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EDITORS’ INTRODUCTION

An ‘Epistemic’ Encounter
between STS and Design

The present publication contains a selection of the works presented at
the 5th STS Italia Conference, held in Milan from June, 12-14 2014. The
main theme of this STS Italia conference’s edition was the intersection
between Design Studies and Science & Technology Studies. The Conference
was the main event of STS Italia, the Italian Society for the Study of Science
& Technology and the 2014 edition was organized in collaboration with the
Design Department of Politecnico di Milano. Thanks to this cooperation, the
conference was a unique space for interdisciplinary encounters between
different scientific and intellectual milieus, which have interacted on very
practical terms, fostering a reflexive account both in Design and STS
practices.

In the last thirty years, the word ‘design’ along with all the practices that
compose this word have become more relevant and ubiquitous in our
societies. Today, design is often linked to new technological developments
and at the same time is conceived as a practice that gives meaning to
artefacts, services and experiences defining our everyday life. Thus, from
being just ‘styling’, design has become, in our artefacts-dense world, the
main practice related to the articulation of social relations through
artefacts; indeed, it is through the very act of articulating artefacts’ forms
and meanings that design shapes our social networks — either those brought
about by artefacts or those that make artefacts possible.

Because design is part of a complex network, it cannot be explained as
the result of independent rational choices carried out by isolated
individuals, whether designers, producers or users. Rather, design processes
are the outcome of collective processes in which humans and nonhumans
interact. For these very reasons, design has become of interest for Science
and Technology Studies, which have been assessing these networks of
humans and non-humans, giving way to innovation for the last 40 years.

Whether the reciprocal interest between these two fields is recent, as
shown by many publications (among others: Binder, 2011; Fallan, 2010;



EDITORS’ INTRODUCTION

Farias and Bender, 2011; Houdart, 2006; Ingram et al., 2007; Latour, 2008;
Latour and Yaneva, 2008; Shove et al., 2007; Storni, 2012; Suchman, 1987;
Wilkie, 2011; Woodhouse and Patton, 2004; Yaneva, 2009a; 2009b), the
overlap between issues of interests for these two fields emerged in the
more distant past with the development of IT, as witnessed by the well-
known Italian designer Ettore Sottsass, who in the 1960s collaborated with
the Italian computer manufacturer Olivetti on the Elea, one of the first
microcomputers:

It was immediately obvious in the first years in which | worked on the ELEA
that in the design of certain gigantic instruments, as electronic machines
were then, or in the design of groups of machines which have a logical and
operational relationship between each other, one ends up immediately
designing the working environment; that is, one ends up conditioning the
man who is working, not only his direct physical relationship with the
instrument, but also his very much larger and more penetrating
relationship with the whole act of work and the complex mechanisms of
physical culture and psychic actions and reactions with the environment in
which he works, the conditionings, the liberty, the destruction, exhaustion
and death. (Ettore Sottsass quoted in P. Sparke, Ettore Sottsass Jnr.
London: Design Council. 1982, p. 63.)

Although such an encounter could seem obvious since it literally follows
the order of things, it has not been simple or straightforward, nor can it be
taken for granted, in general and especially at the STS Italia Conference. As
it has been also noted by Paolo Volonté (2014) in presenting the conference
keynote lectures — which have been published on a special issue of the
journal ‘Tecnoscienza’ — we witnessed, indeed, to a meeting between two
‘epistemic cultures’, i.e. two ‘sets of practices, arrangements and
mechanisms bound together by necessity, affinity and historical coincidence
which, in a given area of professional expertise, make up how we know
what we know’, as clarified by Knorr-Cetina (2007, p. 363); or between two
‘epistemic communities’ (Haas, 1992; Akrich, 2010), each sharing policy
orientations on problems at stake and a technoscientific repertoire for
possible ways of solving them. In other terms, they represent different
‘machineries of knowledge construction’ (Knorr-Cetina 1999, p. 3). What
occurred at the STS Italia conference was encounters between different
practices, artefacts, references, values and ways of judging what is relevant
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and what is not, what can be taken for granted and what has to be made
explicit and must be justified and grounded, what is reliable and what is not.

Such an epistemic encounter has occurred — as the many thematic
sessions of the conference showed — in studying the more diverse subjects:
from communication tools to innovation processes, from robotics to smart
fibres, from workplaces to medical products or even the human body. These
proceedings bear the traces of all these differences and the slow
negotiations over them. In this sense, these proceedings can be considered
as an on-going preparation for a dialogue (or a clash) where each party
places its troops and studies the other, rather than dwelling on its ending
accomplishment.

The published papers reflect the heterogeneity of the conference in
terms of the specific themes considered, the theoretical frameworks
adopted and the epistemic perspectives owned by the different authors.
The six sections of this volume reflect the conference structure, and
together they draw a variegated picture of the topics and perspectives in
the encounters between two different ‘epistemic cultures’. Section 1
(Design, Social Innovation and Cultural Identities) reveals how recently
design has been seen as an instrument to create and sustain social change
and innovation stemming from local communities. The papers in this section
present case studies on social design and discuss its role in the creation of
both culture and (urban or local) identities. Section 2 faces the challenges
raised by the Digital Media and Knowledge Society. The rise of the
knowledge society has several implications in terms of, for instance, the
epistemological consequences of the availability of a large amount of data
and the social consequences of ubiquitous wireless networking. The papers
in this section analyse such implications from different disciplinary points of
view. Section 3—Design, Creativity and Processes—addresses the analysis of
design practices and creativity processes. The papers explore practices and
processes through which new artefacts and services emerge, become
stabilized and acquire a specific identity. The emphasis is on the
entanglement of human and non-human elements (material, symbolic,
sensorial, imaginative) involved in these processes. Aesthetics is a key issue
in design, traditionally linked to the physical and static aspects of a product.
Section 4 (Aesthetics, Narration and Critical Design) points out that
nowadays the ‘aesthetic’ appraisal of products and services can take into
account different aspects, linked to the temporal and expressive aspects of
interactive behaviours, or to the sustainability of the manufacturing process.
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This adds both a narrative and a critical dimension to aesthetics. The spread
of new manufacturing possibilities (i.e. rapid prototyping tools) is causing a
socio-technical paradigm shift taking place in the processes of
materialization and production of goods and services. Section 5, titled New
and Responsible Socio-Technical Paradigms, deals with this changing
scenario, where the relevance of sustainability and ethics in industry is
increasing. At the same time, there is a growing call for responsibility in
research and innovation activities. Finally, the last section (Health, Safety
and Wellbeing) deals with the STS analysis of design issues related to
healthcare, mobility, housing and work that affect the way services and
welfare take place. The emphasis is especially on the hybrid and collective
dimension of values, technological infrastructures and practices that re-
create social relations, communities and everyday life.

The published papers are a selection of the full papers submitted to the
Conference. These were already a selection of all the works (244 in total)
presented to the various tracks of the conference since many, by author
choice, remained just abstracts (available as documentation on the
conference’s website). The selection of the abstracts for the conference was
managed by the track convenors, while reviewing and the subsequent
selection of the full papers for publication in the present Proceedings has
been managed by the editorial committee. Each paper has been reviewed
by the editorial team and has been accepted on a few porous selection
criteria related to the desire to include different points of views and voices,
regardless of the main perspective adopted and the main disciplines of
origin. As a result, this publication contains 86 reviewed papers representing
a variegated and multi-perspective output of this encounter among scholars
coming from different fields and sectors but bound together by a special
sensitivity toward design processes and practices, materials, technologies
and the social and cultural issues imbricated into and through these
elements.

Given the huge work done and the several steps that brought to this
book, we need to thank several people that have directly and indirectly
contributed to the final outcome. First of all, we want to thank STS Italia
Board’s members Paolo Volonté, Manuela Perrotta, together with the
members of the conference’s scientific committee: Paolo Ciuccarelli,
Stefano Maffei, Giuseppina Pellegrino and Francesco Trabucco, for their
contribution in the design of the overall programme of the conference.

v
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Many thanks to the several convenors and organizers of the tracks at the
conference: they articulated the main theme into a multiplicity of subjects
and questions and have been responsible for the initial selection of
abstracts, as well as for feedbacks on the presentations during the
conference: Christophe Abrassart, Gabriele Balbi, Filippo Barbera, Davide
Bennato, Massimo Bianchini, Philip Boucher, Johanne Brochu, Johannes
Bruder, Attila Bruni, Roberto Cibin, Fausto Colombo, Michela Cozza,
Vincenzo D’Andrea, Antonella De Angeli, Greta Falavigna, Giolo Fele, Alain
Findeli, Peter Gall Krogh, Renaud Gaultier, Guido Gorgoni, Luca Guerrini,
Luca Guzzetti, Klaus Hadwiger, Christine Leuenberger, Eleonora Lupo,
Marina Maestrutti, Dario Mangano, Claudia Mareis, llaria Mariani Javier
Gimeno Martinez, Fabien Mieyeville, Francesco Miele, Dario Minervini,
Valentina Moiso, Alessandro Mongili, Francesca Musiani, Federico Neresini,
Guido Nicolosi, Joana Ozorio de Almeida Meroz, Tatsuma Padoan, Jean-
Patrick Péché, Giuseppe Pellegrini, Annalisa Pelizza, Enrico Maria Piras,
Giacomo Poderi, Sébastien Proulx, Gene Rowe, Philippe Silberzahn, Matteo
Tarantino, Simone Tosoni, Mauro Turrini, Thomas Vangeebergen and
Carolin Wagner. We are particularly grateful to the PhD School of
Politecnico di Milano that enabled this publication with its generous
financial support. Special thanks go to Stefano Crabu for his precious work in
publishing production.

Lastly we have to highlight that this is the first volume released directly
by STS Italia, under the label STS Italia Publishing, with the aim of extending
the scientific activities of the Society. The choice has been to publish the
papers with an open access policy, both to help the visibility of these works
and also to experiment alternative ways in scientific publishing and
therefore in what we can define our ‘epistemic machineries’.

Claudio Coletta (IUAV Venice)

Sara Colombo (Politecnico di Milano)
Paolo Magaudda (University of Padova)
Alvise Mattozzi (Free University of Bozen)
Laura Lucia Parolin (Ca' Foscari University)
Lucia Rampino (Politecnico di Milano)



EDITORS’ INTRODUCTION

References

Akrich, M. (2010) From communities of practice to epistemic communities:
health mobilizations on the Internet. [Online] Sociological Research
Online, 15. Available from: http://www.socresonline. org.uk/15/2/10.htm
[Accessed: 17th November 2014].

Binder, T., De Michelis, G., Ehn, P. Jacucci, G., Linde, P. and Wagner I. (2011)
Design Things. Cambridge MA: MIT Press.

Farias, |. and Bender T. (2011) Urban Assemblages: How Actor-Network
Theory Changes Urban Studies. London: Routledge.

Haas, P.M. (1992) Introduction: Epistemic Communities and International
Policy Coordination. International Organization, 46 (1), 1-35.

Houdart, S. (2006) Des multiples manieres d'étre réel. La représentation en
perspective dans le projet d'architecture. Terrain, 46 (1), 107-122.

Ingram, J., Shove, E. and Watson, M. (2007) Products and Practices: Selected
Concepts from Science and Technology Studies and from Social Theories
of Consumption and Practice. Design Issues, 23 (2), 3-16.

Knorr-Cetina, K. (1999) Epistemic Cultures: How Scientists Make Sense.
Chicago: Indiana University Press.

Knorr-Cetina, K. (2007) Culture in global knowledge societies: knowledge
cultures and epistemic cultures. Interdisciplinary Science Review, 32 (4),
361-375.

Latour B. (2008) A Cautious Prometheus: A Few Steps Toward a Philosophy
of Design. In Hackne, F., Glynne, J. and Minto V. (eds), Proceedings of the
2008 Annual International Conference of the Design History Society —
Falmouth, 3-6 September 2009. Boca Raton: Universal Publishers.

Latour, B. and Yaneva, A. (2008) Give me a Gun and | Will Make All Buildings
Move: An ANT's View of Architecture. In Geiser, R. (eds.), Explorations in
Architecture: Teaching, Design, Research. Basel: Birkhauser.

Shove, E., Watson, M., Hand, M. and Ingram, J. (2007) The Design of
Everyday Life. New York: Berg.

Storni, C. (2012) Unpacking design practices: the notion of things in the
making of artifacts. Science, Technology and Human Values, 37 (1), 88-
123.

Suchman, L. (1987) Plans and situated actions : the problem of human-
machine communication. Cambridge: Cambridge University Press.

Volonte, P. (2014) Design Worlds and Science and Technology Studies.
Tecnoscienza: Italian Journal of Science & Technology Studies, 5 (2), 5-14.

Vi


https://scholar.google.com/citations?view_op=view_citation&hl=it&user=0BAA-JYAAAAJ&citation_for_view=0BAA-JYAAAAJ:zA6iFVUQeVQC
https://scholar.google.com/citations?view_op=view_citation&hl=it&user=0BAA-JYAAAAJ&citation_for_view=0BAA-JYAAAAJ:zA6iFVUQeVQC

Stn
A Matter of Design|Proceedings of the 5th STS Italian Conference )J_@!ff?

Wilkie, A. (2011) Regimes of Design, Logics of Users. Athenea Digital, 11 (1),
317-334.

Woodhouse, E. and Patton, J.W. (2004) Design by Society: Science and
Technology Studies and the Social Shaping of Design. Design Issues, 20
(3), 1-12.

Yaneva, A. (2009a) Made by the Office for Metropolitan Architecture: an
Ethnography of Design. Rotterdam: 010.

Yaneva, A. (2009b) Making the Social Hold: Towards an Actor-Network
Theory of Design. Design and Culture, 1 (3), 273-288.

Vil






St’.
A Matter of Design|Proceedings of the 5th STS Italian Conference )i,@,“@

SECTION |

Design, Social Innovation,
and Cultural ldentities






Stn
A Matter of Design|Proceedings of the 5th STS Italian Conference )J?ﬁ“?

Diachronous Dilemma: representing
American hegemony in three centuries of
attitudes to design

Ted CAVANAGH"

Dalhousie University

This paper contends that the historiography of balloon-frame
construction is a metonym of the historiography of the national design of the
United States. At various points in time, balloon-frame construction has been
promoted, debased and/or described in a matter of fact way. This paper
surveys hundreds of nineteenth century accounts of balloon-frame
construction and analyses its origins based on Brian Stross’ cycle of hybridity.

It originated in a process of continuous refinement and combination. In
the middle decades of the twentieth century, Sigfreid Giedion’s view held
sway. Balloon-frame construction was celebrated as a particularly American
root of modernism. In today’s pluralist times, balloon-frame construction
again stands in for a particular view of national design history. Hybridity and
the social construction of technology have deep acceptance in our era of
globalism and overlapping cultures. In this and many other ways, this method
of construction represents the view that Americans have of themselves and
their design, a view of national design that shifts over time.

