiant
villa™ is set higher than the short-
sighted logic of our artichoke growers,
but shares the same field with them:
on difterent planes, the same logic,
that of capital.

The Machines

| go lurther into my city. But now | am
a stranger. Wilh reborn eyes, | look
once again at the sama things and

| find them different. All these people
who abhor contact — I would like to
touch them: do they still have flesh
under their clothes? They are sirangers
to me. | don't know them. The
pavement carries me in a direction, |
don’t know where, and athers with me:
it suddenly wens into a metallic hall,

and | tind myself in the presence of the
machines. Shiny or dark gears, shining
metal or plastic shapes, biinking lights.
sounds, vibrations, rhythmical
mavements, heat, eneray. All the
machines are working, and there are
men with them. An iron lung contains
its man; the machine hums guietly and
surely, the man is pale; immobility

and silence. (s this good or evil? Does
the machine possess the man or the
man the machine? I seaich in the pale
face for a desire or life or a hope of
death: only this would be decisive but
the face is silence. Sex machines with
their men and women riding or being
ridden. Perfect efficiency; orgasms 10
the mill: p in

door and go out into the sunshine, into
the park. The door closes, | lean on the
stick, exhausted and then | remember
{have it with me. It was the oniy one. |
would iike to put it back inside, but the
door cannot be opened from outside.
Irellect that in taking the stick | hava
shut thousand of people into the soom
of the machines. f brandish the slick,

I value its power, its multiple uses. Itss
a perfect machine that, according to
the man, can be a friend or an enemy.
Much more than an extension to the
arm, it is an extension to ideas.
Exactly? Nothing less than the other
thousands of machines. For the first
time, | have realized, explored, an

i ion, which | thought would be

intensity and progression, pure
biological phenomena without social
o senti S

sure, fundamental, and | have realized
that it did not exist, it was an iliusion.
The i ion between archil

Walching the rap1, ecstatic faces, |
waonder which machine produces love,
alfection, friendship. { notice that this
is the only gift the machines produce
without programming or energy; the
machines are friends. lovers, mothers,
perfect children. They give and ask
nothing, they live and die at the touch
of a finger. A man walks in a glass
tunnel, 3 moving pavement carries him
forward towards enchanting images
and sweet music, joy, satisfaction, sex.
food, power. Suddenly for no reasan.
the man tumns round trying to flee,
running back atong the pavement, the
sound and voices try 1o convinge him,
blandish him, exhort him, menace him;
mechanical hands capture him, pull
him in the right ditection where all is
now darkness and silence, the man

is tied to a chair, a metallic voice reads
his sentence, threadlike appurienances
brush against the man, wha trembles,
starts, falls back; the chair becomes
alive. Enclosing the man’s body within
itself, the box vibrates, gives out heat
and then opens again into a chair, new.
clean. perfect A notice states "To open
the door use the stick™. The stick

is neaby, | lift it and with it open the

and the machine has been revealed
as an intersection between
architecture and man's will, but this is
a single ling; there is no intersection.
The tine continues, | must find the
linal intersection.

Epilogue-Utopia

Iamin the park: | walk, leaning on my
stick emptied of all energy: my ideas
have fallen one by one like autumn
Teaves, dried, without life. In the
meadow, a small tent reminds me
surprisingly of the one belonging to
the nomads. from under which |
starled as a child: he looks at me.
“What are you doing?” | ask. "I'm
thinking” he says. “I've seen a tent
just like this, a long way from here™

) say, just to start the conversation.
“That's impossible”, he answers
severely. "l invented this one.”
“What do you do?” he asks me in his
twen, “Nothing”™, | reply. “I'm an
architect. I've invented a city™, he says
seriously. “What's it like?” 1 ask. "lU's
a city whore everyone is equal and
everyone loves everyone else, where
everyone understands everyone else,
and that's wly they fove each other

and are equal.” “That’s not a city,
that's a social Utopia™, | say, shaking
my head. A city is made out

of streets, houses, large buildings,
hospitals, stations, prisons, churches,
town halt, parks, and lots of other
things. What are all these like 1n your
city?” "They're like things made

by people who love other people”, he
says, sure of himself. “For instance,
they have no doors. And anyhow,
what is a Utopia?” "It's a thing it
would be lovely 1o have but it's
impossible 10 make™, | say uncertainly.
“Then mine isn't a Utopia, because it
can be made”, he says with
confidence. “)t's not possible that
everybody understand everybody elsc,
only some people can”, t add.

