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searcher himself, who to a large 
extent takes over the (unction of dif
fuser of his own apparent product. This 
function becomes his responsibility 
because his product is only a token 
of a cultural patenting which needs 
public officiation to take effect. This 
divine dimension, also enforcedly invol
ves the artist at the level of all those 
technical-bureaucratic type diffusion 
activities, which ought to be handed 
over to specialized technicians (as is 
the case for all the other products 
of our society). There results for the 
artist all these feverish activities: pub
lic relations (meetings with critics, 
press-relations, presence at exhibition 
opening days, debates, etc); exhibitions 
of personal work (one-man shows and 
national and international collective 
shows, official manifestations and prizes 
which require, for the implicit motive 
of competition assiduous participation 
and personal contact, which often ran
ges from hanging the works to all the 
inherent practical and organizational 
jobs). Besides this, one has to take 
into consideration the time needed to 
realize the examples of personal re
search with a view both to promo
tional and commercial activity, not 
forgetting that the buyer wants them, 
each one, different from the other (to 
increase both the economic value and 
that of the patenting) and for this 
reason they must be made by hand, 
one at a time. Consequently, almost all 
the available time for effective research 
is dedicated to the production of 
objects which have only the appear
ance of research: what counts is, at all 
costs, to diversify one’s product from 
that of the others’, to make it imme
diately recognizable to the buyer - as 
a token of guarantee, first at the mo
ment of buying and afterwards at the 
moment of exhibiting - and to the critic 
so that he can more easily say what 
he has to say. Which leads to: rhetoric 
(showiness in formal effects); non-con- 
sequentlal researches (In the sense 
that very often researches do not arise 
from deliberate analysis): limiting one
self to an illustration of the procedures 
or agents of real research (utilizing the 
« myth » of research, the signs or the 
models proper to other disciplines, to 
the ends of allegory); the struggle be
tween trends (not because the diverse 
trends overlap at the level of ideol
ogies or « poetics », but because this 

struggle is exasperated to the point of 
involving the groundwork of that visual 
language which is the only premiss on 
which to articulate and debate the 
ideologies); a non-objectifiable lan
guage (in the sense that certain signs 
of the language undergoing research 
are so exasperated as to make the 
language itself Incomprehensible).
If we have listed all these facts it is 
not so much to denounce the intrin
sically degenerating conditions but be
cause, taken as a whole, they prevent 
the formation of that groundwork in 
visual communication which, as we 
have seen, is inexistent even at the 
most elementary scholastic level. The 
lack of a basic training means that 
the artist is unable to clarify his 
personal method and objectives and 
the occasion of critical mediation (such 
mediation as can only take place be
tween a familiar mode of relating gen
erally recognized signs), which is 
necessary to express one’s own rea
sons, never presents itself. In fact, in 
the race to differentiation, that is to 
say, to the trade-mark, each « artist» 
wants to communicate through “re
searches » which are as personalized 
as possible; but as the researches are 
language researches we are presented 
on each occasion with attempts at ex
clusively individual and therefore non- 
communicable language. Naturally one 
must not be confused by the particular 
rigour that distinguishes those rare 
exceptions (no more than one in 
each generation), a rigour which can 
be recognized as such only in relation 
to this situation.
In recent years the profession of artist 
seems to have evolved; but in reality 
there has merely been the addition to 
the old merchandise of other, some of 
which seems, apparently, to reject the 
previous conditions. In fact, whereas 
at the first stage of the art market the 
work acquired value only after a gen
eration or two and through critical 
mediation of a historical type. Instead, 
at an intermediate stage, critical con
nivance of a promotional type is de
manded in the immediate exploitation 
of the capital used in publicizing a 
■< trade-mark ».
At the present stage, in which the two 
previous ones continue to co-exist, 
further elements have been added. The 
artist seeks « other ■■ ways of practising 
art for two reasons. The exasperating 

race to diversification requires a con
tinuous supply of new proposals (“trade 
marks ■>) to consume. The belief that 
his misleading status depends solely 
on his habitual interlocutors leads the 
artist to look for another status amongst 
new and different interlocutors. Con
sequently, he visualizes a more direct 
and immediate relationship between the 
work of art and the public, confin
ing himself, however, to changing the 
agents and the scenes (psychomotory 
activation of the spectator, interventions 
both on the natural and the artificial 
landscape, surmounting of technical 
specializations) but not the substance 
of this relationship because he seeks 
to communicate with the public using 
experimental means and consequently, 
as has been said, incomprehensible 
ones. The public, in effect, receives at 
the most from all this only the hedo- 
nistlc-ludic components.
In the rare case, the critic apparently 
interprets these «innovations» cor
rectly; follows the new work closely 
and co-operates in the actual evolution 
of the poetics, aiming in one way or 
another to identify his profession with 
the operative one of the artist. But at 
this point he absorbs the defects of 
the artist (absurd aspiration to com
municate through experimental lan
guages) without losing the critic's tradi
tional ones (absurd aspiration to in
terpret the meaning of a developing 
research without understanding its in
terior structures).
Even the role of the sender seems to 
be played in another way. The mer
chant makes use of these « activities ■> 
without concern for their direct mer
chandising, merely as a means of pub
licity for his organization. For the 
same reasons industry makes direct 
use of these « products » or finances 
their realization, above all when it is 
the tourist industry involved. This, in 
turn, forces the civic administration to 
organize manifestations Of this type 
(even if all this takes on the appear
ance. at times, of a cover for politics). 
The receiver who, in the intention of 
the artist should be the entire society 
without further discrimination, continues 
to be found in that zone of the bour
geoisie which has always been interest
ed in these things and that, because of 
the appearance of explicit social-polit
ical rebellion which artistic proposals 
often assume today, is convinced of 

justifying its condition on the level of 
subversive commitment.