Keywords: Balloon frame; national design; social construction of technology;
innovation; technique; dialogic; exceptionalism; multicultural; hybrid

Introduction

North Americans build their houses with wood using a construction
method that is unique. Or rather, it was unique and is now spreading across
the world as with many other American ways of doing things. In the
nineteenth century, North Americans developed this way of building as the
country itself was developing — forged by the hybridization and creolization
of immigration. This paper contends that the historiography of balloon-

* Corresponding author: Ted Cavanagh | e-mail: ted.cavanagh@dal.ca
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frame construction —its roots, its development, its leveling influence, and its

global hegemony —is a metonym of the historiography of the United States.
An aspect of national design that is truly representative of a culture —a

habitus that changes over time as the U.S. itself changes.

Figure 1 The balloon frame being erected in the 1940s. Built with 2x4 inch
dimension lumber, cut and butt-jointed and fastened with nails. The
structure is redundant and each joint is reasonably solid such that the
entire system has a statistical probability of sufficient bearing capacity.

This analogy works at least two levels, those of fact and interpretation
or, in other words, of description and analysis. And, as you might imagine,
since this technique stands in for the entirety of American building culture,
the interpretations are contested mightily and the facts are selected to suit
the interpretations. As discussed below, its roots hinge on the interpretation
of historical accounts of the first days of Chicago either as invention or as
‘closure’ described in the social construction of technology (SCOT) (Pinch
and Bijker, 1985). Its development is either deterministic technological
adoption or a more gradual road to technological domination described in
the SCOT. Its leveling influence is part loss and part gain. And, like
Benjamin’s quote about architecture: ‘This is most obvious with regard to
buildings. Architecture has always represented the prototype of a work of
art the reception of which is consummated by a collectivity in a state of
distraction. The laws of its reception are most instructive’ (Benjamin, 1976).
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DIVERSITY HOMOGENEITY

REFINEMENT COMBINATION REFINEMENT

horizontal log

braced frame

I balloon frame

shanty

I chicago frame light-wood frame

poteaux sur sole

I platform frame

poteaux en terre

COMBINATION - with other practices? «

Figure 2 The cycle of hybridity diagram for the balloon frame showing examples of
some of the root ethic traditions on the left — notched horizontal log,
diagonally-braced heavy timber frame, a shanty bricolage of available
materials, and two forms of vertical log either on sills or in earth palisade.
Notice the tendency to refine technique in competition or by assimilation.
Refined techniques are susceptible to combination. After all forms of light
frame combine there is ‘closure’ and ‘stabilization’ as in the SCOT.

The evidence of construction is submerged behind finished appearances,
influencing other building techniques, promoting a distracted way of
experiencing buildings. This way of doing things is spreading worldwide.

Considering roots

The balloon-frame method of wood frame construction is a clear
metonym of the history of nineteenth-century United States. In North
America, the interaction among multiple cultures has long contributed to a
creative tension that spawns innovation. The balloon frame is an example of
this plurality leading to a singular form of construction unique to North
America. The balloon frame is considered a convention —a culturally—
constructed procedure that circumscribes the practice of designers and
builders. The introduction of the balloon frame did represent a decisive
change in how people built their houses. There are no ‘missing links’ to
discover and no simple lineage to connect the wood-building techniques
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and materials of the 1780s with those of the 1880s. Its technique was a
product of broad cultural possibilities and the cumulative effort of many
builder-innovators. Innovative revisions to construction practice were
introduced continually, but accepted unevenly — variations of building
technique (such as the continued use of heavy timber for sills) occurred into
the last decades of the nineteenth century. All this happened in a context of
sweeping cultural change that made it both possible and acceptable.

In the 1840s and the 1880s, both Margaret Fuller and Frank Lloyd Wright
interpreted situation around them with the eyes of a recent arrival (Wright,
1977). Their diaries describe a creative tension in apparently neutral
buildings and ordinary landscapes. In an 1843 account of a landscape
(contemporary with the transformation of house-building practice due to
the introduction of the balloon frame), the philosopher and journalist
Margaret Fuller recounted a delightful anecdote describing Midwest
settlers. With Voltaire and rattlesnakes, Norwegian peasants and French
milkmaids, bookish landlords and coureurs-de-bois, it was a cascade of
cultures, encounters, overlaps, and hybrids.

‘He showed us a bookcase filled with books about this country; these he
had collected for years, and become so familiar with the localities that, on
coming here at last, he sought and found, at once, the very spot he wanted.

There is that mixture of culture and rudeness in the aspect of things as
gives a feeling of freedom, not of confusion. The young ladies were
musicians, and spoke French fluently, having been educated in a convent.
Here in the prairie, they had learned to take care of the milk-room, and kill
the rattlesnakes that assailed their poultry yard. Beneath the shade of heavy
curtains you looked out from the high and large windows to see Norwegian
peasants at work in their national dress’ (Fuller, 1844).

Similar cultural circumstances were found in the city. ‘In 1843 Chicago’s
first census counted 7,580 residents. ... Chicago was polyglot, its population
‘derived from every nation under heaven’ (Havinghurst, 1962). Chicago
continued the American tradition of the polyglot city on the frontier. Not
only the frontier was polyglot. Social histories of labour and immigration
show that ‘the creation of compound identities has been a highly significant
aspect of Americanization as a social process’ (Kammen, 1993).

Buildings are interesting windows on history. Each historical construction
technigue manifests a specific ethnicity such that buildings are individual or
hybrid cultures frozen in time. It is evident that some builders were
resistant, some combined different cultures, and some allowed easy
penetration of new building materials. As predicated in the model, the cycle
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of hybridity (figure 2), builders refined the ‘parent’ construction practices
just prior to the balloon frame (Stross, 1999). Then, once the hybrid was
initiated and its new properties emerged, there was a process of testing,
establishing practice, and removing difference. The ‘initially (perceived as)
heterogeneous hybrid becomes progressively more homogenous through
such processes as adapting to the environment, adopting formats, adapting
conventions, creating rules, generating traditions...” (Stross, 1999).

There was an unprecedented demand for houses in the Midwest in the
early 1800s and this hot economy ‘fast-tracked’ the development of balloon
frame. Similarly, the diversity of cultures in the Midwest in the early 1800s
was unlike that seen anywhere before. This diverse ethnicity led to a
diversity of construction practices, more varied than elsewhere. This
multiplied the SCOT concept of ‘relevant social groups’ beyond roles to
include ethnicity (Pinch and Bijker, 1985). This diversity created a huge
vocabulary of available building techniques. When combined with the
incredible demand, this created an environment where all these techniques
were competing for primacy. Each was refined for mass production and, in
the act of refinement, they became predisposed for combination with each
other. Eventually, the balloon frame was assimilated out of these practices
and became the technique of choice; ‘stabilization’ in terms of the SCOT.

There are important counter-tendencies to the homogenizing effect of
hybridization. One is the resistance of locality under the circumstances of
concentrated settlement or occupational concentration. Often, in the
United States, ethnically-defined influence does not halt once the language
disappears or the work customs no longer resemble those of the homeland,
as long as some culture-forming community remains.

The immigrant culture itself [can come] to define that of the class or
locality it enters. ... National culture and economic constraints set
outer limits on the range of local variance, but within those limits, ...
local ways of doing things, develop, continuously evolve, and
reproduce themselves in socializing agencies... [that] construct rules
for conflict, and styles of resolution.

This issue echoes a present-day concern about local culture being
subsumed by homogenizing global forces. Pluralism of place makes local
variation a powerful addition to historical theory, resistant to the
hegemonic power of capital or modernization (Conzen,1991).
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Figure 3 Chart of 136 references to types of construction in Illinois and Missouri
organized by decade and percentage of total. Notice the general decline of
the three log types and the increase of the two frame types. Hybrids are
significant during the 1830s.

Immigrant-constructed culture can embed and reproduce itself in the
culture of the broader local community, sometimes becoming the local
‘charter’ culture by establishing itself in areas of life influenced by local
choice (Breen, 1984). As late as 1842, the local Franco-American ‘charter’
culture in Margaret Fuller’s lllinois landscape included the French language,
convent education, and genteel musical accomplishment (Fuller, 1842).

Diverse ethnic building practices form a set of fuzzily distinct practices
early in the nineteenth century. Gradually, these practices hybridized,
continued to have local influence, or were adopted into wider practice. In
terms of the balloon frame, however, these counter-tendencies are latent,
dormant, or non-existent (figure 3). As each constituent technique was
refined in order to compete with others to become preeminent, in its
refined form it became more susceptible to combination with its
competitors. Thus, a diversity of construction technique became
homogeneous and resistant to further combination through hybridization.
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Beyond hybridization, other concepts can be used to analyze the
nineteenth century accounts of this design innovation. For instance, house-
building is an industry with rural roots like other forms of capitalism.

Nineteenth-century builders were domestic manufacturers and then
itinerant entrepreneurs. Furthermore, each historical construction
technique manifests a specific ethnicity such that buildings are individual or
hybrid cultures frozen in time. Some builders were resistant, some
combined different cultures, and some allowed easy penetration of new
building materials. In all these ways, balloon-frame construction is a clear
metonym of the history of nineteenth-century United States.

The development of the balloon frame is a story of an original
heterogeneity, one that North Americans need to maintain as part of their
collective cultural and technological memory. E pluribus unum is founded in
diversity: cultural, technological, and ecological. It is also the story of
increased standardization and the loss of these diverse building techniques.
By the late nineteenth century, the balloon frame was the predominant way
of building a home in the United States.

Rising hegemony

Modern historians such as Sigfried Giedion and Daniel Boorstin find in
the balloon frame a quintessentially American story of invention (Gideon,
1939; Boorstin, 1965). They place its invention precisely in a particular
Chicago building. | have argued elsewhere why this cannot be so (Cavanagh,
1999). However, while the documentary evidence does not support the
story of invention that collected by Walker Field and Paul Sprague it does
suggest that Chicago might have been the first place the balloon frame was
recognized in any predominantly English-speaking settlement despite the
fact that it had been in use for some time (Field, 1942; Sprague, 1981).

In the mid-twentieth century the balloon frame was idealized by Sigfreid
Giedion as an original example of modernism. It has been assimilated into
simple historical accounts. It has been overblown in stories of Yankee
ingenuity, American exceptionalism, and vulgar negligence. Within a year of
his arrival at Harvard, he and his student, Walker Field, found a hero,
created a story of invention, and promoted a new origin in 1832 Chicago.

This new history supported a particular heroic view of modern
architecture, a view of history prevalent in the twentieth century. Today, it
can be seen as a diachronic example of closure; rather than an invention it
was a stabilization of technique in 1832 and a stabilization of architectural
history just over a century later (Pinch and Bijker, 1985).
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There are two stories of the balloon frame: one is the historical
reconstruction of its origins, the other is the history of the advocacy for its
invention. Sigfried Giedion, a ‘modern’ twentieth-century historian, is
important to both. Almost single-handedly, he established the significance
of this construction technique to U.S. architectural history. He uncovered
substantial, if circumstantial, documentary evidence and he projected
contemporary practices back on to ‘pre-modern’ times. He advocated a
radical change in construction authored by one creative individual. This
‘modern’ history of the balloon-frame credit its invention to a heroic
individual, either George Snow and/or Augustine Taylor and situate it in the
first year of the city of Chicago. Walker Field wrote the most extensive
account of the balloon frame as an invented system in 1942. He credited an
earlier article by Sigfried Giedion attributing ‘the honor to George
Washington Snow of Chicago. Thus, Giedion restored the lowly balloon
frame to academic architectural circles, and appeared to have solved the
problem of its birth for good.’

He and the many, many subsequent histories of Chicago and historical
surveys of American Architecture disregard the fact that there is no extant
evidence and no deeds, contracts or descriptions recorded about any novel
building process. Despite the attempt by subsequent historians such as
Daniel Boorstin and Paul Sprague to describe one man as an ‘inventor,” he
was entirely constructed from external conditions — his creativity from his
Yankee culture and his necessity of invention from encounters with an alien
environment and a booming economy. These arguments for an ‘inventor’
are a forced construct that has been refuted in detail elsewhere.

Gideon’s account has become a cornerstone of an extensive advocacy
for its invention. As historians, Field and Giedion depended on documentary
evidence. Rather than their explicit argument for invention, unknowingly
they were collecting evidence that can be used in revised history of the
balloon frame where this historical moment in early Chicago is a moment of
closure. They were also instigators of the contemporary understanding of
the origin of the balloon frame making them advocates for a cessation of all
further history, a rhetorical closure par excellence. After all, the end of
history was the modernist project in national design.

The virulent attacks on my dismantling of the story of its invention are
only one of the many pieces of evidence that suggest there are vested
interests on the part of producers and historians who depend on the
perpetration of the myth of its invention. The meaning of ‘invention’ is
much more contested than it was fifty years ago when everyone assumed a
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heroic view. Similar to the view of the majority of the public today, all
historians used to consider ‘invention’ as an act of a creative genius, often
by one man at one instant of time. Certain inventors epitomized this heroic
view and have become well known for the new things they discovered;
people like Alexander Graham Bell invented the telephone and went on to
apply his genius to improve hydrofoils and aeronautics. Bell and outstanding
individuals like him provide a driving creative force usually associated with
technological invention. Historians that concentrate on the role of the
heroic inventor assume that most ‘technological change can be brought
about by the ‘break-away’ action of non-conforming individuals and that
communal regulations and restrictions impede the enterprise of such
individuals.” This has been an important, but is by no means the sole way to
instigate technological innovation.

In the field of construction, invention is difficult to pin down. Buildings
are sophisticated assemblies and any invention revising the whole is
complicated. Some firsts are hard to define, as in the first skyscraper; and
even new construction processes such as those found in the 1880s
skyscrapers of the ‘Chicago School’ are not singular advances but are
composed of a series of innovative techniques, created by different
architects, working together for the first time (Haag Bletter, 1987). There
are further examples of the necessity of ‘interpretive flexibility’ in the social
construction of technology in building construction (Pinch and Bijker, 1985).
Particular techniques such as float glass and components such as elevators
are more likely subjects of invention (though Otis only designed a
revolutionary safety brake rather than the entire elevator) (Leslie, 2004).
Building is a creative and, in the best instances, an innovative act. However,
the invention paradigm applies less to construction than most other areas of
technology.

The massive system

The balloon-frame construction system has remained preeminent for a
long time, over one hundred and fifty years. Over that time, what was once
a technologically diverse set of methods used to produce wood and
construct buildings has been reduced to a single possibility and, if an
analogy to biological diversity holds, then the housing industry has lost its
technological resilience. The result is a strong vertically integrated forestry
and construction industry, creating a massive system of wood production
that ties our forests to our singular method of construction (Hughes, 1989).
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Specific varieties of trees are farmed in plantations for their suitability
for construction. Our forests are rapidly decreasing their biological diversity
to suit the housing industry. Add to this the singular insistence we have
about building houses with wood, and this massive industry now tailors
everything from the planting of trees to the marketing of houses. Thus a
lack of diversity of technique leads to a lack of diversity in our landscape.