"So you don’s believe everyone is
equal?” he asks, apening his eyes wide.
"I do believe it", t say. "But they're
only born equal: then life.
environment, the other people aroupd
them, modify each personina
different way, and in the end only
some people have still got the
capacity to understand others, mast
people are blinded forever.” "So”, he
answers, “the ones who understand
must teach the children and the others
wha can still understand so that they
can in tum teach others to understand,
and they will teach others, and soon,
until everybody understands
everybody else and my city is born.”
“Butit's not possible”, | mutter
defeated. “It'Il take too long.”

“It's possible, it'll take a long time”,
he says confidently. He gets up and
takes me by the hand. "Let's start
now", he says. and goes off into the
meadow. We meet a little boy
building things on the ground. He says
1o him: "Would you like us to help you
build a city?” “Shall we make it round
of square?” asks the litile boy. “First,
let's invent the people”, says the
child, and | add "After that, the shape
is easy, it happens on its own.”

Pigro Frassinetli, in JA, December 1976
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Extra-Urban Material Culture

In 1973 susersiupio began
concentrating its aclivity in the school.
abandoning the pages of magazines
and the glow of tha foollights. From
then on we have held courses on The
Mativation of Architecture, The Galaxy
of Objects, Objects of Simple Use and
Extra-Urban Materia! Culture.

In the universily there had remained
very little to destroy and so the

terrorism, mysticism, humanism,
reduction and pathos.

In terms ol cultural strategy these
kinds of behaviour tan be arliculated
in a deliberately disconlinuous way, in
line with what critic Filiberlo Menna,
alleding to the game of chess, has
calted “maving the knight™. But now
mathods of analysis and of action
have modilied cultural anthropology,

of the t-garde.
“The lechnical destruction of culure”,
sounded out of place. The hegemanic
culture had already been liquidated;
Toreign students, misplaced sludents,
worker students. followers of 1968,
{reaks, and “metropolitan Indians™ had
other things on their minds.
The process of transformalion of the
university, its transition tnto a
university of the masses through
praleigrization, 1ts growih into a place
for siuggle and refinement of strateqy
{political survival) render it one of the
key positions — with Lhe factory, the
counlryside, the city, being other
examples.
When the projects and pictures,
writings and objects produced by
Radical architecture first appeared,
Radical architeclure did not exist.
Now that this label exists historically,
Radical architecture itself no lenger
exists. In other words, it was not
question of just one more movement
or school with well defined
homogeneous characteristics, but
ol a series of situations, intentions
and behavioural patterns whose
modes of exislence concerned not
only architecture and design, bul also
art, communicalions, behaviour,
animalion, criticism, philosophy and
politics.
The techniques employed in liberating
archilecture involved its tejection as a
discipline. ils isolation, and (he
destruclion of ils specific character, as
a codilied language. From time to time
the modes of ection have been irany,

. parados, false syll

the i ion of man and his
mental and malerial productions,
conscious attempls 1o modify our
surroundings and ourselves, are all
parts of a process of permanent
education Lhat involves us completely.
The visible traces of this work are very
lew. because it is not transmilled
through images, drawings and
prajects but through one’s
engagement in daily routine and
stowly but surely it shapes up as the
coincidence (identity) belween history
and project. work and school, one’s
personal and physical life

Wilh ils critical, destructive and
liberating commiimenl, Radical
architecture has laid the groundwork
for this coincidence. Abave and
beyond the mountain of paper il has
lelt behind it. we vould say that ils
real value lies in this. Bushing in to fil}
the vacuum lelt by Radical
architecture are cerlain backwash
movements ctlaiming an autonamous
role for an architectural project es an
abstract exploration of logical-formal
values and. in the process, properly
supported are backed up, are fasl
becoming the arbiters of the new
architectonic culture. The elaboration
o a logicat-cational theory of
architecture in which values of
universality are altribuled to planning
operalions from the buildings to the
town, represents another of many
attempls at restoration with respect to
the process of re-appropriating
creative roles initiated by the lower
classes and given a theorelic basis by

the gargs

The quest for a popular cullure has
always been extrangous to pracesses
tending to liberate the common
people; it is now a matter of
appraising again the autanomy of this
cullure and of destroying the idea of
a single. dominant. middle-class
cullure.