Summing up:
The profession of the artist changes 
with the birth of industrial civilization. 
Before this it had been a profession 
appointed to plan whatever was con
sidered to be useful - by whoever held 
power - to communicate values of use 
in preserving that privilege and which, 
this apart, on a more generical and 
less rigorous level, planned and real
ized useful « artifacts » for the society. 
Afterwards, with the development of 
technology there derived from this 
profession several specializations, all of 
which however, of use in the protection 
of the aforementioned privileges. The 
sphere of research into language and 
apparent freedom of choice is left to 
only one of these specializations. The 
others are reduced - inequivocably - 
as all the different types of professional 
school denounce, to the role of passive 
agents of production requirements. Even 
if certain agent-professions try to achieve 
cultural autonomy, such as, for example, 
the so-called designers (and I am re
ferring here principally to those who 
theorize on the methods and finalities 
of design), they are unable to visualize 
other than the perfecting of the instru
ment as such. As far as the artists- 
researchers are concerned we have 
seen that, on the contrary, doing re
search is an activity that (when it is 
not conducted pretentiously), leads only 
to misrepresentation. If one asks one
self why it Is that in other disciplines 
(physics, biology, etc.) research is 
much more clearly articulated and 
consequential, the answer is that these 
researches are, even though insuffi
ciently, favoured by their successive 
utilization in the empowering of in
dustry. Instead, in our case, as our 
concern is for researcn into language, 
of use therefore to the improvement of 
means of communication in a broad 
sense, and since real communication 
is the most subversive thing that exists 
for the purposes of overcoming class 
distinctions, the reasons for these re
searches being such in appearance 
only are evident. If on the one hand 
this appearance is futile and damaging, 
on the other it furnishes an alibi for 
an uneasy conscience.

To conclude:
The position of all those who are con

cerned with the language of images is 
prejudiced when the research phase is 
separated from that of the project. 
From a situation in which what is real
ized is planned in the light of both 
a research of use to the renewal of 
the means of planning itself, and of a 
mixed evaluation-conviction of its so
cial incidence (from a situation, in 
other words, in which a certain cul
tural autonomy serves the purposes of 
the community relative, of course, to 
the social-economic conditions of the 
period) one proceeds to a situation 
in which the capacity for global vision 
has been lost because the diverse com
ponents are no longer so closely re
lated. In fact, what is now realized is 
unnaturally planned solely in function to 
productivity, because the research atti
tude and cultural autonomy which alone 
can take up a critical stand towards 
what is not of use to the community 
are missing; and research reduced to 
a refuge in which to give vent to one’s 
social impotence, for all its implicit 
subversiveness, never manages to de
velop the capacity to set itself a 
useful and straightforward operative 
purpose because it loses Itself in the 
professional competitiveness which is 
a consequence of the merchandising of 
its own models.

2
It would seem impossible to emerg< 
from this situation without changing th< 
society that determines it. On the othe 
hand, the present situation must b< 
denounced at the level of category - t< 
prevent the perpetuation of misrepre 
sentation in everything that concern! 
this profession, to the point that evei 
in action the subversive forces art 
permeated by the myths on which th« 
misrepresentation itself leans. More 
over, models which can be utilizec 
both in the course of, and after this re 
newal, must be carefully prepared 
above all for scholastic purposes. Oni 
must then begin to make functiona 
professional contributions to the genera 
renewal taking place. Finally, eacf 
category should, on its own initiative 
and in support of the collective action 
actively contribute to clarifying wha 
directly concerns it without resorting tc 
mandates. To make a start on this anc 
to emerge from such a situation call: 
for (as does every research) the se 
lection and simplification of terms ant 
the verification of a pattern of behav 
lour which can only be attempted col 
lectively since a complex social re 
lationship cannot be left out of ac 
count.
The basic components to be laker 
into consideration are the moment o 
research and that of planning. Thesf 
moments are indivisible and always in 
terrelated: but the need to grasp th< 
present contradiction forces us to con 
Sider them separately for the moment 
Another two components consist in thf 
category of artists (those who tend tc 
treat language research as a priority 
and the category of designers (iimitedh 
to those who are not so much concern 
ed with production demands as witf 
the clarification of planning). Since i 
hypothesis of collective work canno 
ignore major inclination for experi 
mentation, one prefers to give the 
precedence to those who display more 
“Sensibility” for subversion and have 
greater freedom of movement: that is 
to say the artists.
As the analysis of the evolution of the 
profession of artist should reveal, there 
are obviously two phases to every re 
search. One Is the determination tc 
communicate something, the other, the 
« how ” to communicate it. Obviouslj 
the “ determination to communicate > 
entails, besides the indispensability o
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that progressively utilize the 
single surface from which they 
were obtained.