The integration of the industry happened in an unusual way. Since
housing was built by thousands of small building contractors, construction
developed pervasive standards and norms rather than centres of
production. It connected forestry to the consumer by standardizing the
contractor’s building technique rather than by collecting building production
under a factory roof. Wood frame construction as it is built today is almost
entirely resistant to change or innovation. This is particularly striking when
one considers constant revisions to materials and techniques that have
typified the last two hundred years. It is resistant to change in an interesting
way. It has assimilated minor variations of production such as air-powered
staples, small changes in standards such as air tightness, or revisions of
consumer preferences such as energy efficiency. As a result, change is
incremental rather than systemic, and the integrity of the overall system
remains unchallenged. Aside from this, the system is unresponsive, similar
to all massive and vertically integrated industries.

Our system of construction is being exported. It is surprisingly successful
in other countries despite the impediments of local custom and adverse
regulation; it is even making inroads in Japan and Norway, countries with a
wood-rich heritage of building. This is not only due to its inherent
efficiencies, but also to its integration with North American forestry
production (Cavanagh and Kroeker, 2004). Industry sees light wood frame
construction as the leading edge of a marketing initiative. North America is
pressuring other countries to adopt this way of building in order to create a
demand for its forestry products. Many national building regulations and
standards such as grading of wood are labelled as trade barriers, and
countries are forced to accept global (often North American) norms. Thus,
the system is invasive, resists change, and breeds uniformity in both building
and landscape. In fact, as this way of building is exported around the world,
it arrives as a massive technological system, controlling everything, a
massive system with many controls such as the forced plantation of invasive
species in the North American landscape and the uniform height of rooms in
the houses we live in.
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The industry remains rooted in the construction practices of the
nineteenth century. The balloon frame depends on a set of parameters that
suit the century of its inception. In a time of plentiful materials and scarce
labor, it improved the economic use of wood over its whole wood
predecessors. However, it has resisted change based on similar transitions.
For example, it has not been revised to suit the faster growing plantation
wood and more rigid wood composites prevalent today. Plantation wood is
less dense, less strong, and less stable than wood harvested in the wild
changing the material qualities of lumber significantly. Wood composites
contain oriented wood fiber in a resin medium, not just a change in material
quality but a change in material. The properties are fundamentally different,
not a question of degree but of kind. The introduction of sophisticated
computer-driven machinery to build roof trusses replacing rafters, the most
complex part of wood framing, has caused no revision to the system. They
are simply substituted one for the other. These new materials and new
techniques might indicate some larger trend, the possible end to the period
of plentiful material and the beginning of computerized framing.

In the middle decades of the nineteenth century, just as construction
was undergoing its last major revision, beams and posts disappeared inside
the walls and ceilings of our houses hid the technological improvement of
the supporting structure and building process. Like many contemporary
products, the very process of manufacture and the marks of the craft of
assembly are concealed, hidden behind painted drywall and siding. It takes a
trained eye to distinguish between a plaster wall and one made with
gypsum wallboard. Similarly, the limitations and constraints of our only
method of construction have receded well below our conscious awareness.

The individual appearance of houses becomes an adding on of
decoration, adding difference. Houses are apparently individual but
essentially the same. This attention to decoration can be explained as an
attention to style, individual differentiation of applied decoration expressing
a range of cultural and individual preferences.

The pluralist return

The determinist and modernist reading would be to assume that
contemporary practices are the culmination of centuries of testing and
exploration leading to a refined and efficient way of building in wood.

However, current habits of building are not inevitable. Its use has
become so customary that we rarely consider alternatives. It is so
ubiquitous that it is rarely drawn or detailed in the construction contract — it
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is an assumed common practice. This is merely part of a lack of awareness
that has contributed to its habitual use.

Building technology does not necessarily lead to uniformity. History
demonstrates that increased industrialization of material supply and
distribution developed new standards that were often necessary, but
sometimes just convenient and arbitrary. For instance, plywood and other
sheet goods were introduced with dimensions to suit the standard spacing
of wood frame, dimensions not based in any material advantage for the
plywood. Some arbitrary standards have wider impact, just as a twelve-foot
width of carpeting often limits the size of living rooms, so does the
consistent eight-foot length of the wood stud confine us all to live our lives
in rooms of uniform height. We are willing to accept a uniform eight-foot
ceiling height in almost every room in every house in the country simply
because those that supply building materials and construct houses convince
us that this is common sense. After all, they say, we all stand about the
same height and these taller rooms would be more expensive to heat; why
do we need different ceiling heights? As a result, we have been persuaded
to care more about plan arrangements and total floor area of houses than
their volume and spatial variety. This underlying unconscious assumption
that all rooms are the same height is surprising given a cultural emphasis on
individuality; one would expect a diversity of spatial living experiences.

Today, nineteenth century stories of hybridity are revived as part of a
diachronic, contested, multicultural view of what constitutes national design
in an era of globalism. This paper represents this current pluralist view. The
reasons for this return to a pluralist interpretation of its origins are to be
found in the reinforcement of the idea that it might have been otherwise,
balloon frame was not the inevitable technological result for building
houses. Instead, the diversity of historic building practices might be
reinvested in contemporary practices to make them more diverse and
perhaps, more responsive and more resilient.
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Design Practice: Making Beyond Borders
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What does it mean to be British or French when the design processes we
engage in are not as local as we imagine? Contemporary maxims such as
‘think global, act local’ simplify the complexity of design. This paper analyses
historical design practices and concepts of being modern to create a new
understanding of the creation of national and individual identity. It asserts
that the design practice process is central to creating both national and
individual identities with construction and consumption as key points, linking
the individual and their larger society.

The design practices of middle-class British women used in constructing
their identity through home sewing in the interwar period will be set against
the complex, international changes led by modernity. Asked will be how
‘local’ were design practices, when various non-British factors were leading
to changes in media, manufacturing, and retail; and as these factors were
creating variations in modern taste, to what extent did they cause national
identities to be less ‘local’ and more globally influenced? In light of these
variations, historians must question what the boundaries of national identity
are as defined by design, and what must be questioned in our understanding
of design practices and its history.

Keywords: Design; identity; design practice; nation-state; home sewing

Introduction

The development of the nation-state and the individual can, through
design practice, be understood as parallel experiences that were formed by
conditions of modernity, specifically where identity and shifting boundaries
intersected. Location, practice, the impact of science, technology, the
economy, and politics—all have a bearing on the socio-cultural
development of a society and individual, and design is firmly entrenched in
both. In this paper design practices by the individual will be the framework
for understanding the role of science and technology in the development of
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a national design identity. This paper, based in part upon my doctoral
research, will analyse the construction of national design identities through
the middle-class British women’s construction of their identity using the
practice of home sewing in the interwar period, set against the complex,
international changes led by modernity. It will look at what makes a nation-
state, where and how design history fits into that narrative, and how
globalization has impacted our ideas of a nation-state while addressing
concepts of practice and location through home-sewing.

This parallel between the idea of the nation-state and design history is
based upon the premise of their similar changing boundaries and complex
make-up. A nation-state is unified by commonalities of culture, customs,
goals (economic/political) and history, as is design, yet they are both
impacted by change. In this paper they are linked through the creation of
identity. ‘The modern state developed new technologies of its own to build
up, configure, manipulate and mobilize that sense of ‘national identity’.

Therefore, when we write about almost any kind of human cognition,
behaviour or activity, we are (or should be) writing in part about ‘national
identity’—and vice versa; [they] also act to construct our national identity.’
(Mandler, 2006, pp. 272-273) We also typically regard both histories
through major events/iconic designs, or important figures/designers. Events
that shift our interpretation of either may be political or technological, but
academically we interpret our understanding either through the same
means. Both have historical boundaries that shift in large part due to either
internal strife or international influence. Today, globalization is a key factor
in the evolution of the nation-state. For design history it is important that
we look at what these ‘shifts’ are made up of, and their impact on practice.

The boundaries, events and conditions may change, but their nature and
impact do not, therefore, using practice as our framework we can better
understand the link between the development of the nation-state and
design history.

Methodology

This paper will first examine the characteristics of the nation-state and
design history, from both historical and contemporary perspectives. It will
explain how design history functions and how it relates to the nation-state.

Identities, both individual and national, are not only linked, but are
related to concerns of boundaries, location and community. They are
impacted by access to technology and its outcomes, and the ability, need, or
desire to move across real and imagined boundaries. Through a visual
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analysis and reading of objects, images and text, and their interplay with the
individual process of home sewing, the link between the individual and
national identity will be forged.

Importantly, the role of design as a practice will be used to investigate
where individual and national identities intersected through everyday
design practices. The process of design, specifically home-sewing, will be
utilized as an investigation of that intersection demonstrating how global
influences impacted the individual and local access, along with subsequent
decisions. This will be evidenced through technology, retail and mass media;
lastly where Britain, which was in a period of great social change, stood in
relation to other European responses to modernity.

Discussion: The Nation-State

It has been stated that whereas ‘nation-state’ once referenced a place of
birth it is more recently that, ‘the nation-state, even national consciousness,
is a result of a deliberate effort to mobilise economic and social resources in
the pursuit of large political aims’(The Economist, 1990, p. 73). However
historian Eric Hobsbawm notes that ‘nations exist not only as functions of a
particular kind of territorial state or the aspiration to establish one—broadly
speaking... but also in the context of a particular stage of technological and
economic development’ (1994, p. 10). Design reflects the conflation of these
ideas. In relating the development of the Serbian design identity, Branislav
Panteli¢ states that the idea of a nation is created through a mix of
language, migration, settlement patterns, myth, beliefs and customs which
have no real regard for political borders (2008, p. 131). ‘The story of the
nation, woven from episodes in history and legend and often blurring the
distinction between fact and myth, provides a semblance of historical
authenticity and is accepted as indisputable truth and testimony to cultural
continuity.” (ibid., p. 131). The shifting boundaries of design history and that
of the nation-state share similar conditions. Thus, the dissection of actual
behaviours through practice can lead to the dispersion of myth and a better
understanding of the intersection of identity and practice, both individual
and national.

Further, one can link the terrain of the individual to the terrain of the
nation state through its relationship with those entities or conditions which
surround it and to which it must relate. As Hobsbawm notes the nation
‘is...the product of particular, and inevitably localized or regional, historical
conjunctures’ (1994, p. 5) yet, he states further, ‘official ideologies of states
and movement are not guides to what is in the minds of even the most loyal
citizens or supporters. We cannot assume that for the most people national
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identification—when it exists—excludes or is always or ever superior the
remainder of the set of identifications which constitute the social being’.
(ibid., 1994, p. 10) As Anderson has defined national identity ‘it is an
imagined community...It is imagined because even the smallest nation will
never know most of its fellow-members, meet them, or even hear of them,
yet in the minds of each lives the image of their communion. (2006, p. 6) We
link abstract concepts of national identity through individual, yet common,
practices. This struggle between individual and nation and public and
private is a pivotal aspect of home sewing in Britain between the wars.
Embattled by the war, the domestic front signified safety in tradition, and
did not rest easily with the modern.

Design History

Science and technology reach everyday lives through design, each
reflecting the capacity of society to evolve. Design is used to create identity,
and the ability to do so is affected by this potential. It is this relationship
that creates a direct link between nation-states and design. Brinkman
states, ‘Culture evolves with the evolution of knowledge which in its
application appears as technology. Technological advances, as a process of
economic development relate to the core of culture and accounts for the
dynamics of culture evolution’. (2008, p. 426) Hence ‘nations and their
associated phenomena must therefore be analysed in terms of political,
technical, administrative, economic and other conditions and requirements’.
(Hobsbawm, 1994, p. 10)

These are all factors that are related to consumption as well, particularly
in the interwar period when mass production was on the rise. Less
expensive goods, new job markets and social opportunities made the
potential to have more possible, and in turn created new reasons to have
more. Consumption and design go hand-in-hand, as stated by Clark that
‘aesthetics, taste and design are drivers in consumption, just as they are the
construction of identity’, (2009, p. 258) and construction requires
production. We see this idea of the machine being linked to our lives and
society continued today as is reiterated by Gonzaga, ‘through desire,
machines connect or conjunct with other machines to form new machines
and assemblages, production life itself-affects, signs, values, relations
multiplicities, subjectivities, lines of rigid segmentarity, lines of supple
segmentarity, and material and immaterial flow of all kinds...the producer
and the product are both the products of machinic production’ (2009, p. 4).
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Through a growing consumer society the boundary between relations of
man and machine are no longer separate, just as the physical boundaries of
a nation-state are not fixed to one notion, but linked to the varying factors
which create it.

Location

This idea of place and space is central to the concept of a nation-state,
and the creation of one’s identity. When we attempt to define a nation by
its geographic boundaries, they are frequently challenged or changed,
therefore a different interpretation is required. In this research place is
defined by the practices and relationships between objects, individuals and
larger social groups creating not only a physical location but a way of
managing one’s world, via identity, memory, the temporal; the negotiation
of real and imagined boundaries. Place becomes space by the actions which
occur there, making requires movement, both intellectual and physical, and
design is a process of actions. These actions and relations are determined by
location and propriety, as Mayol states that, ‘the neighbourhood thus
appears as the place were one manifests a social ‘commitment’; in other
words an art of coexisting with the partners (neighbours, shopkeepers) who
are linked to you by the concrete, but essential, fact of proximity and
repetition...propriety...is at the level of behaviours, a compromise in which
each person, by renouncing the anarchy of individual impulses, makes a
down payment to the collectivity...the dweller becomes a partner in a social
contract that he or she consents to respect so that everyday life is possible’.
(1998, p. 8) These accepted commonalities of practice, both public and
private, ideally, allow a nation to live together and evolve. Home sewing is
both a public and private practice, which requires a network of people to
both learn from, purchase from and interact with to create, not just an
individual identity, but one that allows the owner to function in their
community. If, as de Certeau and Giard state, ‘a culture is judged by its
operations,’ (1998, p. 254) then who we are is defined as much by where we
are as by propriety, the rules of negotiating the space.

This idea of the British home and its boundaries was particularly
important during the interwar period when domestic practices and social
boundaries were changing. The conditions of modernity in interwar Britain
were of rapid change on the technological, social and political fronts and the
subsequent impact on women was enormous. The boundaries were no
longer just physical walls of the home or of the neighbourhood but outside
influences that were less tangible. They were at odds not only with other
European identities, the foreign, the left, but the influences of ‘new
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cultures’ forsaking tradition and an era when Britain ruled. It was being
lured by the mass production possibilities of the machine-driven United
States and its glamorous world of Hollywood. After the war Britain was
reeling from the number of men lost in WW!I and the need to acclimatize to
having the returning soldiers back, which included their desire to move
women from the work front to the domestic front (Cesare, 2013, p. 83).