In this sense, research on extra-urhan
material culture also takes up a
position against all atlempts al
testoring the old order, whether
architectonic or not. The activities of
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SUPERSTUDID, with all its connotations
of operational and critical analysis,
began 1o shift into the field of
education from 1966 to 1972, Since
1973, they have become specifically
didactic owing to their involvement in
the Schoo of Aschil in Florence,

which is basically direct experience,
1he use of the body, of nature and of
all those matetials whose only raison
d'étre is that of being useful in one’s
life. On examination by means of this
discipline, reality proves to be

y and, beyond

This university work consists in the
analysis of planning {that is, of its

propositions, basically unkngwable.
0t itself architecture claims only that

its modes

itis

and its social and
refations) and in the invesligation of
altemative modes and practices.
Simple utensils, self-managed
pmce's?ses of vraasformation (as
agriculture and the crafts) and extra-
urban material culturés are utilized as

To the isms, limits
and motivations of these
wansformations, one has 1o examine
reality as a whole, starting with the
Tevels nearest to us. and. therefore,
much more “comprehensible”. In the
analysis of subservient and

fields of i igation. h:
material cultures are studied and
subjecled to experiments like some
enotmous encyclopaedia {which is
neither Oiderot's aor The Whole Earth
Catalogue). For two years SUPERSTUDID
studied utensils and their connection
with work and with the ransformation
of the environment: they are now busy
with household objects and theit
relationship with men's lives. For the
next two years they have in
programme a study of energy and time
{the support and the focus of life).
Anthropological 1echniques are
employed in analysis and
interpretation. Direct experimentation
(doing like thinking). manual work, use
and behaviour are employed in re-

iati and their

cultures one discovers
the mechanisms governing survival
which, beyond the developmental
models of the system, preside over its
transformations. It is in this huge
repository of knowledge that they
trace back not only the coots of their
science but also the possibility of

a quite diflerent science. Keeping in
mind this reality. they can correctly
analyze the direct relationship
between man and nature, and
between man and his ability to create
practical values in sum, between man
and the objects which he uses to
satisfy his needs, by putting back into
use the notions, intelligence, and
creative powers that the division-of-
Tabour system made useless in the

environment. In the process of
Jearning a discipline it would seem to
be generally correct to begin by
analyzing its most significant

of goods. Research within
the university is conceived of as an
“a-disciplinary™ activity {or rather as
an attempt to supersede and abolish
disciplines), which, by comparing and

p in studying
architectonic planning the procedure
is to examine the works of known
architects, monuments, etc. But on
closer analysis this method reveals its
shoricomings, for it is bound 10 3
practice, which lies wholly within the
discipline itself. Ia facl, with this
method one excludes a!l operations
with meanings springing from a reality

two different cultures,
aims 1o analyze the contradictions and
the limits of planning. This work is not
propaedeutic to planning, of at least it
does not prepare one for planning, as
itis currently understood; instead it
foreshadows a much different activity
in which project, construction, use
and recycling coincide.

The analysis of planning is no longer a

matter of marshalling data-arid
methodologies, but involves behaviour
and dicect experimenation through
manual panicipation and use.

The utilization of the spoken language,
of free description of the speciatized
instruments employed in the
examination, and the reconstruction
and recreation of objects are all ways
of re-appropriating planning seen as

a natural physical activity.