page 28
APPARENT ENVIRONMENTS
An environmental space, all or a 
part of whose components have 
reflecting properties, has its per
ceptive ambiguity accentuated. 
The reflecting part doubles the 
space around it, one or more 
times, either symmetrically or at 
diverse inclinations. Because of 
the angle of reflection, move
ment on the part of the ob
server corresponds to a greater 
displacement of the image. This 
difference in movement endows 
the relationship with particular 
kinetic properties.

page 31
RELATIONS OF DEPTH OR DI
MENSION
By varying the depth of a three- 
dimensional space one varies 
environmental perception of it. 
This premiss has given rise to 
a research that has developed 
in two types of exemplifications: 
in the first, a number of origi
nally identical models have pro
gressively diverse depth, the 
other consists of groups of 
models of the same depth, of 
equal height and width, but 
proportionally and progressively 
diverse. In a few cases, the two 
characteristics have fused. 
Besides the observation of the 
single phenomenical variations, 
comprehensive images are ob
tained that are received like 
those from a single environ
ment, passed through and meas
ured in a temporal succession. 
These images always require 
that the observer has an iden
tical viewpoint for each model. 
This can be resolved either by 
looking at the models separately 
and then reuniting the single vis
ual memories, or by the reali
zation of a comprehensive mod
el in which the single cavities 
are set out in a spherical bowl 
with the observer at the centre. 
For diverse reasons (not the 
least, economic ones) the series 
of models have been arranged 

on flat surfaces. The observer 
who opts for a comprehensive 
vision (non-memorized) receives 
images in varied perspective, 
because the viewpoints for each 
single environmental model are 
always different and the interior 
walls are exposed to view in 
progressively diverse dimen
sions.
This reading, too, gives a com
prehensive perception of space 
analogous to that explained ini
tially, that is to say, the re
ception of a single environment, 
passed through and measured 
in a temporal succession. Con
temporaneous reading of the 
two similar but unequal phe
nomena, rather than resolving 
the perceptive ambiguity, ampli
fies its margins, because the 
two phenomena are measured 
with diverse parameters.
This results in two directions of 
research, one which aims at re
ducing the ambiguity by pro
gressive measurement as one 
observation replaces another, the 
other which increases it by su
perimposing comprehensive ob
servations on the diverse phe
nomenical characteristics.

page 36 
INSTRUMENTS FOR VIRTUAL 
VOLUMES
Verifying the greatest number 
of three-dimensional spaces 
possible, without having to con
struct comparative models, leads 
to hypothesizing instruments ca
pable of producing virtual vo
lumes in different series or in 
evolution.
Of the technical means avail
able the simplest and most ef
ficacious seem to be those 
which utilize the properties of 
artificial light. In fact all the 
points generating light (or other 
parts), which cannot be utilized 
to realize a particular volume, 
can be annulled and succes
sively re-utilized with the max
imum economy of means.

page 38
ANALOGY BETWEEN SERIAL 
STRUCTURATIONS OF NATURAL 
PHENOMENA AND THE PROGRAM

MATION OF PERCEPTIVE 
PHENOMENA
All natural phenomena, of any or
der, complexity and dimension, from 
those directly visible to man (min
eral, vegetable, animal) to invisi
ble physical phenomena which are 
only assumptions and intuitions, are 
always organized in accordance 
with series of numerous equal par
ticles that are concretized in mod
ular structures that vary by de
grees (in accordance with very sim
ple schemes) so as to form new 
modular units. These, in turn, are 
restructured, varying the initial 
scheme more or less (as, for exam
ple, from sub-atomic particles, to 
atoms, to molecules, to cells, to 
the veins of leaves, to branches, 
to trees, to the forest). At each of 
these levels, the series of particles 
tends to follow the elementary 
scheme which distinguishes it, as 
faithfully as possible, and never to 
vary from it. When, however, two or 
more different orders of particles 
intersect by chance, each series 
varies just so much as is necessary 
to regain its initial equilibrium.These 
variations which can be defined 
as serial, cause those slight diffe
rences between one particle and 
another of the same series, that 
characterize their individuality. Both 
because their organization is analo
gous. and because they cannot 
escape conditioning by a physical 
world structured in this way, phe
nomena concerning our perception 
also adhere to this system. Organi
zation of formal language is implicit 
in these relations. Any consideration 
of an aesthetic nature cannot but 
take into account this reality.
Diverse types of research have orig
inated in these premisses and are 
exemplified in models which have 
been realized through the pro
grammed aggregation of prefabri
cated modular elements.