Home and hearth were being promoted as synonymous with the British
identity of tradition, and in a period of class fluctuation this thinking could
be a stabilizing or conflicting concept of everyday life in the act of creating
one’s identity. As Bingham notes, ‘once the conflict was over they were
unceremoniously sent ‘back to home and duty.” A post-war ‘backlash’ meant
that traditional gender dichotomies were re-established, and an ethos of
‘domesticity’ pervaded popular culture.’ (2004, p. 225). Reflecting this,
home building nearly tripled between 1920-1934 from 369, 446 to 1,147
million plus homes being built. (Montgomery, 1957, p. 30) With increasing
home ownership, concepts of the construction of home and family were
changing as identified by Jeremiah with ‘the image of the family in the
context of home and as a consumer of products directs attention to the
representation of social order and values’. (2000, p. 39) Importantly, ‘the
house was the last refuge for expression...informed by an exact
understanding of the needs of everyday life’. (ibid., p. 71) Home sewing is a
domestically based, gendered-practice caught between being traditional
and modern, British and worldly. Social boundaries are manifest in
behaviours that are visually translated through the body and buildings via
practice. Practices in the home played a part in the construction of identity
while simultaneously reflecting outside influences on a community.

Design as Practice

The process of design is a series of steps, which in the most simplistic
terms is production, consumption and mediation: defining media as
dissemination, as a designed object and the object as a form of mediation
(Lees-Maffei, 2009). However, it would be erroneous to consider them in
that linear method as each step requires parts of the other, overlaps and
shifts during the process. This paper asserts that this model should be
expanded to include all the steps of the design process to more fully
integrate the depth of possibilities that exist in studying design as practice
to appreciate the breadth of variety of identities that are involved. As
Buckley suggests ‘defining design is not just about things, but the matrix of
independent practices’ (2007, p. 7). This matrix allows for the visualization
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of home sewing as a design practice. Home and body are the terrain of
everyday life and this link is best understood through the realization of
practices in a bounded space, it becomes a means of passing through the
conventional limits between public and private. Sewing is an activity
necessary for both private and public appearances.

Application of the production-consumption-mediation paradigm in
relation to practice starts with desire or need. For home sewers in the
interwar period inspiration came from magazines, movies, or shop windows
(mediation). These require to be purchased (consumption) along with
materials (fabric, notions, patterns), it also required the ability to actually
make goods or find a resource to have it made (production).

The reading of mass media, magazines, trade journals and
advertisements allows for an understanding of the conditions and
aspirations of society and its relationship to the value placed on objects,
their making and how they are being made. As Aynsley and Forde state,
‘design decisions about the appearance of a magazine layout can be
informed by a number of aesthetic, economic, political and social forces.’
(Aynsley and Forde, 2007, p. 17). Because desire is often spurred on through
media, those images and placements are essential not only to the making of
goods, but also to the making of identity. Media analysis also strengthens
history’s understanding of the everyday practices in the individual’s daily
life. This ‘reading’ of media is best understood threaded throughout our
interpretation of design as a practice.

Further, an understanding of how science and technology impacted
these practices is required. The types of technology available to women, and
what they reveal about inter-war Britain is a significant part of the story.

Technology was an aspect of practice that reflected the contradictory
nature of home sewing. The long history of the sewing machine, hence
sewing, as an essential part of the home has caused it to be taken for
granted. A tradition and object passed down through generations, a literal
part of the furniture as it became encased in cabinetry, lacking the novelty
of the new appliances that required electricity.
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Figure 1 Singer Sewing Advertisement, Modern Home, October 1931. The Bankfield
Museum 2009.252, Halifax, UK.

By the 1930s however, the sewing machine of the inter-war period could
range from a hand machine or a foot treadle to the new electric type (which
would have been out of the price range for most women at the time). Singer
sewing machines recognized these concerns and in their advertisements
emphasized the variety of machines available; treadle, hand or electric, but
regardless of which technology you chose you could have a dress made in
two hours (figure 1). Of the fifteen women interviewed ranging from
working-class to upper middle-class, all kept what they had and did not buy
anything new until absolutely necessary, often handing down their old
machine to family.

Technological changes in the sewing machine reflected its importance
and investment in the household. The hand sewing machine was a tabletop
machine with a wheel on the right that the user would have to continually
turn to move the needle up and down. During the inter-war years the foot
treadle, which left your hands free, was of increasing popularity. It was
encased and set on a metal frame with the pedal at the base and a pulley
system attached to the flywheel at the machine on the right hand side. As
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the operator pushed the pedal it moved the flywheel allowing the (former
hand) wheel to move so the operator could now use two hands to
manipulate the fabric and do more complex stitching much faster. While
dress silhouettes were simplified the speed at which fashion was changing,
and propriety required greater efficiency for a woman’s rapidly
transforming wardrobe.

These advancements affected its location in the home and its static
status. Its location could be both prominent and functional. They could be
portable or located in a wooden cabinet; stored away or in a place of
‘status’; or, logically located for the best access to light. ‘This does not mean
that the newer electric machines did not have lights, in The Big Book of
Needlecraft [1932] it mentions a Singer machine which had a ‘Singerlight’,
‘an ingenious little electric light fixed to the arm of the Sewing Machine in
such a way as to throw a pleasant light just on the right part of the work
being sewn’. (Cesare, 2013, p. 163) If affordable this would have been useful
for a working woman that did not have daylight hours to sew, and required
the evening to work on her home sewing.

All of these require consideration in the overall experience and
accessibility of participating in a practice. As skills levels varied a woman had
options for ‘running up’ a dress at home if she had the skills and confidence,
or to go to a draper’s shop or department store where they would
occasionally hold special sales where you could purchase fabric and the
pattern and the shop would cut it and sew it up for you, but you could add
the embellishments. Levels of engagement with modernity were often
based upon a woman’s skill, time and the budget to sew at home. It was not
just sewing machines that were reflective of technology.

Textiles were another area of home sewing that was greatly impacted by
science and technology. The increase in varieties from fabric blends to
‘artificial silks’ added to the decision making process of design. The different
materials created questions of choice, affordability and quality, and it had
broader economic implications. The affordability of the new fabrics was a
result of the new synthetic materials that were being produced. These
reflected and supported the more active lives that women led from sports
to new jobs in retail and businesses. The fabrics would supposedly wear well
and not wrinkle as easily. However, while there were concerns about
shrinkage and washability, the biggest impact was the greater range and
affordability.

25



CARLA CESARE

Greatly Reduced
Price for 1927

&3

TN T
= i
- T \.";:"

L Ha

! |

:

v
\l
\
T

&

@
Qo
I

P
(1108
?|‘ TT\ l|||' ,

>l Bad
2 09

o Ny

Figure 2 Tobralco Fabric Sample, 1927, author’s collection.

Frequently the newer materials such as rayon had trouble with
washability and shrinkage, leaving them to be used for special events. (de la
Haye, 1993, p. 46). This is supported in an interview with a Mrs. Alexander,
who remembered taking trips into town to window shop and compare
quality of fabrics and ready-made wear; notably her mother was generally
concerned with the quality of many goods. (Cesare, 2013, p. 149) Indeed,
they were just as likely to spend a day shopping for fabrics that her mother
would then sew into dresses, ‘lovely’ skirts or blouses. (ibid., p. 169) The
economics of how long one could wear a dress had to be considered in
relation to the quality of shop goods, and individual taste. The increasing
options for styles, fabrics, shopping and means of production meant women
were negotiating a multitude of ways of determining their lives. (ibid., p.
154).

An example of the importance of fabrics can also be understood through
the experience of another interviewee, Mrs. Sheldon, who was able to recall
a fabric she purchased in 1932 called Tobralco, a new cotton blend available
in a variety of patterns and colours. (Cesare, 2013, p. 138) In this sample
shown here from 1927 (figure 2) the changing lifestyle for women is evident
in the use of both a tennis player and young children on the packaging, as
well.
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Figure 3 Tricoline and Righton’s advertisements, Weldon’s Bazaar, June 1924,
Beamish, The Living Museum of the North, Durham, UK.

as the variety of traditional floral and bolder, graphic prints. In particular the
floral pattern is reminiscent of a pattern recalled by Mrs. Sheldon, and Mrs.
Alexander’s memory of her enthusiasm for tennis playing. This research
supports the marketing of Tobralco as an interesting reflection of the
flexibility that was required for life at the time. The fabric came in a large
variety of patterns and could be used for both sport and everyday needs.

Women could be both sportive and domestic and new technological
advances would allow them to fulfil these opportunities (ibid., p. 138-139).

Technological advancements in textiles, both promoted and supported
the life of a modern woman, with her traditional domestic duties of home
sewing and ‘new’ lifestyle of sports and working.

The variety of these new fabrics such as Celanese and Tricoline, are seen
in the advertisements women would have read in magazines, and as
promoted in the trade journal The Draper’s Record. The inexpensive fashion
monthly Weldon’s Bazaar featured an advertisement for Tricoline, the equal
to silk. It heralded its rich appearance of silk and considerably less cost.

Right next to it is another advertisement for Rightons, offering wool, silk,
art-silk and cotton fabrics. (figure 3) Tricoline also used a very modern
aesthetic in a double page spread of an active woman in 1934 in The
Draper’s Record.
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Figure 4 Russian Influence, Fashions For All, January 1931, Bankfield Museum,
Halifax, UK.

As these advertisements and experiences evidence, there is a clear
relationship between the trade, retail and media both promoting
international, modern style and the values of Britishness and British goods,
requiring the negotiation of increasing foreign products coming onto the
market. Retailers and middle-class women alike had to strike a balance
between being worldly, yet local. The textile industry tradition in Britain had
to respond to the new demands for affordable fabrics and the interest in
novelty designs.

One of the markers of the period was the rapid change in fashion and
the ability of not only the consumer, but also the retailer to manage it.

These new synthetic materials and others, such as machine-made lace,
were a concern to retailers, specifically drapers, the fabric salesmen. In the
trade journal The Draper’s Record of January 1931 ‘Fashion Forecasts’
included the interest in Manchester cottons and artificial silk velvets,
Nottingham lace alongside Russian influence in daytime dresses. This is also
evidenced in a monthly fashion magazine Fashions for All in January 1931
(figure 4). It should be noted that references to Parisian style influence were
ubiquitous throughout trade and retail magazines. Yet, an advertisement for
straw-hat dyes emphasized that it was ‘Entirely British’. In the midst of the
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internationalism was a focus on regionalism and an assertion of ‘Britishness’
(figure 5).
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Figure 5 British Straw Hat Dye, Mab’s Fashions for Children, May 1926, Bankfield
Museum, Halifax Museum, UK.

Domestic and international production and influence were having an
impact in the retail world. The possible economic threat of cheaper,
imported goods was also an issue. Relations with Japan were becoming a
concern as noted in two articles “‘Why Go To Japan’ where it was revealed
that some London firms were buying the much lower priced Japanese
textiles, while in ‘Italy to Combat Japanese Competition’ it noted that, while
Anglo-Japanese relations were at a standstill, the fascist government of Italy
was acting aggressively through nationalization of the industry and
guaranteed price controls, with the goal of improving exports (April 17,
1934, p. 4). Earlier, in July 1933 the journal reported that an increase in
duties on imported lace and embroidery was levied, much to the
satisfaction of British manufacturers (p. 7).

Changing retail methodologies were a concern and they often looked to
the United States for inspiration. American use of sales psychology and
pricing systems was much admired as evidenced by articles in the The
Draper’s Record where it noted the success of even and uneven ($2.49 as
opposed to $2.50) marking of prices in a mail-order catalogue. (April 7,
1934, p. 26) Following the sales projections in ‘American Stores Plan Bigger
Sales in 1934’ noted the National Retail Dry Goods Association was
expecting an increase averaging 20% for 1934. (Sept. 30, 1933, p. 47),
excluding mail-order or chain stores. This designation is significant as
drapers were feeling pressured by the growth of department chain stores
and their sales techniques. Standardized stock and limited price ranges, no
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credit, delivery or approval sales, and regular sales events were overtaking
traditional, customized service. This simplification by the new retail settings
was creating angst and concern about the traditional way of selling. (Oct.

15, 1932, p. 21-22) The appearance of these ‘bazaar’ style stores (co-ops
and chains) deemed more attractive than the small shops and storefronts
where most drapers were located, was considered. (ibid., p. 15,16) The
more impersonal relationship where the price was the greatest motivator
for a sale minimized the relationship the consumer had with the shop owner
altering the sense of community.

European Modernity

Influence, methods, new aesthetics and technology were all having an
impact on the British way of life; and as evidenced it was due to domestic
changes and international influence. These concerns and responses are part
of the experience of early twentieth-century modernity. Contemporary
understandings of globalization may consider our current era to be different
from earlier periods; according to Gonzaga, ‘Our world is said to represent a
distinct break from previous epochs with its frenzied mobility of goods,
bodies, images, information, money and technology over porous remaking
everyday spaces and no borders’. (2009, p. 1) This research suggests that
this porousness, and these fissures and changes were evident well before
the twenty-first century. The rise and fall of countries with their last gasps of
nationalism are evident in design practices. Modernist architect Le
Corbusier recognized that ‘modern industry was not only remaking every
day spaces and things; it was also producing new kinds of consciousness and
desired and, in turn, new inhabitants and citizens.” (Crowley, 2006, p. 342).

In the midst of this change these were often at odds with a desire to
maintain one’s local or regional identity, the use of traditions and the
vernacular regionalism was often ‘a conscious response to the
homogenizing and universalizing effects of modernity’. (ibid., p. 348) The
vernacular could be interpreted as a new form of democracy as some have
debated in Swedish design, a type of liberty in what was seen to be ‘an
increasingly authoritarian age’. (ibid., p. 350). Whereas in Italy, ‘in the fascist
vision, the countryside was not sacred the site or autochthonous tradition
from which italianitd (Italianess) could be drawn...but a world to be
improved’ (ibid., p. 354). ‘While Swedish Modernism accommodated local
materials and craftsmanship, modern Italian architecture and design were
applauded for their deep historical reserves’ (ibid., p. 351). Ironically,
Britain, which held long reservations against modernism, became one of the
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few places (due to migration) where it could develop just prior to World
War Il. However, it largely did not take hold outside of civic building design.

Conclusion

The history of design has a parallel existence with that of our
understanding of the nation-state. They are defined by boundaries, modes
of existence and subjectivity. Is it cultural? Social? Political? Is it material,
technological or economic? The reality of design history and the nation-
state is that it is all of those things. These varying facets reflect society and
the biography of an object. Being both made and material, objects can be
understood through science and technology, and that understanding is
refracted back to the industry through materials and methodologies.
Nation-states have ever changing boundaries that go beyond the
geographical, leaving us to map the definition of a nation-state through a
variety of narratives.

In this research we pinpoint three facets where science, technology and
practice are connected to help us re-evaluate their role in ‘nation’ building:
mass media, materials, and retail through technology. The production-
consumption-mediation paradigm, expanded and defined through design as
a practice, was impacted by science and technology through: mass media,
new fabric blends and artificial silks, developments in sewing machine
technology, different international selling methods and style influences. The
development of mass media, aided by technology, allowed women to access
and be a part of these imagined communities beyond their local boundaries.
International influence through stylistic influence, retail methodologies and
materials created both a pressure and a change on shop owners to
‘modernize’. New materials and improved machinery allowed women to
design for themselves faster and less expensively. These combined changes
revealed to them a world of possibilities of how they could present
themselves, not just as British women, but as more worldly British women:
modern, sophisticated and knowledgeable.