Sample zones are pinpointed for the
purposes of research. Such zones
meet cenain basic conditions: they
involve tertitorial complexes with
hamogeneous physical, historical and
cultural conditions, largely or
extlusively engaged in agricultural
activities. tocal settlements consist of
a few odd buitdings such as
farmsteads. farmhouses, small
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building complexes ard villages.
The zones in question are already in a
phase ol transformation, owing 1o
emigration towards the cities end the
gradual change of these arees from
agricultural zones te tounst cenlres.
The ones being examined, however,
have already been subjected to the
process of urban acculturation. It is
just this phase of translormation that
they are mterested in investigating,
rot as part of an analysis of
evalutionary changes (since the idea
of evolution should always be rejected
in favour of the much more correct
notion of diversity). but because it
represents the place where two
dillerent cullures meet and clash. Itis
in these zones that one wilnesses the
annihilation of a cullute and its more
or less painlul replacement by
anolher: one oiten comes across
abandened farmhouses whose owners
seem 10 have suddenly disappeared.
Were not things they had fashioned
with their own hand. and that
belonged to them.
Once the sample zone has been
singled out, the nvestigation
considers the history and the
morphology of the zone, the cultuses

meaning and history of entire periods
The third and last seasen for such
investigation is that these objects are
the direct witnesses of the creative
drive, use and manual dexterity that
they would like 1o recover to replace
specialist planning: a creative drive
that represents a total and
d ionship wilh man,

and i of ol
the teritory, its architectonic
slructures and its objects and tools,

in the hope of reconstrucling a picture
ol the life of these inhabitanls seen
in relation Lo the environment

made possible by ils objects. Objects
and tools represent a particular field
of investigation for three reasons: the
first baing the total lack of research in
this field (there is no such thing as a
tistory of objects, except for a few
historical monagraphs on the miner
arts), and the second being that they
lend themselves much better 10 being
used as keys in the interpretation of
complex relationships In other words,
these objects can be studied like the
tools examined by the paleontologist
n an atlempt 10 reconstruct the

society and the environment.

In particular, it is through such objects
thal they can perceive an identity
between man and his environment.
bewwveen the various moments in the
tempo of out lives {not split into
Ieisure time and working time), and
lastly between reality and meaning.
One starts with a survey of the area
(by means of morphological charts
and tables) and then accumulates
critical lists.

The objects, that is, are articulated
into meaningful syslems, by
coemparing them and putting them

in relation to the creative processes
which generated them, 1o their use, to
the modifications and changes to
which they have been subjected, and

to Lhe activities that they make
possible.

Hand in hand wilh research on
peasant culture there have appeared
similat reseaich using analogous
methods on sheep raising, fishing,
several handicrafts, and on instances
of underprivileged life in towns.
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Superstudio: Biographies

Adollo Natalini was bom in Pistoia in
1941 and graduated in Architecture in
1966. He founded SurersTuoo together
with Cristiano Toraldo di Francia in 1966.
Naralini was engaged primarily in the-
oretical and architectural research with-
in the supersTuDIO group. From 1973 he
is Professor of Architecture at the Uni-
versity of Horence. He was also a Visit:
ing Professor at the Rhode Island Schoot
of Architecture and a lecturer al the Ar-
chitecture Association in London. From
1979 Natalini commenced his personal
practice working on histaric cities in ltaly,
German'y and the Netherlands. He found-
ed Natalini Architects with Fabrizio Na-
talini in 1991 and the firm has gone on
1o win several major awards, including
the competition for Waagstaat in
Groningén; he is a honorary member of
the BDA {Bund Deutscher Architekten)
and member of the Accademia di Belle
Arti di Firenze and the Accademia di San
Luca. Among his publications: Ado/fo
Natalini: figures in Stone {Milan: Etec-
1a, 1984). Adolfo Natalini: Architetrure
raccontate {Milan: Electa, 1989). Natal-
ini Architetti: Nuove architetture rac-
contaté{Milan: Electa, 1996). Adoffo Na-
tafini: Disegni: 1966-2001 (Milan: Fed-
erico Matta, 2002). A personal retro-
spective on his career as an artist and
architect was most recentiy held in the
wintet of 2002-3 in Lucca. He lives with
his wife Frances Brunton and has a
daughter, Arabella, and a nephiew, Amo.