page 38
GOLDEN SECTION OR SYNAES- 
THETIC SERIES
The alm of these early resear
ches was to verify the possibil
ities of codification of the ex
pressive means of visual lan
guage. To this purpose the ex
pedients of two-dimensional re

presentation were utilized to 
organize sequences of modules. 
As the languages which depend 
on the organ of hearing - the 
spoken, and therefore, written 
word, and « traditional - music 
- are received, the identification 
of general principles with ana
logous characteristics to these, 
was aimed at. The adoption, in 
other words, of an elementary 
scale whose repetitive variations 
consent to the articulation of 
diverse communications.
One aspect of the researches 
was the use of that system of 
relations which effects spatial 
organization through golden 
section module sequences, an
other, to hypothesize and try to 
realize an instrument of com
munication in which visual and 
sound languages corresponded 
and might be perceived con
temporaneously. (When it be
came clear that the diversity 
between sight and sound or
gans of perception made it im
possible to define verifiable per
ceptive relations at any level of 
comprehensibility of use to an 
expressive language, the real
ization of this instrument was 
abandoned).

page 39
ON «NATURAL» ARRANGEMENT
In the course of an analysis of 
the reasons that determine a 
« work of art», it was observed 
on more than one occasion that 
in many of these the most fre
quently met with component 
(separate or mingled with other 
more ambiguous ones) was that 
the marks which defined this 
work (e.g. the brush-strokes) fell 
into place owith naturalness». 
This definition, almost always, 
became the only element of 
objective evaluation (to be found 
not only in the course of per
sonal enquiry, but also in sta
tistical enquiry) amongst those 
that contribute to determining 
the so-called aesthetic tension. 
Consequently, it may be useful 
to explain the relation between 
the arrangement of the marks in 
question and the definition of 
naturalness.

One of the phenomena of the 
natural landscape around us, 
which we receive with major fa
cility and frequency, is the dis- 
gregation of the variously relat
ed modular structures that de
termine it. This disgregation, 
due to the force of gravity, re
solves itself in the fall of mod
ular components and their re- 
strucluration in accordance with 
the aggregation possibilities of 
the Initial modules and the new 
conditions of equilibrium.
This phenomenon is so wide
spread that it ends by largely 
conditioning our image of the 
natural landscape (so much so, 
as to determine the usual mean
ing attributed to the expression 
«with naturalness») and con
sequently conditioning our re
ception of the way in which the 
artificial modules of a « work of 
art» fall into place. In fact, the 
way these (for example, a series 
of brush-strokes) fall Into place, 
is organized in accordance with 
a program that takes into con
sideration the relating of their 
modular matrix (e.g. the brush) 
to the need to define a certain 
form despite temporal and er
gonomic type limits (e.g. the 
gesture of the painter). Thus, 
natural modules (e.g. falling 
rocks) precipitate and re-orga- 
nize themselves, conditioned by 
their modularity (e.g. the ten
dency to break up along lines 
of stratification), by gravity and 
by the need to adapt to other 
environmental structurations (e. 
g. a wooded zone).
Models have been realized to 
verify and demonstrate these 
phenomena, in which the mod
ular elements, re-composing 
themselves each time In ac
cordance with gravity, always 
determine an optimal image 
which is thus significant for this 
aesthetic hypothesis.

page 41
RHYTHMIC INTERFERENCES
The expressive means of visual 
communication have not been 
codified into elementary scales 
of modules whose variations 
consent to the articulation of 

diverse communications as, in
stead, has been, and is the 
case, of languages dependent 
on hearing (words and »mu
sic ■«). In fact, in man, the per
ception capacity of the sight 
organ is much superior to that 
of hearing (for its aptitude for 
discerning greater quantity of 
detail, for its capacity to pass 
quickly and alternately from 
the perception of a detail to 
that of everything within visual 
range and for its being al
most always able to pause, to 
re-examine the surroundings). 
On the contrary, with the sense 
of hearing, where the difficulty 
of reading was greater, a limit
ed number of comparative mod
ules of simple form have to 
be identified, so as to facilitate 
recognition. The diverse com
munications have then to be 
articulated by the repetition and 
serial variation of modules in 
accordance with elementary 
grammar, so as to make it pos
sible - above all, with regard 
to the spoken and then written 
language - to communicate ev
ery type of idea and, conse
quently, further the develop
ment of culture. The faculty of 
the eye and the manual dispo
sition with which man, with a 
certain fidelity, imitates what he 
perceives, have not, on the con
trary, developed any codified 
system but merely so many arti
fices, differing one from another, 
and each, moreover, varied within 
itself. Consequently it is more 
correct to speak of visual artifices 
than of visual « language ».
At the present moment, the at
tempt to codify visual modules 
analogous to those of sound is 
a utopian ideal; in fact, besides 
the physical conditions them
selves, the cultural reality exist
ing today is diversely structured. 
Nevertheless, new techniques 
consent to visual communication 
which also utilizes temporal 
properties. The need to retain 
images, which vary in time, 
more easily. Is a «difficulty» 
in some way analogous to that 
appertaining to messages re
ceived by hearing. Consequently
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a number of models have been 
realized, amongst which it is 
possible to program series of 
luminous modules in temporal 
evolution whose variations are 
determined by the interferences 
arising from the relating of tem
poral and spatial progressions.