The paradox of defining oneself was aided by the opportunity to
redefine one’s personal and cultural boundaries through dress and home,
yet remain part of a broader community. The precarious nature of the
individual is stabilized by the ideals and practices of the wider world; and a
stabilized individual can better weather the changing boundaries of the
wider world. Much like the nation-state whether one is defining it through
language, politics or economics, design history leaves traces drawn in the
past. This research states that it is the practices of the individuals that

31



CARLA CESARE

define who they are privately and socio-culturally. These practices, when
applied to design and making, in this case home sewing, are directly
impacted by science and technology. It exposed them to more ideas, it
made affordable more materials, and it sped up the process of making. This
research proves that understanding design history and the nation-state
through practice, reveals the underlying network of ideas, means and
materials and how they study can highlight how practice is not just a
question of skill, but also a network of ways, understandings and methods
to create new objects, new identities, and in turn new histories of identity
and place, individual and national.
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Socio-technical objects play a pivotal role in transforming and handing down
the perception of a certain space. The most recent mapping software allows
representing the physical and the relational characteristic of the space. This
practice takes on a new meaning when the space in question is no longer
accessible by the citizens. When a city has been destroyed by a strong
earthquake, the representation of the urban space as it was before the
disaster can take place in interactive space and its reconstruction passes
through a ‘socio-technical network’ composed by heterogeneous actors.

The following paper is about the qualitative and quantitative content
analysis of the content posted on a social map platform named ‘Noi,
L’Aquila’, created by Google after the L’Aquila earthquake of 6 April 2009.

The main aim of the research is to verify how the urban space of L’Aquila
has been represented through the Google social map. The main findings of
our analysis show that the social production of the urban space through an
online map platform represents a complex process and highlights the role
played by a socio-technical object in emotionally supporting the impossibility
to access to the offline spaces damaged by the earthquake.

Keywords: Disaster; new media studies; emotion; memory; geolocalization

1. L’archivio digitale come realta interattiva
geolocalizzata: prassi e procedure della
rimemorazione

Si tende a considerare la memoria secondo due accezioni differenti:
come competenza connessa alla capacita di trattenere episodi relativi a un
tempo antecedente; come pratica narrativa (Sciolla, 2005), ovvero un
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processo dinamico e in costante divenire volto a reinterpretare e ricostruire
il passato a partire da un dialogo mai interrotto con il presente (Zerubavel,
2003). E cio vale sia quando parliamo dell’individuo e della sua esperienza
(Jedlowski, 2009), sia quando ampliamo lo sguardo considerando un’intera
comunita (Halbwachs, 1997). In questa sede, cercheremo di guardare
soprattutto alle pratiche rimemorative e alle loro evoluzioni negli ambienti
digitali ed interattivi della Rete, ponendo I'accento sul valore elaborativo
della condivisione in questi spazi quando I'esperienza collettiva risulta
traumatica. In modo particolare, ci soffermeremo sugli aspetti locativi: la
memoria infatti puo essere rappresentata da mappe, che ne descrivono i
processi da un punto di vista cognitivo (Kuraman e Maguire, 2005) e le
evoluzioni socio-culturali (Zerubavel, 2003); & localizzabile ‘internamente’,
ovvero in precise aree cerebrali, o ‘esternamente’, in supporti di
archiviazione di massa.

L’elaborazione di un’esperienza in termini narrativi diviene ‘un attivo
ritornare del soggetto sulla propria storia che porta alla luce il sapere non-
ancora-cosciente di cio che é stato’ (Jedlowski, 2009, p. 21). Nel caso del
trauma, soprattutto se collettivo, la memoria diviene una forma di
resistenza alla crisi, intesa nel suo originario significato di separazione che,
rispetto all’oggetto di studio presentato nelle prossime pagine, coincide con
uno strappo violento da case, cose e soprattutto luoghi.

In questa prospettiva, narrazione, memoria ed esperienza diventano
termini tra loro strettamente interconnessi. Nelle situazioni particolarmente
critiche e traumatiche, pero, la competenza narrativa viene meno, come
sottolinea Jedlowski (2009, p. 20):

questo deperimento dell’esperienza é cio che accade nelle situazioni
acute di disagio, dove I'incapacita di rendere conto del vissuto, di
stabilire le coordinate della propria esistenza, assume esattamente la
forma dello spaesamento

Da questo breve stralcio, risulta evidente I'imprescindibile legame tra
memoria e spazio, come metafora e come coordinata locativa del ricordo.

Spostando lo sguardo sulla Rete e sul suo ruolo nei processi di
sedimentazione e negoziazione della memoria collettiva, & possibile
guardare al web, e in modo particolare agli ambienti social, nella doppia
accezione di potenti archivi di frammenti narrativi (De Carli, 1997) e di
contesti di negoziazione e co-costruzione della memoria condivisa (Ferron e
Massa, 2011). Detto in altre parole, la Rete si presta a essere studiata come
luogo della memoria e come contesto della rimemorazione. Luogo che
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presenta delle architetture peculiari, su cui si innestano precise pratiche da
parte degli user, dove la presenza passa soprattutto attraverso la
pubblicazione di uno o piu frammenti narrativi. E tali «artefatti digitali
presentano caratteristiche peculiari a livello di composizione, autorialita,
significato, circolazione, lettura, visualizzazione, navigazione, interattivita ed
espressivita» (Burdick et al., 2012). Ma non solo. Secondo boyd (2007), lo
spazio digitale e accostabile a quello geografico, pur presentando degli
elementi che lo rendono unico e che sono la persistenza — o permanenza —
la scalabilita, la replicabilita e infine la ricercabilita: tutti aspetti che
intervengono sulla disponibilita dei contenuti e sulla loro preservazione nel
tempo.

Contemporaneamente il web e in modo particolare alcune piattaforme
come Wikipedia, forniscono contesti per la negoziazione della memoria e la
costruzione partecipata. In questi spazi, «le memorie collettive si formano in
maniera discorsiva e situata, attraverso la discussione, la ricerca e la
selezione di informazioni rilevanti, I'argomentazione di diverse prospettive e
I'interazione tra gli utenti mediante gli strumenti messi a disposizione della
piattaforma» (Ferron, 2013, p. 146). Per quanto dinamico e aperto, il
processo rimemorativo in questo caso & pil prossimo alla cosiddetta
‘memoria di conferma’ (Namer, 1996).

Sia che si tratti di una mera opportunita di archiviazione che di una
pratica volontaria ricostruttiva, la Rete ospita e fornisce occasioni di
visualizzazione della memoria, oltre che di oggettivazione ed
esternalizzazione della stessa (Frostig, 2014). Una visualizzazione che in
genere viene restituita da una mappatura, da una precisa geografia della
memoria o delle memorie.

Tra sedimentati spontanei e processi ricostruttivi volontari e specifici si
pone il progetto ‘Noi, L’Aquila’, descritto in modo approfondito nel prossimo
paragrafo, dove si abbina alla rimemorazione, come pratica condivisa,
aperta e partecipata, I'opportunita di costruzione di un archivio
geolocalizzato delle memorie di una citta — L’Aquila — attraverso stralci
autobiografici. Questa contaminazione tra luogo fisico e luogo digitale
acquista maggiore rilevanza nella misura in cui le geografie mnestiche
ricostruiscono un territorio colpito dal terremoto del 2009, che ha causato la
distruzione di molti spazi di rilevanza sociale e culturale. In questo caso la
micro-narrazione del singolo cittadino, intima e ad alto potere locativo,
diviene il frammento minimo per la ricostruzione.
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2. Crisi dei luoghi e vissuti dell’emergenza: la
ricostruzione digitale proposta da Google

Un terremoto rappresenta un momento di distruzione e di crisi profonda
per lI'intera comunita, un evento catastrofico che sovverte il normale ordine
delle cose, creando un diffuso senso di incertezza e una totale alterazione
delle routine quotidiane (Cattarinussi e Pelanda, 1981; Dynes, DeMarchi e
Pelanda, 1987; Quarantelli, 1998). Colpendo sia la sfera personale sia quella
socio-politica, destabilizza I'intero sistema sociale e sottopone a una
‘situazione di stress collettivo’ (Barton, 1970). Nei casi pil gravi tali
fenomeni possono portare anche alla perdita dei tradizionali luoghi di
aggregazione che diventano inagibili e/o inaccessibili a seguito dei danni
provocati dalle scosse sismiche. E questo & esattamente quanto si &
verificato a L’Aquila, capoluogo abruzzese che la notte del 6 aprile 2009 &
stato duramente colpito da un sisma di 6.3Mw. Il terremoto ha causato la
morte di 309 persone, e ingenti danni agli edifici, in particolare alle
costruzioni del centro storico, cuore pulsante della vita sociale, politica e
culturale del territorio aquilano. Nei giorni immediatamente successivi al
sisma il centro & stato oggetto di una serie di ordinanze di inagibilita
riguardanti I'intero patrimonio edilizio pubblico e privato e di disposizioni di
divieto di accesso e percorrenza per i ‘non addetti ai lavori’ all’interno di una
vasta area dichiarata ‘zona rossa’.

In questo drammatico scenario prende forma ‘Noi, L’Aquila’ (figura 1 -
http://www.noilaquila.com), progetto sviluppato da Google in
collaborazione con il Comune dell’Aquila, I'ANFE (Associazione Nazionale
Famiglie Emigrati), I'Universita degli Studi dell'Aquila e I'architetto inglese
Barnaby Gunning. L'iniziativa, basata principalmente su una piattaforma
online composta da una mappa digitale navigabile ed editabile, ha un
duplice obiettivo: ‘ricordare il passato della citta e preservare il ricordo
dell'Aquila prima del terremoto, al fine di tramandarlo alle generazioni
future; e ispirare il futuro dell'Aquila, mobilitando la comunita italiana ed
internazionale per stimolare il progetto di ricostruzione della citta attraverso
'utilizzo di modelli 3D."%.

Fornendo le immagini a livello stradale a 360° acquisite da StreetView
prima del verificarsi del disastro, Google vuole contribuire a far riscoprire -
seppur digitalmente - agli abitanti dell’Aquila la sensazione di camminare
lungo strade che non sono pil percorribili, rivedere posti in cui purtroppo

1 Sezione ‘Domande frequenti’ del sito http://www.noilaquila.com/
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non potranno far ritorno, e ritrovare palazzi e monumenti che attualmente
non esistono pil, facendo in modo che quanto & andato distrutto non venga
dimenticato e permettendo agli utenti di condividere online un loro ricordo.

G

www.noilaquila.com

(g 70 LAQUILA s

Magglort Info

Figura 1 Schermata iniziale della piattaforma ‘Noi, L'Aquila’.

Potenzialmente il pit grande merito di ‘Noi, L'Aquila’ & quello di non
considerare la citta come un semplice spazio geografico, ma di vederla
anche come una rete di relazioni, storie, desideri, dando visibilita ai singoli
racconti individuali e, al tempo stesso, rendendo la memoria collettiva di
quel territorio accessibile al vasto pubblico della Rete.

Google ha sviluppato una piattaforma simile a ‘Noi, L’Aquila’ anche per il
Giappone e la zona di Fukushima, interessata da terremoto, tsunami e
disastro nucleare nel marzo 2011. Sulla falsariga del modello aquilano, il
sito, chiamato ‘Mirai e no kioku’, ovvero ‘Memorie per il futuro’, consente di
fare una comparazione tra il prima e il dopo e di vedere I'attuale situazione
delle zone colpite. Ma le piattaforme Google non sono gli unici esempi
esistenti di archivi digitali creati per supportare la riappropriazione della
memoria collettiva a seguito di un evento traumatico. Due importanti
precedenti possono essere individuati in ‘911digitalarchive’, una raccolta
online di racconti, immagini, email, documenti, suoni e video relativi agli
attentati terroristici dell’11 settembre 2001, e in ‘HDMB (Hurricane Digital
Memory Bank), archivio online creato a seguito dell’'uragano Katrina che nel
2005 colpi la citta di New Orleans.

La piattaforma ‘Noi, L’Aquila’ € composta da due sezioni specifiche
(figura 1):
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1) ‘Esplora e ricorda’, che, grazie alle immagini precedentemente
catturate da Google Street View, consente alle persone di girovagare
virtualmente per la citta prima del terremoto. L'utente ha la possibilita di
selezionare uno o pil luoghi e condividere memorie testuali o visuali legate
al passato degli stessi;

2) ‘Ispira il futuro’, che permette a quanti interessati di cimentarsi nella
ricostruzione in grafica 3D degli edifici del centro storico, riportandoli
virtualmente allo stato in cui erano prima del sisma e fornendo una possibile
traccia da seguire per la futura ricostruzione della citta.

Parlando di ‘Noi, L'Aquila’ il sindaco Massimo Cialente ha sottolineato
che l'iniziativa rappresenta ‘un modo per far conoscere al mondo L’Aquila.
[...] Un ponte tra noi e il futuro, passando per una memoria comune fatta di
emozioni e di ricordi, che sono poi la base della nostra identita e del nostro
ritrovarci come individui e come collettivita’.

3. Uno sguardo empirico sul caso di ‘Noi, L’Aquila’

L’analisi della piattaforma, proposta nelle prossime pagine, ¢ focalizzata
sulla prima sezione della piattaforma ‘Noi, L'Aquila’ - ‘Esplora e ricorda’ — la
sola ad essere stata popolata di contenuti creati dagli utenti’. L’obiettivo
generale e quello di comprendere le pratiche e gli ‘effetti’ dell’'interazione
utente-piattaforma, mettendo al centro la narrazione come strumento di
costruzione e appropriazione di questo spazio digitale. | frammenti biografici
digitalizzati divengono precipitato del reciproco adattamento: del ricordo
rispetto allo spazio digitale e alla sua architettura, e della piattaforma
rispetto al principale scopo di ricostruzione dello spazio attraverso memorie
condivise. A differenza di molti altri ambienti interattivi, infatti, ‘Noi,
L’Aquila’ pone al centro il luogo, rappresentato attraverso la mappa nella
sua distribuzione fisica e ricostruito narrativamente dai ricordi dei testimoni
diretti.

Al fine di rispondere al meglio al nostro obiettivo ci siamo soffermati su:

2 http://googleitalia.blogspot.it/2011/06/noi-laquila-ricostruire-il-futuro-senza.html

3 La sezione ‘Ispira il futuro’, potenzialmente molto interessante in ottica STS, quando é stata
condotta la ricerca conteneva esclusivamente un insieme di istruzioni e video-tutorial atti ad
illustrare come utilizzare al meglio i software di modellazione 3D (Google Building Maker e
Google SketchUp). Non e stato pertanto possibile visualizzare e analizzare i modelli proposti
dagli utenti della piattaforma.

40



‘Noi, L’Aquila’

- Gli elementi ‘locativi’ della memoria, per comprendere quanto la
distribuzione dei ricordi potesse restituire una mappa topografica
della memoria della citta;

- Le caratteristiche narrative dei frammenti condivisi attraverso la
piattaforma;

- Larelazione con il passato, ovvero il ruolo della dimensione
temporale all’'interno della narrazione e nella condivisione dei
processi di costruzione della memoria collettiva.