Cristiano Toraldo di Francia was
born ih 1941 and graduated in archi-
tecture in 1967. He founded SueersTuD:0
togethér with Adolfo Natalini in De-
cembér of 1986, Besides his design and
theoretical contributions to SuPENSTUD0,
Toraldo di Francia was concerned with
the transmission of the group’s phifos-
ophy through photography and fifm.
From 1973 he taught seminars at the
University ol Flocence on Extra-Usban
Material Cuture, and participated in
many congresses, publications and ex-

228  hibitions. He has taught in numerous

universities, including Rhode Isfand
School of Design, Syracuse University,
Xent Swale University, Virginia Poly-
technic, University of Houston and Cal-
ifarnia State. He is currently running a
personal architectural practice in Filot-
trano and Florence and teaches at the
University of Ascoli Piceno. Toraldo di
Francia has two children with his farmer
wile Frances Lansing, Yates and Tom-
maso; and a daughter, Giulia, with his
second wife Lorena Luccioni.

Roberto Magris was born in Florence
in 1935 and graduated in architectyre
in 1968. Magris joined SUPERSTUDIO in
1967 specializing in industrial design.
He holds numerous patents and has de-
veloped mechanicat designs. inciuding
trains, automabiles and electrical ap-
pliances. Magris was responsible for
indusirial design. restoration, interiors,
and directed the professional practice
of the superstuaio office. His main in-
terest is in the revivat of the creative
cralts, traced 1o experiences in archi-
tecture and design, attempting to inte-
grate them as complementary and al-
ternative methods in industrial produc-
tion. Magris is married (o Diana and
has two children, Lanciotto and Sel-
vaggia.

Alessandro Poli. born in Fiesole in
1941, was a member of SUPERSTUDIO be-
tween 1970 and 1972, In 1973 Pali ini-
tiated together with Toraldo di Francia
a research project on Extea-trban Ma-
terial Culture, concerning Jtalian peas-
ant society and its survival mechanisms
that came to an abrupt end in the 1950s;
he has written and exhibited on the sub-
ject. Curcently Poli has an architecture
practice in florence and specializes in
renovation and restoration, and exhibi-
tion designs for galieries and museums
in Italy and abroad. He is also pursuing
a personal research into artistic jew-
ellery. He is married to Mariella Sgara-
valli, a landscape architect, and has two
sons, Sebastiana and Pietro.

Alessandro Magris was born in Flo-
rence in 1941 and graduated in Archi-
tecture in 1970. and from 1970 is a
member of supersTuDI0. Magris was re-
sponsible for the general organization of
the sueenstuoio office. He currently has
his own private practice and specializes
in the testoration of historical monu-
ments and residential renovations. Ma-
gris is marcied to Alexandra and has
three children, Manfredi, Diivia and An-
tonello.

Gian Piero Frassinelli was born in
1939 at Porto San Giorgio {Ascoli Pi-
ceno); he was active in the 1960s stu-
dent movements and tock his degree in
architecture, in 1968, with a design for
a Cente for Studies in Anthtopoiogy.
Working with the surensTug:0 since 1968,
he became interested in analyzing ar-
chitecture from the point of view and
using the methodology of cultural an-
thropology and sociology. Both in the
supersTuoo and in his subsequent free-
lance professional career, his many de-
signs and few exccuted architectures
drew their inspiration from this politi-
cal and cultural bias, quite remote from
the prevailing tcends in contemporary
architecture. He has a son, Benedict,
and a grand-daughter, Elena; he has
lived with Silvana for years.

Superstudio: Exhibitions and Bibliography

Principal Exhibitions
1966

Superarchitetiura £, Pistora.

1967

Superarchitettura i, Galleria Comunale,
Modena.

1963

Per un antiquariato definitiva. Biennale
dnll'Antiquariato, Florence.

RGO 69 Architektur und Freiheit, Graz.
1970

Superstudio, Department of Architecture,
RISD. Providence, R.l.

19

The Continuous Monument, Galleria Mi-
lano, Milan.