page 43
THEMATIC VARIATIONS
So as to verify and demonstrate 
the relations between natural 
organisms and perceptive struc
tures a series of models formed 
by the programmed aggregation 
of prefabricated modular com
ponents have been realized.
These components are prefabri
cated not only for technical-eco
nomic type reasons in the exem
plification, but also because the 
natural modules on which they 
are based can be considered 
to be «prefabricated». Even 
though, in reality, these ger
minate progressively, they con
tain, in fact, a « prefabricated » 
code of development.
The process of prefabrication 
involves the possibility-necessity 
of being prepared with quanti
ties of components including a 
margin of surplus, before even 
having defined a specific de
monstrative model. The avail
ability of a surplus of compo
nents consents to experimen
tation and verification (easily and 
speedily) of a series of variants 
before ■> fixing» the definitive 
solution. This availability is the 
instrument which serves the re
searcher in determining a model. 
The modularity of the elements 
(their aggregation properties, 
that is) consents in the course 
of verification to the singling 
out of other possibilities of re
lation, besides those forseen at 
the moment of planning, which 
are inherent in their constitu
tion itself.
In that different ways of relating 
are directly or indirectly implicit 
in the module itself, the module 
and Its programming possibili
ties are the determinant moment 
of the research and of its project. 
Through the diverse programs 
one attempts to realize models 

analogous to the behaviour of 
series of natural particles that, 
in filling space, relate homeo- 
statically one to another. That 
is to say, once the space in 
which the program to be de
veloped has been determined, 
one establishes a determinate 
order in which the modules are 
to fill that space, that is. their 
displacement progression along 
the three carthesian axes. The 
occupation of the space is 
then effected without making 
any variation to the initial pro
gram and the result, whatever 
it may be, is significant for the 
research. Nevertheless, as the 
researcher himself is still con
ditioned by non-rationalized, 
« aesthetic » types of evaluation, 
which lead him to doubt the 
optimal legibility of what he 
wished to demonstrate, he does 
not intervene with corrections 
and partial modifications, but 
varies or substitutes the initial 
program and re-structurates a 
new model. (It is obvious that 
the possible variables are nu
merous and that It is unneces
sary to exemplify them either 
by realizing all the models or 
by constructing some of them 
with kinetic properties).
The model can be determined 
only by the modules of which 
it is composed, or, with the 
intention of making it more ac
cessible, the space which con
tains it can also be taken into 
consideration. This will be scan
ned by the components of a 
concrete and visible structure 
within which the modular pro
gressions will develop.
Up to now the researches have 
developed around two types of 
program that correspond to two 
different problems. The first type 
tries to exemplify those distur
bances that, at a natural level, 
take place with the interrelation 
of different series of particles 
and which make two or more 
otherwise identical concretiza- 
tions (e.g. the leaves of the 
same tree) distinct and recog
nizable. In these models, re
gular sequences of modules 
take up a space which is de

termined by a particular trend. 
The space, being reduced, 
changes its dimensions and pro
portions and consequently the 
sequences interrelate in pro
gressively different ways.
The second type of program 
tries to analyze the relations 
that emerge when a particular 
form is superimposed on a con- 
cretization of modules which 
were pre-existent to it (for exam
ple, a stone statue. With regard 
to this, it Is easy to observe that 
ancient, originally worthless 
statues, in our eyes, take on 
particular aesthetic qualities be
cause the erosion of the ma
terial which has taken place, re
veals the structure; the actual 
aesthetic values certainly arise 
from the attenuation of the ar
bitrariness of the form in sym
biosis with the underlying struc
ture). In this case sequences of 
modules fall Into place gra
dually only according to their 
possibilities of aggregation or 
by developing a form which is 
peculiar to these possibilities. 
Furthermore, in certain cases, 
there has been taken into con
sideration a module consisting, 
not so much in a concrete unit 
as in a delimitated space, per
ceptible as an environmental 
model (this module derives di
rectly from experience acquired 
in the researches into the per
ceptive ambiguity of three-di
mensional Interior space). The 
development of sequences of 
these modules exemplifying, with
in reference structures, the 
two types of program, has, be
cause of the perceptive am
biguity and its kinetic proper
ties. also enriched the possibili
ties of organizing these models 
of codification of visual lan
guage.

page SO
DIMENSIONAL PROGRESSION
Space can be filled not only by 
series of modules which are 
identical in both form and di
mension, but also by sequences 
of identical modules that de
velop with progressive variation 
of their dimension or their pro

portions. Just as in nature, when 
series of particles germinate 
progressively, one from another.