L’analisi ha riguardato tutti i post (N=278) pubblicati a partire da giugno
2011, mese del lancio dell’iniziativa, fino a fine novembre 2011. Abbiamo
adottato un approccio integrato, conducendo in prima istanza una lettura di
tipo quantitativo e, successivamente, un’analisi qualitativa di stampo
narrativo (Corbetta, 2003; Silverman, 2011; Marvasti, 2004). Tale approccio
metodologico consente di ‘semplificare e ridurre una grande massa di dati in
segmenti organizzati’ (Marvasti, 2004, p. 91). Per quanto riguarda I’analisi
quantitativa, abbiamo costruito una griglia di codifica centrata sulla
categorizzazione dello spazio (pubblico vs privato) e del luogo secondo
precise categorie (case/chiese/strade/piazze, etc.). Tale operazione ci ha
consentito di effettuare una misurazione della frequenza dei ricordi relativi
ad un determinato luogo e di capire cosi su che tipo di spazi gli utenti hanno
preferito concentrare il proprio ricordo.

L'indagine qualitativa, invece, ha permesso di soffermarci sulle
caratteristiche narrative dei post e di identificare la loro relazione con il
passato.

Occorre specificare che il materiale a nostra disposizione era
particolarmente eterogeneo, includendo stralci di testo corposi, ricchi sul
piano del contenuto e su quello emotivo, con una forte vocazione
autobiografica e testi ri-mediati da altri ambienti, privi di un taglio
personale, ma comunque utili a restituire la descrizione di alcuni dei luoghi
socio-antropologicamente rilevanti.

Le considerazioni che seguiranno, dunque, sono il frutto di una
riflessione sintetica che, sia pure tesa a semplificare la varieta e la
complessita del corpus di dati, cerca al contempo di fornire un modello
interpretativo volto a spiegare e immaginare i possibili percorsi di
appropriazione della piattaforma digitale.
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4. Principali risultati

La tabella sottostante (tab. 1) mostra le distribuzioni di frequenza
relativa alla locazione dei ricordi sulla piattaforma di ‘Noi, L’Aquila’. Una
prima lettura mette in luce il prevalere di spazi pubblici, parte della
memoria storica della citta, sottolineando la vocazione ‘collettiva’ e
comunitaria dell’iniziativa lanciata da Google.

Sono un esempio le percentuali relative a luoghi come le chiese, i palazzi
pubblici e le fontane della citta.

Allo stesso tempo pero, e riscontrabile una percentuale significativa di
post dedicati alla casa e, se mettiamo in relazione questo dato con la
numerosita di testi dedicati alle strade — spesso citate come luoghi propri o
in riferimento al proprio domicilio — & evidente che ha un ampio spazio
anche la narrazione di contesti ritenuti pit personali e radicati alla propria
identita.

Tabella 1 Distribuzioni di frequenza relativa alla locazione dei ricordi sulla
piattaforma di ‘Noi, L’Aquila’.
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Scarsamente indicizzati sono i luoghi legati al post-sisma, come le
tendopoli, quasi a marcare il valore rimemorativo della piattaforma, la cui
finalita & appunto quella di offrire uno spazio per la ricostruzione della
memoria della citta. A nostro avviso, questa assenza puo essere interpretata
alla luce dei principali studi dedicati alla pratica narrativa a seguito di un
trauma (Rime, 2008) che dimostrano come un vissuto particolarmente
lacerante causa spesso una contrattura nell’espressione narrativa. In fondo,
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come suggeriscono diversi autori (Jedlowski, 2009; Demetrio, 2009), il
processo del racconto ‘obbliga’ il narrante a sottostare alle logiche lineari
del testo e al contempo a oggettivare quello che & un vissuto, nel caso del
trauma, spesso confuso, complesso, carico di emozioni contrastanti.

La categorizzazione dei luoghi rappresentata in tab. 1 riporta in termini
quantitativi il numero di post legati a ciascun punto della mappa. Occorre
pero precisare che, proprio in virtu della ricchezza narrativa di alcuni
contributi, un singolo frammento poteva contenere diversi riferimenti
locativi, mettendo in luce una forte dinamicita topografica dei ricordi
connessi a L’Aquila. Ecco che dunque a partire dai vissuti legati a una strada,
I'autore del post racconta il percorso per raggiungere la scuola, condiviso
con amici e compagni, per arrivare a parlare della sua casa o di altri luoghi
significativi della citta. Questa profondita narrativa che caratterizza la
maggior parte dei frammenti ci ha spinti ad accostare a una ‘lettura
distante’ una ‘lettura ravvicinata’ (Burdick et al., 2012).

Il lavoro di analisi narrativa, piu approfondito, ci ha permesso di
classificare i post secondo alcune tipologie, la cui individuazione ¢ legata
sostanzialmente a tre driver concettuali:

1. Il tempo del racconto, ovvero la collocazione sull’asse temporale
degli accadimenti riportati nel post. Ci & parso rilevante individuare
una temporalita della narrazione collocabile su un immaginario
continuum che va dal passato, il tempo per molti user dell’infanzia
e dell’adolescenza, al presente;

2. Il soggetto della memoria. | post presentano sostanzialmente due
tipi di centratura narrativa: sull’io del narratore o sul noi, di volta in
volta associabile a diversi protagonisti;

3. |l carattere locativo della memoria, ovvero le caratteristiche dello
spazio associato alla memoria secondo le comuni categorie
sociologiche (pubblico vs privato).

A partire da questi ordinatori dello sguardo, abbiamo individuato
quattro differenti tipologie di post: il vissuto personale; il vissuto condiviso;
la denuncia; la ricostruzione storica. Si tratta di categorie idealtipiche non
sempre capaci di restituire la ricchezza e la complessita narrativa dei
frammenti analizzati.

Il vissuto personale include i post in cui il soggetto della narrazione
I’autore del post. Vi & una forte centratura sull’lO e un legame con quegli
spazi considerati privati marcati solitamente dall’'uso di possessivi come ‘la
mia casa’, ‘la mia strada’. Alcuni luoghi condivisi come la scuola, il quartiere
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o il bar pil frequentato subiscono in questo tipo di narrazione un processo
di ri-territorializzazione biografica.

La mia Piazzetta, la mia parrocchia, la mia vita nell'adolescenza...in
questa chiesa mi sono battezzato nel 1981, mi sono fatto la prima
comunione nel 1991 e la cresima nel 1996...quante volte ho giocato a
pallone in quella piazzetta... (autore: Cancer3.10 | luogo: Chiesa di
Santa Maria Paganica | data del post: 21/07/2011)

Dimensione piu complessa € quella temporale. Nel vissuto personale
prevale certamente lo schiacciamento sul passato ma non sempre allo
stesso modo. Abbiamo infatti distinto un vissuto personale cristallizzato, in
cui il ricordo sembra rimanere limpido e focalizzato su un tempo
antecedente, in genere particolarmente passato, e un vissuto personale
prospettico in cui invece la narrazione si evolve fino a toccare il presente
con un rimando esplicito alla situazione attuale.

Il mio primo bacio con Francesca, il mio primo amore della mia vita.
La colonna sonora di quel ricordo era Franco Battiato ed il suo centro
di gravita permanente. A quel tempo ancora nessuno lo aveva
trovato, ma in compenso c'era l'attesa ed i progetti del futuro. Oggi a
50 anni di distanza, allora ne avevo appena 16, la scalinata é ancora
I, io ho preso una strada nella vita e Francesca anche. Da quella
estate, non ci siamo piu incontrati. Ma il ricordo che rimane é sempre
bellissimo. (autore: valmarco62 | luogo: Basilica di San Bernardino |
data del post: 15/06/2011)

In alcuni casi, infine, il vissuto personale € celato dietro una narrazione
che sul piano enunciativo appare impersonale e contratta, ma dietro cui e
visibile, soprattutto attraverso i toni valutativi utilizzati, la presenza del
soggetto e il legame con il posto, quasi a sottintendere una memoria che
rimane strettamente personale e dunque non condivisibile:

Bel posticino (autore: elena.barnabba | luogo: Convitto nazionale |
data del post: 02/09/2011)

Il vissuto condiviso € invece quel tipo di narrazione in cui prevale il noi, la
connotazione fortemente passata della memoria, e il richiamo a luoghi se
non proprio di tutti, di molti. In realta questo riferimento al collettivo,
attraverso il pronome plurale, assume sfumature differenti. In alcuni casi,
include la cerchia di soggetti piu vicini all’autore del post: gli amici del
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quartiere, gli altri membri della famiglia, etc. In altri, & chiaro il riferimento a
categorie sociali di persone, come ad esempio i molti rimandi nei post al
‘popolo studentesco’. In questi casi il noi & aleatorio: abbraccia le proprie
conoscenze piu strette e anche tutti quegli sguardi anonimi che, per il fatto
di condividere un luogo o un’esperienza, rientrano nella categoria indicata.

La dimora che ci ha ospitato per tutto il nostro viaggio universitario,
fino al 6 aprile 2009. [...] Se quella casa potesse parlare, parlerebbe di
noi, le ragazze di via chiassetto d'arischia che quella casa I'abbiamo
vissuta al 100 per cento, di noi, che continuiamo a sentirci nonostante
le distanze [...] (autore: scmia | luogo: Casa di Tolleranza | data del
post: 24/06/2011)

Meno presenti, ma altrettanto significative sono le denunce, schiacciate
sul presente e riferite a uno spazio pubblico, in cui al centro della narrazione
vi & un noi impersonale. E marcato il senso di appartenenza all'identita
collettiva e comunitaria, alla citta nel suo tradursi in spazio e in storia. Sono
spesso narrazioni brevi e amare, dense sul piano emotivo e il cui tono
marcato dall’'uso di una punteggiatura ‘forte’ come i punti esclamativi e le
virgolette.

Quel giorno la Piazza era VIVA col suo mercato, come le PERSONE che
la frequentavano. Quando tornera a VIVERE??? (autore: Islauta |
luogo: Piazza Santa Lucia 3 | data del post: 23/06/2011)

Infine, vi sono le ricostruzioni storiche, ovvero narrazioni che hanno al
centro L’Aquila in quanto citta di origine medievale, con evidenti richiami al
passato del territorio. Il loro carattere impersonale li rende descrittivi e
riferiti a luoghi pubblici ritenuti di particolare interesse culturale. Anche
questo tipo di contenuti ha una sua importanza nei processi di ricostruzione
e preservazione della memoria condivisa della citta. Utilizzando Namer
(1996) potremmo parlare in questo caso di una ‘memoria di conferma’, una
memoria che supporta una storia della citta gia testata e approvata,
offrendo un nuovo contesto, digitale per I'appunto, per la sua condivisione e
conservazione.

Le pratiche narrative messe in atto dai vari utenti possiedono pero dei
tratti comuni. Tutte, infatti, possono essere viste come forme emergenti di
un modo possibile di affrontare I’elaborazione del trauma legato al
terremoto che, avendo messo in crisi, in modo brutale ed improvviso, punti
di riferimento spaziali e fisici, trova nella piattaforma di Google una sua
trasposizione virtuale.
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Dalle organizzazioni cognitive si passa a strutture informatiche e
architetturali esterne al soggetto, volte a integrare, arricchire e, soprattutto,
amplificare il compito svolto dall’'ippocampo (Kumara e Maguire, 2005).

Facendo riferimento agli ordinatori concettuali indicati poco sopra,
abbiamo provato a definire gli aspetti generali di un modello interpretativo
delle tipologie di memorie emergenti dalle pratiche narrative messe in atto
sulla piattaforma di Google. Infatti, incrociando il soggetto della narrazione
con le caratteristiche locative della memoria si vengono a formare quattro
quadranti su cui abbiamo posizionato le categorie di post individuate (figura
2).

Spazio privato

VISSUTO PERSONALE
CRISTALLIZZATO

Memoria personale Memoria condivisa

VISSUTO CONDIVISO

10 nol
VISSUTO PERSONALE VISSUTO CONDIVISO
PROSPETTICO
Memoria socio-biografica Memoria urbana collettiva
DENUNCIA
RICOSTRUZIONE STORICA
Spazio pubblico

Figura 2 Le tipologie di memorie nel progetto Noi L’Aquila.

In alto a sinistra possiamo collocare tutte quelle narrazioni che
intercettano la memoria personale del soggetto. Sono stralci biografici con
un contenuto altamente emotivo che raccontano L’Aquila attraverso vissuti
della gente, punto di incontro tra Storia della citta e storia
personale/famigliare.

Via Roio 17-21... il MaiUguale... il sangue e il sudore dei nostri ultimi
anni... troppo pochi per veder nascere soddisfazioni a lungo termine.
con fatica ci siamo reinventate [...] possibile che il sacrificio non venga
mai ricompensato in egual misura? (autore: Francescaviola84 |
luogo: Via Sassa | data del post: 05/07/2011)
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In basso a sinistra troviamo le narrazioni che pur mantenendo il focus sul
sé presentano una contestualizzazione in spazi pubblici, di tutti e per tutti. E
la voce della gente che racconta di sé, descrivendo L’Aquila come il contesto
di vissuti importanti per la propria storia. Possiamo definire questo tipo di
memoria socio-biografica proprio perché in genere il racconto riporta
momenti che fanno parte della vita sociale, come I'andare a scuola, il
frequentare gli scout, o vissuti affini.

lo e mia sorella ci passavamo la maggior parte del nostro tempo
libero, insieme a pochi amici che abitavano li intorno [...] Ho passato
tutta la mia vita in quel quartiere e ancora adesso ce I’ho nel CUORE
111 (autore: Gloria Marinelli | luogo: Chiesa di San Pietro di Coppito |
data del post: 09/06/2011)

In alto a destra vi sono quei post ambientati in spazi privati ma che
sembrano riportare le vicende comuni a pil persone. E il caso del ricordo
accorato di ‘noi migranti’ o di ‘noi studenti fuori sede’, ‘noi della via xxx’.
Tutte storie che sono ambientate in luoghi specifici, in genere, strade, vie e
case, verso cui quel meccanismo semantico di demarcazione descritto poco
sopra e particolarmente forte. L'appropriazione possessiva dello spazio
condiviso, o meglio il bisogno di esplicitarlo narrativamente, interviene sulle
espressioni utilizzate. In questo modo i percorsi pedonali diventano ‘la
nostra strada’, le abitazioni ‘il nostro condominio’, e cosi via. Abbiamo
definito questo tipo di memoria condivisa perché, pur mantenendo toni
personali, intercetta altre storie senza divenire per questo collettiva o
pubblica.

Casa Tartari, 5 anni di universita, centinaia di amici, serate
indimenticabili episodi unici, a volte paradossali, giornate sempre
incredibili. Gli anni pit belli che uno studente abbia potuto vivere
durante la sua carriera universitaria (autore: simone.goingo | luogo:
Casa Tartari|data del post: 12/07/2011)

Infine, il quadrante in basso a destra include i post che hanno per
soggetto il noi e che sono riferibili allo spazio pubblico. Sono parte di questo
quadrante gli esempi gia citati di ricostruzioni storiche, ma anche alcuni
vissuti riferiti a pratiche comuni, che appartengono alla ‘gente dell’Aquila’.