Vil Biennale de Paris, Rappresentativa
tlatiana, Paris.

Le 12 citté ideali, Architettura Interplan-
etaria, Galleria Mana, Rome.

Notizie suila presenza italiana, Incontri
Internazionali d'Arte, Rome.

1972

surERsTUDRD antologia, Galleria Schema,
Florence.

SURERSTUDRO 3ntologia, Gallenia Lia Rumma,
Naples.

Italy: The New Domestic Landscape, Mu-
seum of Modem Art, New York.
Aschitectyre 1962-72 [with Abraham, St
Florian, Webb), List Art Building, Provi-
dence, Rl

1973

Utopie. Technische Hogeschool, Eind-
hoven.

SWERSTUDY: Fragmente aus einem Per-
sonlichen Museum, Neue Galerio, Glaz.
Sottsass & Mind:

Long Beach At Museum. Long Beach, Cal.
Joslyn Art Museum, Dmaha, Nebraska
Design Als Postulat - am Berspiet lialien,
IDZ. Berlin.

L

SUPERSTUDD €Y, Lausanne.

Arthitectural studies and projects. Mu-
seum of Modern Art, New York
Rapporti tra avanguardia e cultura pogo-
lare, Galletia d'Arte Medeina, Balogna.
Ssureasupig, Art Net, Landon.

Terra 1. Wroclaw.

1976

sueersonnaen, City Art Exhibition, Vienna,
1977

sureasTuoto, Personale d'Architettura,
wuarcH, Rome.

Assenza/Presenza, Galleria d'Arte Mod-
erna, Bologna.

1978

surersnom, Personale d Aschitetti, warci,
Rome.

Seven new design powers, Design
Gallery, Tokyo.

Utopia & crist dell antinatura, Venice Bi-
ennale.

Sesta biennale intemazionale della Grafi-
ca. Palazzo Strozzi, Floreace.

1979

28/78 Architettura - 50 anni di architet-
tura italiana, Milan.

Romerberg Bebauung — SUPERSTUOID.
Frankfurter Kunstverein Steinemnes Haus,
Franklurt am Main.

Fuori dalle cittd: te altre culture, Centro
Internazionale di Brera, Milan.

Walker Art Center, Minneapolis, Minn,
The Image 73, Tokyo Central Myseum
of Arts, Tokyo; XV Triennale, Milan.
SwERSUD:0: Fragmente aus einem Per-
sonlichen Museum, Galerie nach St
Stephan, Wien Galerie im Taxispalais.
Innsbruck,

1974

Sottsass & surersivon: Mindscapes, Can-
temporary Arts Center, Cincinnati, Ohio;
Everson Museum ol Art, Syracuse, N.Y..
Herbert F. Johinson Museum of Art. Cor-
nell, Ithaca, N.Y.

Principal P

1963

Abitare, no. 73.

Domus, no. 473 (Hidden Architecture).
Casa Vogue. no. 2.

Domus, no. 476 (Invention Design and
Evasion Design).

Trigon 69, catalague {The Cantinuous
Monument}.

Qomus, no. 479 [Journey into the Realm
of Reason),

Casa Vogue, no. 3.

Contraspatio, no. 6.

Domes, n0.481 (The Continuous Monument).

1970

Domus, no. 482.

Abitare, no. 82.

Neciopofi. no. 6/7.

Japan Interior Design, no. 138 (special
issue: “sueeRsTuDio / Design™).

Japan Interior Design, no. 140 (special
section: “The €antinuous Monument”).
Qesign Quarterty, no. 78~19 (special is-
sue: "Conceptual Architecture”).
Arctitectural Design, no. 4 [The Conlinu-
ous Monument).

191

Casa Vogue. no. 6{Reflected Archifecture).
Japan Intenor Design, no. 144 {special
seclion: “The Single Design™).

Domus. no. 497 (Histograms}.
Achitectural Design. no. 6 {The Super-
sensualist).

In, no. 3 {special issue: "The disiraction
of the objects™, edited by Archizoom and
SUPERSTUOR).

Toshi Jutaku, no. 7109 {The 12 Ideal
Cities: Destruction, Metamorphosis and
Reconstruction of Dbjects).