page 52
RESEARCH AS PLANNING
Whereas » research as verification > im
plies those operations carried out as 
a systematic verification of hypotheses 
as to the nature of our surroundings. 
«research as planning» refers to 
those operations by which concrete 
form Is given to whatever has been 
considered as being of primary impor
tance in the light of verification of the 
hypotheses. Where, on the contrary, 
the results of this verification cause 
delay, the urgency of the priority 
needs may call for concretization 
without verification (as often occurs in 
the social-political context). In this 
case, the project ends by being a com
ponent of research as verification. More
over, planning almost always involves 
the acquisition of data relative to many 
different subjects. Consequently, con
tingent reasons prevent the same de
gree of verification of different types 
of hypotheses. Thus, research as plan
ning can almost never follow the pro
cedure of reduction to rudiments and 
simplification proper to the diverse 
specialized researches of verification; 
instead, it concretizes by means of 
intervention of a global type, often 
intuitive, that relates verified compo
nents at different levels.
The priority need cannot be other than 
to plan for what Is of service to the 
advancement of society; advancement 
that, today, can only be realized by 
liberation of every kind of work from 
all kinds of repression. Because it is 
precisely this situation that impedes 
or, in any event, limits and deforms 
any intervention.
In this context, the research as plan
ning, that personal social-economic con
ditions have allowed me to undertake, 
has evolved in the sphere of problems 
concerning the so-called work of art, 
the production of objects In series and 
as experiment, visual communication, 
children’s games, the limitation of 
expressive obsolescence, possibilities 
of assemblage. In these interventions, 
there has been, on each occasion, an 
attempt to identify the priority, con
tingent and special needs, of service 
to the assertion of that general type 
of necessity stated earlier.

page 52
THE PLANNING OF AESTHETIC RE
SEARCH
Aesthetic research, that is, that 
analytical process that alms, through 
exemplifications and models, at the 
clarification of language and Its 
ends, cannot but take into con
sideration a methodology of work; 
that is, the need for constant plan
ning. This is provided by submitting 
both the intuitive and rational ele
ments to ascertainment by means 
of the analysis of particular va
riations programmed within a series 
of originally Identical comparative 
models. In this way the development 
of constants can be singled out 
and followed, and analogies and 
relations obtained. Planning, there
fore, by providing a structure and 
a program, consents to and effects 
verification.

page 54
PLANNING IN THE WORK OF ART 
The birth of the so-called work of 
art Is conditioned by two phases: 
that of research and that of plan
ning. These two phases that may 
follow on one to another are almost 
always interrelated as they evolve. 
This interrelation, under present-day 
conditions, causes the «work of 
art to be at one and the same 
time a model of research and an 
artifact (or an intervention) which 
can be enjoyed aesthetically: its 
author considers the two aspects 
as inseparable and this almost al
ways leads to a misrepresentation 
of the meanings of the research. 
Besides this case, however, a fur
ther four aspects can be singled 
out.

page 54
1) The « work of art» is only a 
research model or an agent of 
research. The planning of this 
model derives solely from func
tional need without any con
cession to hedonistic satisfac
tion or concern for its eventual 
entry on the market.

page 55
2) The « work of art» is a mod
el or an agent of research 
which can, however, be releas

ed through present-day commei 
cialized channels. The plannin 
of such a model takes thi 
reality into account; the wor 
therefore ends by having a buil 
in market utility.

page 56

3) The «work of art» is solei 
the repetition in series of a mod 
el of research to the ends c 
wider dissemination. Moreovei 
the researcher, whose work i 
not recognized, and consequent 
ly paid, as such, has a pos 
sibility of economic recover) 
The laws of the present-da 
market end, however, by almos 
entirely suffocating the positiv 
aspects of this dissemination.

page 56

4) The « work of art» is a prod 
uct realized and disseminate* 
in many exemplars to satisf 
the needs of a large number o 
consumers. It ranges from th* 
picturesque views sold by th* 
frame-maker, to images whici 
have been studied apposite!' 
for those who are unable ti 
understand the values of a re 
search but who feel the nee< 
for a « decor » in their homes

page 58
MODULAR PROGRAMMATION
The need and/or the possibility o 
constructing by means of the ag 
gregatlon of modular and prefab 
ricated components (intermediate 
products) seems to restrict expres 
sive possibilities. Planning b; 
means of systems of organizatior 
analogous to those of natural phe 
nomena consents to the extensior 
and enrichment of formal solutions 

page 63
PROGRAMMING OF IMAGE 
SEQUENCES
When the average spectator re
ceives messages composed of non
codified image sequences (codiflec 
messages here signifies solely al
phabetical ones or those limited b) 
ancient tradition to conventional 
signs), he is unable to understanc 
the mechanisms or the artifices, 
or the grammar of such messages



(or understands them in a confused 
manner), precisely because he lacks 
a grammar of images.
To give the spectator, or the 
person receiving the message, the 
chance of intervening directly, or 
even more simply, of being able 
to observe the mechanisms of 
the development of the image 
sequences, contributes, by involving 
him in some way, to giving the 
planning of the sequences a con
crete form.
Certain occasions have consented 
to the realization of projects in 
which the spectator was more or 
less directly involved in the se
quence programme.

page 63
The spectator does not inter
vene. but has the opportunity 
to perceive the coming into 
being of an «other» image 
determined by the continuity in 
integration of clearly identifiable 
self-sufficient images through 
devices of importance for the 
part they play in the realization 
of the programming of the 
images.

page 64
In a children's game the young 
consumer may intervene by 
personally planning the sequence 
of the archetypes (using mo
dular supports) which determine 
the development of the fable.

page 64
The spectator participates di
rectly in the evolution of the 
sequence of images and. also 
due to psychomotor condition
ing, becomes an integrating 
part.