Si ricostruisce attraverso il racconto dunque, una memoria urbana
collettiva, la memoria della citta e dei suoi abitanti.
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5. Conclusioni

A livello generale I'analisi dei contenuti presenti all’interno della
piattaforma ‘Noi, L'Aquila’ ha mostrato come oggigiorno i media digitali e, in
particolare, le piattaforme social, giochino un ruolo importante non solo
nella condivisione dei vissuti quotidiani in situazioni ordinarie, ma anche
nella narrazione e socializzazione delle esperienze traumatiche in condizioni
extra-ordinarie, confermando cosi quanto gia emerso da studi precedenti
(Farinosi e Micalizzi, 2013; Farinosi e Treré, 2014). Realta materiale e realta
digitale si co-costruiscono dialetticamente |'un I’altra, dando vita a quella
che possiamo definire come ‘societa aumentata’ (Jurgenson, 2012).

Indagando I'interconnessione esistente tra narrazione e tecnologie,
abbiamo potuto vedere come l'iniziativa promossa da Google dopo il
terremoto abbia permesso di condividere e preservare principalmente
quattro differenti tipologie di memoria: 1) memoria personale; 2) memoria
socio-biografica; 3) memoria condivisa; 4) memoria urbana collettiva. E
emerso inoltre il ruolo importante giocato nella conservazione della storia
individuale e collettiva dell’Aquila, nella raccolta delle esperienze passate
dei suoi cittadini, e nello sviluppo di pratiche di resilienza nella fase del post-
terremoto. Prima di concludere occorre pero soffermarci su alcune ulteriori
considerazioni. Se, infatti, da un lato, il progetto di Google si e rivelato uno
strumento innovativo per condividere e conservare i ricordi relativi a
L’Aquila prima del sisma del 2009, dall’altro bisogna riconoscere che dal
punto di vista quantitativo non é stato in grado di raccogliere e veicolare un
gran numero di contenuti, sia testuali che visuali. Abbiamo interpretato
questo limite in due modi:

1. Dato che la memoria € il risultato di un incessante processo di
selezione condotto sulla base dei bisogni del presente, richiede un
certo lasso di tempo prima di poter essere ordinata e organizzata.
‘Noi, L’Aquila’, dunque, & stato lanciato quando i tempi non erano
ancora maturi e solo una piccola parte della popolazione si sentiva
pronta a raccontare e condividere le proprie esperienze passate;

2. La piattaforma sviluppata da Google riflette un approccio ‘top-
down’. Pur presentando, per lo meno a livello strutturale, grandi
potenzialita, si pone come uno strumento calato dall’alto che non
riesce a coinvolgere pienamente la popolazione locale.

Futuri sviluppi della ricerca prevedono in prima istanza I’analisi dei
contenuti visuali condivisi dagli utenti sulla piattaforma, e, successivamente,
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in un’ottica comparativa, I’analisi di iniziative analoghe condotte in altre
parti del mondo.
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The game as social activator, between Design and
Sociology: a multidisciplinary framework to
analyse and improve the ludic experiences and
their social impact.
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This paper introduces a tool of a framework for the observation and
analysis of play experiences (PEOF - Play Experience Observation Framework).
PEOF consists of a multidisciplinary set of theoretical and empirical tools and
guidelines between Sociology and Design that scholars, designers and
researchers may use in order to comprehend and exploit the ludic dynamics in
terms of meaningful experiences. It is mainly addressed to Persuasive Games
and Games for Change, as communication systems for social innovation
capable of generating experiences that stimulate a reflection on socio-
cultural issues. Indeed, through the play activity, we can experience (and
therefore understand) perspectives that are different from our usual ones.

Specifically, we describe the set of concepts of frames, patterns and
scripts on the ground of the PEOF and in particular of the Evidence-
Interpretation Matrix (EIM), a PEOF related research tool. EIM focuses on
how the mentioned concepts can be empirically used to attest that a change
is occurring by playing certain games. Through observation and
interpretation of a playing activity, it aims to understand what happens when
players are encouraged to open their mind to new ideas. The overall
framework and related EIM tool have been tested and refined through
several case studies developed at the School of Design, Politecnico di Milano,
like the Persuasive Urban Game A Hostile World, here used as main example
to explain and validate our suggestions.

Keywords: Social innovation; multidisciplinary framework; game design;
player experience analysis; persuasive games

Introduction

The game is something we are all familiar with, but if we are asked to
formally define what ‘to play a game’ means, we would be ratherin a

* Corresponding author: Enrico Gandolfi | e-mail: egandolfi@Iuiss.it
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quandary. This happens because play is a spontaneous activity, wherever
and whenever diffused: it is part of us, as human beings. Albeit with forms
and terms widely different, the ludic activity has the role and traits of a real
social convention, deeply rooted in human traditions and instincts (Huizinga,
1938; Fink, 1957; Caillois, 1958). Thanks to the tools and languages that
characterize its own nature, it has progressively spread: today an increasing
number and variety of people play indeed to a growing amount of games.

Games that often are not designed with the sole purpose to entertain
and elicit fun. On the contrary sometimes they aim to improve aspects of
ordinary life, such as Tiltfactor’s Massively Multiplayer Urban Games: Soba,
MuShu and Wancan, which are a collection of team-based games designed
by Flanagan and Looui in 2008 and focused on sharing different culture,
food and language to increase collaboration and dialogue among people of
different ethnicity; or Superbetter, designed by McGonigal in 2012 to help
build personal resilience, the ability to stay strong, motivated and optimistic
even in the face of difficult challenges with benefits on health, boosting both
physical and emotional well-being

Frequently, a properly and wisely designed ludic artefact can appear as a
facilitator: an involving system able to transfer knowledge, activate
reflections, foster critical thinking, encourage collaboration with others,
suggest a constructive competition that leads to increase problem-solving
capacities (Flanagan, 2009; Gee, 2007). In this paper we especially focus on
Persuasive Games (Bogost, 2007) (in the following PG) and Games for
Change (in the following G4C) as artefacts precisely designed to interact
with and influence certain social dynamics that take place in specific
community, targets or contexts. The issues addressed can be various and
varied in nature; generally they relate to perceived, emerging or situated
problems and topics that are sensitive and, as a consequence, require to
sensitise citizens by activating critical reflection and increasing awareness.

Today the ground is fertile for these games: mainly because of the
theoretical and practical research, and its progressive crossbreeding with
other disciplines, this branch of the ludic field is obtaining very interesting
results. Never the less, even the growing number of players and ludic
products has an important role: it led to change the very concept that
associate the act of play to the typical ideas of childhood or waste of time
(Fink, 1957, p. 12).

Therefore, the game has significant potentials, in terms of
communication and transmission of socio-cultural practices (Flanagan,
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2009): it is the reason why we investigate games — PGs and G4Cs in
particular — and why we consider their analysis and research remarkable.

Especially, our intent is to enquire, through sociological and design tools,
into how certain games, as communication systems for social innovation,
are capable of generating experiences that stimulate a reflection on socio-
cultural issues.

Those experiences can be observed and analyzed: to date, however, the
methodologies and the theoretical and practical tools that allow this
empirical analysis are neither consolidated nor defined among the scientific
community. This is the reason why we feel the need to define a structured
framework. The starting point is to understand how the immersion into
ludic/fictional world encourages players to open their mind to new ideas.
Hence our research question: Which elements identify that the ludic
paradigm can sensitize and foster a change in perspective towards social
innovation issues? Then we need a framework aimed at understanding the
experience by providing guidelines useful to the designer in the first place
and the researcher accordingly. A framework that takes into account both
the different positions/roles that are synergically involved and mainly the
original/complementary contribution these figures can give.

The designer and the sociologist can indeed work together in harmony
with different benefits: their complementary and combined skills allow them
to better observe and understand players’ meaningful play experiences. This
consideration is on the ground of the goal of our framework that aims to
help the designer to understand and refine the mechanisms by which
sensible concepts like identity, social change and civic engagement are
translated into a ludic project and make the activity of playing meaningful.

In particular the purpose of the framework and the related tool we are
proposing is to better comprehend how players interact with the ludic
structure, considering also the role of the related socio-cultural background,
and the resulting play experience. In such way, we are able to ponder the
significant variables concerning how individuals experience a game and
react to its traits and heats. Namely, we can observe and understand the
players’ meaningful play experiences. Specifically, we intend to achieve this
purpose through a critical approach and a respectful attitude, aware of
contexts and cultures that surround, influence — and are often influenced by
—the game (Mayra, 2008). As every human practice, also the ludic one
happens within a specific ‘here and now’; a dimension that constantly
affects players’ behaviours through the dialogue that takes place within the
magic circle, namely the set of tangible and imaginary boundaries that
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defines the place wherein the play activity happens (Montola, Stenros and
Waern, 2009; Salen and Zimmerman, 2004; Huizinga, 1938). Society and
culture represent relevant factors to consider in judging play experiences,
and precious resources that can be exploited by a good design. Thus, we
propose a structured and replicable framework that arises from intertwining
design consciousness and sociological attention to allow designers, scholars
and researchers to go deep into the ludic experience analysis.

Hence, its utility is both in setting an aware play experience (from a
design point of view) and in comprehending its dynamics as observers
(through a humanistic lens).

Background knowledge

Ludic artefacts are too often designed without a complete knowledge
and consciousness of their potential output in terms of experiences and
meanings, of the experiential dynamics they raise in users, and of the
available methods to analyse/design them neither. The study of games as
objects rich of meaning is therefore a necessary condition to formally
identify a conceptual framework to share with the scientific community,
contributing to understand and apply the ludic communicative potential.

Research field and focus

An emerging but grounded perspective on games comes from the Game
Studies: they investigate the variety of aspects that characterise the relation
among human beings and the game itself; thus, as a matter of fact, they are
a sort of crossroad between different fields and standards. They are a young
discipline, born at the end of ‘900, wherein knowledge from a large set of
backgrounds merges. As observed by Mayra (2008, p. 6), they are ‘a
multidisciplinary field of study and learning with games and related
phenomena as its subject matter’, wherein a number of methodologies and
perspectives coexists. The game has indeed a pre-cultural and
anthropological origin (Huizinga, 1938) and shows a meaning so much rich
and multifaceted that a unique approach is neither adequate nor
advantageous. Accordingly, the discipline is hybrid in its core, with
contributions from Mathematics, Philosophy, Psychology, Sociology, Design
and so on. The result is a rich and integrated landscape of suggestions,
theories and research that contributes to characterize this scenario with a
significant variety. Therefore, our specific goal is to merge sociological and
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design attitudes coherently with this mixed tradition, enforcing the synergy
between heterogeneous, alternative and complementary lenses.

Before defining the proposed tool of analysis, it is necessary to formally
explicate the subject we deal with, especially how we intend to observe and
investigate it. Hence, primarily, what does it means to play? Even if many
classifications have been tempted in last decades, due to the trans-nature of
such concepts, a complete and holistic definition remains a hard task to
achieve. Among the various suggestions, Huizinga (1938, p. 13), argues that:
‘Summing up the formal characteristics of play we might call it a free activity
standing quite consciously outside "ordinary" life [...], but at the same time
absorbing the player intensely and utterly’. Almost seventy years later, Salen
and Zimmerman (2004, p. 366) recovered and evolved the magic circle
concept and propose a remarkable definition that efficaciously describes
play as: ‘To play a game is to move into the magic circle, to move from the
domain of everyday life into a special place of meaning’. In the light of that,
we consider that the nodal center of the play activity is the experience the
game generates into players (and in them lasts), and its distinguishing traits.
It is an experience that becomes further significant and meaningful when we
deal with PGs and G4Cs.

The concept of experience is constituted of a multiplicity of factors —
psychological, emotional, cognitive, behavioral, just to mention a few — that
makes it a phenomenon extremely articulated and faceted. As anticipated,
the play activity may affect not only the game system itself, but also a
broader reality and concrete aspects of the player's everyday life. Whereas
each individual approaches the play activity with a set of individual
knowledge that are original and unique, there is reason to stand that there
isn’t actually a common and generalized experience. Far from it, each game
proves itself capable of causing a particular experience according to the
specific player. Each of us is involved into the play activity in its own way,
and as a consequence lives situations that can be defined as personal and
original (Bertolo and Mariani, 2014). Hence, the experience emerges as
something unique that strongly depends on the specific individual. It is
indeed closely linked with the social and cultural baggage that outlines each
of us, lying to the background of knowledge, habits and customs that
identifies us as persons belonging to a society, with a specific culture.

To understand how the game can stimulate meaningful experiences that
engender potential change and foster the player towards the adoption of
new concepts and habits impacting the daily life in a social innovation
perspective, we have to look at play as an activity that dives players into
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other worlds. This allows a momentaneous detachment from the ordinary
life and the roles we play everyday.

Our proposal stands indeed on a set of crucial ground concepts. (1) The
first one is the so-called magic circle (Salen and Zimmerman, 2004), namely
the space (physical as imaginative) set by games. It provides a sort of
boundaries, a membrane (Goffman, 1971; Montola, Stenros and Waern,
2009), within which the player moves and acts according to a ludic
perspective. Playing, we enter the ‘circle’, we (2) immerge into the fictional
world: it is a reality set apart from the ordinary one that demands the player
to trust and believe in the game world — just like a reader trusts his narrator
and, when reading a story, is drawn into the narrative context. This
immersion often stimulates and encourages the player to (3) detach from
her usual frames of reference and momentarily adopt other frames
(Bateson, 1956, 1972). The concept of immersion into a fictional world and
the fact of being conscious of playing a ‘safe experience’ result in a state of
(4) openness towards changes of positions. For example, we can think to the
switch of frames of reference that happens each time we play a game that
asks player to identify herself with someone else. Playing, our mental and
behavioural schemata are indeed filtered, problematized and made relative
(Goffman, 1974; Consalvo, 2009). In the ludic protected space, player can
experiment and live representations that are reductions with significant
communicative potentials (Baudrillard, 1979). Indeed, the game forces us to
think and react in a way that differs from the ordinary. As we will, see each
of these concepts plays an important role in the proposed framework and its
tools: they are the elements that allow the designer and the
observer/researcher to understand if a change occurred.

Methodology and tool of analysis

We propose a multidisciplinary view, enforced by several case studies
(developed with the supervision of Maresa Bertolo and llaria Mariani at the
School of Design, Politecnico di Milano). The Play Experience Observation
Framework (PEOF) is an integrated framework dedicated to whom design
and research, permitting the collection, analysis and ‘mapping’ of the
‘experiential cornerstones’ on which the gameplay is based. Then, the
matrix we propose allows a particular observation and study of the steps
and elements that identify that a certain change is actually occurring. This is
a central step to rule and enhance the gameplay dynamics comprehension
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and — above all — understand if a social meaning is transferred to players
thanks to the ludic activity attended.

Games can be activators of behaviours and attitudes, working as
remarkable social innovation tools. To understand what kind of behaviour
and change PGs and G4Cs can activate, it is fundamental to observe how the
immersion into ludic/fictional world encourages players to open their mind
to new ideas and perspectives. The PEOF is based on this concept and it is
composed of a set of multidisciplinary tools, which can be useful,
operational, formalized and adaptable into different contexts and to
different projects of study.