Japan Interior Design (special issuel
Bijutsu Techo, no. 10 {Interplanetary Ar-
chitecture).

Vi Biennale de Paris, exhibition catalogue.
Casabella, no. 358 (The Continuous Mon-
ument, storyboard for the movie.

Vita Morte e Miracoli dell'Archirettura,
exhibition catalogue (S. Space).
Architectural Design,no. 12 (Ideal Cities).
1972

Casabeliz, no. 361 (The 12 Ideal Cities}.
Jim Burns, Arthropods {Praeger/Phaidont.
Casabelia, n0. 363 (Reflected Architeeiure).
Casabella, no. 364 {interplanetary Archi-
tecture). ’

in.no. 5 {special issue : “The elimination
of the city” and “Rescue of Historic Cen-
tes”. edited by sutestupia).
Japan Interior Design, no. 155 {The
Misurg setiest !
Awazu and Takashina, eds, The Expand-
ing World of Design, Kedansha,

£. Ambast, ed., Mtaly: The New Domestic
Landscape, Achievements and Problems
of Italian Design, exhibition calalogue
(New York: Mowal.




Rassegna, no. 21 (aly: The New Do-
mestic Landscape).

Casabelia, no. 366.

Casabetla, no. 367 {from "Life. Education,
Ceremany, Love, Death™: ure)

1974
P Navane and 8. Drlandini, Architetiwa
Radticale{Milan: Bocumenti di Casabelta).
Rassegna, no. 36

Domus. no. 540
p

In, no. 6 {El ion and re-appropri
tion of the city).

Casabella. no. 356869 |from “Life. Edu-
calion, Ceremony, Love, Death™: eouca-
Tion 1),

Architectural Desrgn. no. 8 lialy: The New
Domestic Landscape).

in.no. 7 (Utopia Antiutopia Topia).

no. 47,
Parametro, no. 27 {Proposed theatre for
Cagliari).
Global Tools. Bulietin o, 1{Ed. 'Uomo e
I'Arte)
1975
A. Isozaki, Monograph on contemporary
architecture {Tokyo: Bijutsu).

ecul fare, exhibilion

Perspecta, no. 13~14 [Te
Architecture)

Donus, no. 517 [Misura).

Casabella. no. 372 {lrom “Life. Education,
Ceremaony. Love, Death™: eoucanion Il
Ditagono, no. 27.

Rassegna, na. 24-25 (Misura).

in,no. 8.

1973

Cree. 0. 19,

Casabeita, na 374 (from “Life. Education,
Ceremany, Love, Death”: CergMotiv).
Casabella, no. 376 (Misura).
Casabella, no. 377 (lrom "Life, Educa-
tian, Ceremony, Love, Death™: tove)
Casabefia. no. 380 lfrom “Lile. Educa-
tion, Ceremany. Love, Death™: DEATH)
SurERsTUO:0 - Fragmente Avs Finem Per-
sonlichen Museum / frammenti da un
Museo Personale / Fragments From a
Personal Museum, exhibition catalogue
(Graz: Neve Galerie am Landesmuseum
Joanneum).

Gala intemaitonal, ro. 2 {"supeasiuaio ©
Frammenti da un musec personale”)
Design Quarterly. no. 89 [special issue
“Sottsass & surenstupio: Mindscapes”).
Design'als Postulat - am Beispiel alien,
exhibition catalogue (Berlin: 102).

M. Scolari, “Archilettura Razionale”, in
the catalogue of the XV Milan Trien-
nale. .

Architecture in Greece. n0.6/73 {Twelve
Ideal Cities, published in Greek).
Casabelfa, na. 382 |"Radical Story™ by
F. Raggi).

Cree. no. 25-26 |Douzo contes pre-

230 monitaires. ..).

catalogue (Bologna: Galleria d"Arte Mod-
ema.

Frogetii per V'area direrionale di Firenze,
exhibitian catalague (Florence” Centro Di).
“sepeRsTUGI - La moglia di Lot e La co-
stienza di Zeno™, in tho catalogue of the
Venice Biennale.