page 64
LIMITATION OF EXPRESSIVE OB
SOLESCENCE
The apparent formal richness of the 
objects (seen from an overall point 
society produces in abundance, 
coincides in almost every case with 
their decline, also at a formal 
level. In fact, the limited durability 
demanded by continuous and pres
sing production needs that favour 
the rapid succession of fashions. 

inevitably determines their hasty 
production through superficial and 
approximative planning. This often 
resolves itself into a mere re-pro- 
posal or variation on a formal 
detail.
On the other hand, the consumer 
seems unable to evaluate this state 
of affairs because the continuous 
proliferation of superficially new 
and different forms prevents him 
from understanding and evaluating 
the single formal language.
This situation can be opposed by 
attempting to single out, in each 
case, the type of language suited 
to increase the durability of an 
object both in a temporal sense 
and in that of its fitness for adap
tation. By clarifying the type of lan
guage. the rules - that is to say. 
the methods of planning - are 
determined. The object which re
sults. thus has a didactic function 
too, at least within the limits of 
self-communication.

page 64
Interventions of a linguistic type, 
with the aim of extending the 
durability of projects conditioned 
by functional, technical and er
gonomic necessities.

page 66

Interventions of a linguistic type, 
with the aim of extending the 
durability of projects conditioned 
by the needs of communication 
or of « ddcor ».

page 68
EXPERIMENTAL PRODUCTION
The new. easy to use, machine 
fools, which simplify work and re
duce costs, without restricting free
dom and formal richness, also lend 
themselves to the production of a 
small number of exemplars; they 
are. therefore, an instrument of re
search. To these can be added 
those materials whose intrinsic pro
perties have not yet been recogniz
ed or utilized.

page 66
Objects for use - in metal, in 
wood, in glass, in marble ~ de
riving from researches into the 
possibilities of utilizing indus

trial techniques and present- 
day industrial tools in place 
of traditional handicraft execu
tion.

page 71

Objects for use deriving from 
morphological researches into 
the possibilities of intervention, 
by means of elementary oper
ations, tools and techniques, on 
semi-finished industrial products 
such as tubes, sections of metal 
or plastic material.

page 72

Objects for use deriving from 
research on a diverse or more 
appropriate utilization of semi
finished products such as la
minated plastic, cardboard, etc.

page 73
PRODUCTION IN SERIES
There is a growing tendency in the 
production in series consented to 
by the new techniques, to exclude 
manual intervention. From the pre
sence of the workman (who inter
venes both in the control of the 
machine tools in operations on 
semi-finished materials, and in the 
assembly of prefabricated compo
nents and in finishing operations) 
one passes to the situation in which 
he is no longer necessary (in that 
the objects are wholly determined 
by machinery, being moulded in a 
single piece or in parts to be as
sembled by the consumer himself). 
In this case the sole human inter
vention in the realization of a 
product ends by being that of 
the designer. This situation might 
seem to be a prelude to a utopian 
disappearance of work as an alien
ating condition.
In any case, the planning, by taking 
into consideration specific techni
ques, determines the entire pro
ductive cycle.
In certain cases planning may en
visage different realization tech
niques that will consequently lead 
to a variety of solutions.

page 73

Objects for use realized by 
means of successive working 
phases.
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page 75
Objects for use or furniture real
ized solely by moulding techni
ques.

page 78
Objects for use deriving from 
the same project, but realized 
only with moulding techniques 
or through successive working 
phases. The choice of realiza
tion techniques is determined 
by the relationship established 
between functional requisites, 
those dependant on how well 
the object lasts (both in the 
sense of time and on how serv
iceable it is) and economic 
ones (amortization of the ap
paratus required).

page 80
VISUAL COMMUNICATION
(as elimination of the superfluous) 
How comprehensible what we re
ceive visually is, varies with the 
level of codification of language 
used by the designer or available 
to him, or secondarily, to the extent 
to which the person to whom it is 
directed knows this language. 
Moreover, the message implicit in 
the appearance itself of each pro
ject can be subordinated to a 
further message whose content 
transcends the specifically visual.

page 80

Interventions in the communi
cation of meanings through cod
ified language and the elimi
nation of every superfluous im
age. There also derives from this 
relationship the premisses for 
the realization of the «coordi
nate image >» (that is to say. the 
constant recurrence of symbols 
and their correlations constitut
ing the significant image of a 
certain problem in all its 
aspects).

page 84

Interventions consisting in the 
communication of meanings 
through non-codified languages 
reduced to codifiable compo
nents solely.

page 86
Interventions consisting in the 
illustration of meanings through 
the breaking down and modular 
re-organization of images to 
establish continuity or duration 
of their effect on perception.

page 87

Intervention consisting in the 
construction of containers in 
accordance with the connection 
between the need to protect 
and the need to communicate 
what is contained.

page 88

Interventions consisting in the 
creating of supports for what is 
to be communicated or display
ed according to different degrees 
of visual superimposition.