LV. Masini, “Topologia e Morfogenesi”,
in the catalogue of the Venice Biennale.
E. Crispotti, “Immaginazione megastrut-
turale”, in the catalogue of the Venice
Biennale,

Domus, no. 585 (Didaclic erchitecture).
"Amo fiver Project” (Kent Stata Univer-
sity, ESP., Florencel.

1979

Design, no. 242.

M. De Lucchi. Architetiure df quaderni i

Qesign. no. 30

Studies).

Casa Vogue, May.

Casa Vogue, December (Surfaces Nalure).
The Japan Architect. no. 12 {House for a
Superstar).

Giobal Tools, Bulletin no. 2 {Ed. I'Vomo
e I'Arte)

1976

Qomus, ne. 555 {Design for Napies train).
Casabella, no. 411 (House for a Superstar}
Supersommer{\ienna: SUPERSIUOD - Erin-
nerung fir Wien},

Tho Japan Architect, no. 237 {House at
the Intersection).

1977

Domus. no. 569.

Baven Wohnen, no. B.

Lesperionza (Cultura materiale extraur-
bana), exhibition catalogue (Prato: Vinci).
Spazio Arte, no 1011 (“Com'era bella
l'archutettura nef 1986. supenstumio e ar-
chitetlura radicale dieci anni dopo™}.
Casa Vogue. no. 79 (“Presenza/Assenza
n Relrattario™).

B. Orlandini and G. Vallino, Daifa citta al
cuechiase (Studio Forma).

Architectueal Projects 1976-1977 (Cali-
fornia State University and Florence: Cal-
leges 1P.).

1978

Sureas Ko, exhitition catalogue, Rome,
wancy (Florence: Centro Di).

Modo, no. 7 ("Viaggio con (a matita tia
gli artefatli del mondo contading”).

diari-progetto di Adolfo Natalini.
Architecture in Greece, no. 13 {"Lile Ed-
ucalion Ceremony Love Death. Five Sto-
ries of sureRsTUDIO™)

“Firenze 79 - Vilta Strozzi Project” {Kent
State University, E.S.P., Florence).
“Architectural Projects 1977-78, 1976~
79" (California State University Inter-
national Program. Florence).

A. Natalini, ed., “sweastupo. Storie con
figure 19661973, in Una raccolta di sto-
rie [Florence).

A Natalini, ed., “sueeasTute0. Archilaliure
con figure 1966-1978", in Una raccofta
di progeiti {Flacence).

Casa Vogue, no. 98("Una casa falta[an-
chel di memorie”}.

1380

Ar, April {E. Ruthenfranz, “Ein kithner
Bau").

Schéner Wohnen, no. 12 ("Postmad-
ernismus - Alles geht wieder”)
Dom-Romerberg Bereich Weltbewerh
{Frankfut, Braunschweig, Wiesbaden).
LV. Masini, Umanesima, Disumanesimo
(Milan: Silvana Editoriale).
Cronografie(La Biennale di Venezig, Set-
tore Progetti Speciali).

K. Frampton, Modern Architecture. A Crit-
ical History(New York: Thames and Hud-
son).

1931

Domus. no. 613 {"Per il Rémerberg fuori
€ONCorso”).

Museum i Vor und Fruhgeschichte - Ar-

chitektenwettbowert (Der Magistrat
Stads Frankfurt am Main).

Domus, no. 67 {C. Toraldo di Francia,
“Lo spazio di vendila™).

1 ibri guida di Casa Vogue, no. 3 ["Nove
ville d'autore™).

Patametro, no. 99 ("Adolio Natatini / su-
PERSTUDIO, Rimerberg Projekt”).

Lotus, no. 31 ["Adotfo Natalini / suees-
Stoo, Saalgasse Nr. 47).

Inventionen - Piranesi und Architektur-
phantasien in der Gegenwart, exhibition
catalogue {Hanover).

1982

Lotus, no. 32 {“Adolfo Natalini / supes-
stucto, Romerberg Projeki”).

F. Bandini, ed., Arvedo urbano / Firenze
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