page 90
CHILDREN'S GAMES
In designing anything that is to be 
produced for children's games, it 
must always be borne in mind that 
the state of infancy is the discovery 
of the surrounding world and from 
this, the formation of personal at
titudes. As intervention in this sec
tor inevitably involves conditioning, 
it is not to be undertaken except 
with the maximum of ethical invol
vement and didactic purpose. The 
interrelating of quality and utility, 
of renewability and freedom, thus 
determine the planning of a play
thing.
Today, for the designer, this type 
of intervention remains one of the 
few opportunities open to him to 
make a real contribution to the 
renewal of society.

page 90
Books for children who are still 
unable to read, on the cycles 
of nature, designed to provide 
an answer to the first «whys» 
without having to resort to banal 
childish language.

page 91
Games arising from inquiries 
into the child's capacity to 
create his own world and give 
vent to personal fancy in ab

solute freedom, the utility of 
this, and the need for it.

page 94
TRADE SCHOOLS
The actual schools of professional 
training attended by young people 
whose social conditions demand 
their rapid absorption into the la
bour forces, in addition to the 
teaching of handicraft skills, try, 
and they are not alone in this, to 
give some notions of general cul
ture. Nevertheless, the teaching of 
planning methods related to what 
the future executor will eventually 
realize with these skills is almost 
always completely lacking. Although 
this may appear to derive from 
inadequate scholastic structures (the 
impreparation of the teaching staff, 
time at disposal, etc.) in reality, it 
is caused by the more or less 
openly declared will to limit the 
preparation of those labour forces 
of which the present society re
quires only an executive-type con
tribution.
Within the limited possibilities of 
personal intervention, resistance to 
this state of affairs can be attempt
ed by trying to supply, in addition 
to the acquisition of manual skill 
and indispensable techniques, suf
ficient indications of method as can 
lead to a grasp of the real signif
icance of what has to be realized. 
A further intervention can be made 
by trying to pass on to the pupils 
those principles of research (re
jection of any cultural dogma, ver
ification through comparison of 
variations within originally identi
cal models, etc.) that will then find 
their echo at every level of their 
daily lives, in all their uncertainties, 
and in their cultural development. 
Three years teaching a course for 
graphic design assistants has allow
ed me to experiment this type of 
intervention. Whereas in the first 
year methods of planning regarded 
the images most suited to represent 
whatever is of service to the plan
ning of a visual communication, in 
the second, they concerned the 
techniques of documentation of 
what contributes to its realization. 
In the third year, an evaluation was 
made of the diverse and contrasting 
interests confluent in the realization
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of a manufactured product, and the 
social-economic implications that 
derive from these.

page 96
INTERVENTIONS FOR A MORE DI* 
RECT PARTICIPATION IN PRIORITY 
PLANNING
Our social conditions do not con
sent to an unequivocal realization 
of research activity as a useful con
tribution to social evolution: only 
what, at the level of verification and 
at that of planning, favours eco
nomic exploitation and therefore 
rejects collective utility, may be 
realized.
To claim that due to their cognitive 
and consequently didactic implica
tions, researches of this type can, 
today, be in themselves an effi
cacious contribution to rapid social 
change, besides being an illusion 
(as the experience of the last cen
tury has shown), helps to justify 
the ends of economic exploitation. 
On the other hand, active parti
cipation in collective subversive 
activity outside one’s particular pro
fessional activity (this being under
stood as an alienating, or, on the 
contrary, as dis-alienating activity) 
may lead only to intervention at 
the level of general problems, and 
not at that of particular problems 
(of category), in that interlocutors 
experienced in trade-union action, 
above all to the ends of protecting 
the reasons of research and there
fore of the school, are lacking today. 
(It is also true that the general prob
lems are a priority and that, in 
all events, contributing to their re
solution is a necessity, but as ex
perience of previous revolutions has 
taught us, defending the autonomy 
of research is particularly necessary 
today).
Consequently, if on the one hand 
research activity without compro
mise is impossible today, it is equal
ly necessary to pursue it, putting up 
with the inevitable incongruencies, 
so as to denounce the implications 
publicly and to promote that trade
union activity which does not exist 
today.
I have therefore sought to intervene 
in different ways, however confuse
dly for the context of the opportu
nities and professional requirements.

page 96

Interventions that utilize profes
sional « capacity» to experi
ment with the possibilities of 
integration in the sphere of prio
rity communications. Interven
tions that find no outlet for de
velopment because, up to now, 
those who should have been 
the real senders have not tak
en into consideration the pro
motion and successive utili
zation of this type of research.

page 98
Interventions that make use of 
professional «knowledge» to 
promote trade-union activity 
within the categories of '‘artists* 
and « designers».
Initially the interventions con
cerning the artists, restricted to 
those who were carrying out in 
some way analogous researches, 
tried to contribute to the collec
tive work both a method and a 
common ideology together with 
their promotion and defence: lat
er, and in a broader context 
they sought to give active en
couragement to provocative col
lective action.
The activities concerning the 
designers sought, in a more 
conservative context, to arouse 
awareness of the conditions of 
an occupation which is in clos
er contact than others al the 
decisional moment of economic 
exploitation.
This activity, carried on in group 
work, debates and various types 
of interventions, meets its great
est obstacles in the vexed pro
fessional competitiveness (both 
of artists and designers).