Here we present a tool of our framework (PEOF), the Evidence-
Interpretation Matrix (EIM), and, in the following paragraph, its application
to a case study. This matrix intends to help researchers and designers to
increase their awareness of what happens during the gameplay. It is based
on a user centric approach and, from a theoretical and design perspective, it
should be a matter of interest for whom is using the game as an activator of
good practices for social innovation.

Play Experience Observation Framework

The PEOF proposes a set of elements to analyse and observe the changes
that PGs and G4Cs can stimulate. It is composed of well-established
concepts from different fields of studies, as Sociology and Design, with a
strong record of applications and validations. These multidisciplinary
concepts are frames of reference (Goffman, 1974; Sclavi, 2003), patterns
(Alexander, 1979) and scripts (Abelson and Schank, 1977). Together, they
represent the bricks of the human action and, as theoretical drivers, they
bring to light how individuals think and act in everyday life. Due to this
basilar dimension, we intend to translate and apply them to the ludic
instance, and to PGs and G4Cs in particular, in order to provide the resulting
tool to other scholars across disciplines and perspectives. These concepts
can indeed be useful to outline the individual’s play experience and the
conditions that foster the adoption of specific point of views and therefore
suggest a condition of openness of mind towards change.

As human beings we have absorbed and interiorised a social legacy that
is the result of a system of thoughts and choices passed down over the
years. This heritage manifests itself not only in our own way of thinking,
feeling and believing, but also in our actions and reactions. Thus, as
indicators of the ludic experience that each player lives, we include in the
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PEOF the following concepts (from the interpretation of the situation to the
different behaviours actually adopted):

Frames of reference: as argued by Goffman (1974) and Sclavi (2003), they
are the overall definition of the situation itself, what we suppose is
happening ‘here and now’ around us. According to such lecture, we
activate peculiar behaviours and habits that are pertinent in that
specific frame. For example, institutional places and moments are
able to evoke glaring systems of references, think about the
particular meaning we give to a raised fist when we are playing at
rock-paper-scissors; the same gesture, in almost any other
circumstance, would rather be read as an indicator of threat
(Bertolo and Mariani, 2014, p. 9).

Patterns: working connections between situations, approaches and
actions that people keep in mind in order to overcome the social
interaction. ‘As an element in the world, each patternis a
relationship between a certain context, a certain system of forces
which occurs repeatedly in that context, and a certain spatial
configuration which allows these forces to resolve themselves. As an
element of language, a pattern is an instruction, which shows how
this spatial configuration can be used, over and over again, to
resolve the given system of forces, wherever the context makes it
relevant’ (Alexander, 1979, p. 247). They can be developed
personally and in group, anyway a significant role is played by the
‘accounts’: assertions and patterns diffused and taken for granted in
a socio-cultural context (Garfinkiel, 1964). They could be interpreted
as rules and tips that usually are efficient in everyday life or in
special conditions. For example, people know that in the hospital
frame a man in white coat is probably a doctor and can be consulted
concerning medical issues, even if only in opportune moments;
however, a man in white coat in a bakery is presumably the cook
responsible of the bread in sale and not a doctor.

Scripts: sequences of actions activated by the individual in order to
succeed in the social situation that he/she is experiencing (Abelson
and Schank, 1977). They represent the observable dimension of the
play activity, however they are also within our cognitive system as
standard procedures of action, with a high grade of repeatability.
For example, people are usually driven by behavioural routines in
everyday activities like having breakfast (e.g., first | drink my coffee,
then | read the newspaper and finally | eat biscuits) or going to the
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post-office (e.g., first | take the turn number, then I sit down waiting
for the call, finally | do my operations at the counter).

The point is to ground and connect these concepts in action: together,
frames, patterns and scripts follow a logical and temporal progression. First
(figure 1a), the player tries to understand in which social situation she is
and, if she comprehends that her initial interpretation is wrong, she must
adjust her perspective. Second, according to the frame activated, she adopts
respondent patterns (figure 1b) and exploits adequate accounts; obviously,
if she evolves her lecture of the situation, patterns also change. Finally and
following the right patterns, she starts coherent scripts of actions (figure 1c).
Throughout games it often happens that ordinary acquires new and
unexpected features, urging players to face unfamiliar and unsettling
situations.

Experience 3@ O

[N

@ —@ -0-0

Peculiar behaviours and Working connections Sequences of actions
habits that are pertinent between situations, activated to succeed
in that specific context approaches and actions in a certain situation

Figure 1 Frames, patterns and scripts are concept that arise during an experience.
They are on the ground of the PEOF in general, and of the structure of the
EIM in particular.

Usually people adopt ordinary set of frames, patterns and scripts that
can be outlined as a circle: it is the iterative process that represent an
ordinary experience (figure 2a). However, people can adapt to the
experiences in a dynamic way, in a sort of ‘trial and error’ process, switching
from the original iterative process to a new one (figure 2b). The game and
the switch it implies can be remarkable. Indeed, during the ludic moment,
the new dimension reached by the player may require approaches different
from our standards with the aim to succeed. PGs and G4Cs can be
meaningful social activators: they can suggest new perspectives and points
of view. As designers and sociologist, however, we need a set of concepts

59



ENRICO GANDOLFI, ILARIA MARIANI

that helps us to analyse the experience a game can generate and to
understand its potential social impact in terms of possible good practices
and reflections.

Ordinary A

QO

iterative process process of extra ordinary experience
of ordinary experience that requires to adapt

Figure 2 The iterative process of the ordinary experience (a). The process of the
experience that requires to adapt (b).

The Evidence-Interpretation Matrix (EIM)

In order to understand the progression from ordinary to "extra-ordinary"
(figure 2) from a tangible and observable point of view, we introduce the
first tool of the PEOF, the EIM. It is based on three different levels of
knowledge through which we can categorize frames, patterns and scripts
occurring during the play activity. These levels concern specific domains in
terms of knowledge, habits and schemata:

First level — Ordinary domain: frames, patterns and scripts connected to
the everyday life and the core culture (Crane, 1992); a sort of default
background we can follow, often in an unconscious way.

Second level — Gaming domain: frames, patterns and scripts that belong
to our personal gaming tradition. It depends on personal ludic habits
and consumptions, and it is influenced by opinions and prejudices
about games themselves. Who plays automatically bring his/her
ludic expertise: it could be described as a baggage of information
and habits that stems from previous play experiences; it is similar to
a default background players activate when they deal with specific
artefacts (for example, if the player loves wargames he/she shows a
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strong ‘capital’ in terms of rules, ability and predisposition when
he/she begins a new one).

Third level — Breaking domain: frames, patterns and scripts that surprise
us due to their newness, being in a certain way creative and
responsive. They drive us to modify our assertions, beliefs and
behaviours. Sometimes these perspectives are totally created ad
hoc, sometimes the innovation is due to a translation of external
patterns/scripts to new frames (in our case the one evoked by the
ludic session).

Starting a game, the player uses both the first (Ordinary Domain) and the
second level (Gaming Domain) as main sources to understand and interpret
the ongoing game experience. Anyway, she can rapidly discover that these
levels simply do not work. Thus, she should try to construct or rescue (from
unexpected frames of reference) different ways of thinking and act in order
to overcome the game challenges. According to this consideration, we have
to comprehend the socio-cultural and gaming background of the player
(defined as first and second levels: Ordinary and Gaming Domains) in order
both to satisfy her expectations or, instead, to suggest alternative lenses
(enabling a third level: Breaking Domain).

switch

R Y

Ordinary domain Breaking
(first level) domain
and Gaming Domain (third level)
(second level)

Figure 3 The Breaking Domain and the switch it provokes: when a Breaking situation
happens, the usual iterative process of both the ordinary and gaming
experience (grey path) can’t work anymore. A change occurs and provokes
a switch (turquoise path).
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Now we propose to put ourselves in the shoes of the researcher who
analyses an experience: she will deal with and ponder over a complexity of
elements and aspects. Such a richness of variables can cause the so-called
‘analytic paralysis’, in a word the situation in which the observer remains
stuck due to the potential variety of things to consider. This condition can
often represent a halt, preventing the researcher from moving from the act
of thinking to the act of doing.

However, adopting PEOF and EIM it is possible to lessen this kind of
disorientation. Following its cornerstones, we are able to reason about the
dynamic key elements within the ludic experience, from both an observer
point of view (external, as said before: the designer and the
scholar/researcher) and a player one (internal). PEOF helps us to answer two
fundamental questions: How can we look at the play experience and
understand if it is supporting a possible change? In which of the proposed
terms (frames, patterns, scripts) can the game affect our ordinary way of
thinking? Fundamental questions that need systematic answers and clear
processes of investigation as the ones offered by our EIM tool.

Application

PEOF and EIM have been developed both theoretically and on the
ground, observing several PGs and G4Cs sessions. Specifically, even if the
latter can be applied to about every type of game, it is particularly effective
in understanding how particular games can influence our perspective,
allowing us to problematize and make relative our assertions.

EIM tool applied to case studies

We are actually applying and testing the EIM to games developed at the
School of Design, Politecnico di Milano under the supervision of Maresa
Bertolo and llaria Mariani. We are especially analysing projects designed to
be performed in the urban spaces to reduce the technological mediation
between players and the game space: a physical and concrete immersion
into the game space can indeed lead to a more significant and meaningful
experience. We are interested in analysing game experiences that can create
meaning and introduce benefits in players’ lives and everyday activities; for
example, encouraging dialogue, mutual understanding and empathy
towards others (McGonigal, 2011; Bogost, 2007; Bertolo and Mariani, 2014).
Playing, a process of social change can be indeed activated, enforced by the
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acquisition of new points of view that, as written above, emerge through a
change of frames, patterns and scripts.

Among the case studies we used to test and perfect the framework, A
Hostile World (Bertolo and Mariani in Ruggiero, 2014) is exemplar in the
change of perspective implied and in the manner in which the framework is
able to fix the switch. This game was performed four times in the period of
time between 2013 and 2014. After few playtest sessions to define its
gameplay and mechanics (March 2013), the game was played twice in
Politecnico di Milano, School of Design, university campus (June 2013 and
June 2014), in the center of Modena city (March 2014) and in Bicocca
university campus (March 2014). A total amount of 141 players, mainly
Italians, attended the sessions: 38% male and 62% female; with different
ages and level of education: 1% primary education, 6% secondary education,
41 % higher education, 46% graduate education and 5% PhD.

Briefly, this pervasive game consists of simple missions typical of
everyday life (like rent a book at the library or buy a sandwich at the
restaurant) to accomplish; however, the in-game language is the Esperanto,
an idiom both unknown and familiar due to its mixed vocabulary. Thus,
banal tasks become extremely hard because players have to interact with
Actors, not playing supporting characters, whom speak and answer in
Esperanto, pretending not to understand Italian, English nor other
languages: therefore this is a significant linguistic barrier that players have to
face and overcome. The situations experienced are connected with the
immigrants’ critical situation, in order to increase empathy and
comprehension.

But, how can designers and researchers be sure that this game is actually
affecting players and their attitude toward immigrants/foreigner?

In figure 4 we present the EIM tool applied to A Hostile World case study
through a shadowing observation method (McDonald, 2005; Laurel, 2003;
Cross, 2006) on different players and playing groups during the four ludic
experiences.
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The player has a mission to solve: to buy an apple

Evidence

4]

How the player acts?

The player tries to solve the
mission “buy an apple”.
Thus, he/she interacts with
the related Actor in a
spontaneous manner,
usually speaking Italian.

The Actor does not react to
the stimuli, and the player
understands that the
approach is wrong.

The player embraces new
strategies: he/she begins to
use other forms of
expression — such as
gestures and sometime
devices - and to be more
collaborative with the
Actor. Moreover, he/she
shows the tendency to
group to increase the
possibility to succeed

Adopting the new point of
view and through the
different approach, the
player is able to interact
with the Actor and obtain
the apple.

Interpretation

What is actually
happening using PEOF?

According to the apparent ease
of the task, there is the adoption
of an ordinary frame of
reference “everyday life”.

Thus, patterns and scripts are
chosen in a shallow and
spontaneous way, without a
specific dedicated reasoning.

Unsurprisingly, the ordinary
patterns and scripts are
ineffective: they do not work.
Therefore, the player
comprehends that the starting
frame is inadequate.

The player reviews the frame,
reformulating its dimension from
“taken for granted” to
“stranger-oriented” ("l am in a
foreign country where anyone
understands me”); he/she makes
an unconscious translation of
already existent patterns and
accounts (usually activated abroad)
in an unusual context (the habitual
Italian one). This switch refers to a
breaking domain, and according to
it the scripts are selected in a more
conscious way (cohesion, not
verbal language, etc.).

The scripts now enabled work, and
the new frame is enforced bringing
a peculiar social meaning.

In this case, we are referring to an
experiential understanding of the
difficulties that a stranger has to
deal with every day.

®

o—0
0-0-0

—>
>
My
.

Figure 4 The Evidence-Interpretation Matrix applied to the mission ‘buy an apple’ of
A Hostile World case study.
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Adopting the EIM, designers and researchers were able to observe and
compare what happened in ordinary situations (A circle), and what
happened when a certainty is not respected (B circle), asking for a review of
our approach to that specific situation. During the observation, it was
noticed that players were firstly activating the frame ‘everyday life’,
interacting with actors in a superficial manner (often speaking in Italian) due
to the simplicity of the missions (1). Anyway, the patterns activated and the
related scripts did not work: Actors did not respond to the (Italian in our
case) stimuli proposed (2). Therefore, players considered again the frame,
reformulating its dimension from ‘taken for granted’ to ‘stranger-oriented’
(‘am in a foreign country where anyone understands me’), and, as a
consequence, patterns were chosen in a more conscious way according to
different accounts: people began to use other forms of expression (e.g.,
gestures and sometime devices) and appear more collaborative with Actors.

Moreover, they showed the tendency to group to increase their
possibility to succeed (3). In the end, the scripts enabled were working, and
the new frame was enforced bringing a peculiar social meaning (4). In this
case, we were referring to an experiential understanding of the difficulties
that a stranger has to deal with every day.

(4)
10\
@ ook

(3)

Figure 5 The iterative process we meet when we encounter an ordinary experience
(A). The process of the experience that a Persuasive Game or Game for
Change can provoke, with enlightened the switch from Ordinary/Gaming to
Breaking Domain (B).

In the end, the ordinary domain makes way for a breaking one, where
frames, patterns and scripts are translated from another situation
(characteristic when we are abroad without knowing the local language) in a
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new context (how difficult is living in our country for a stranger). Moreover,
the gaming domain can influence the player behaviour if she is skilled in this
kind of games (for example she should be more confident in moving and
acting in public spaces).

Discussion

The EIM has been tested, as described above, in several PGs and G4Cs
case studies aiming to encourage players to experience (and therefore
understand) roles that are different from their usual ones, and therefore to
increase consciousness and sensitise them to the community’s everyday
dynamics. The EIM application has shown that the tool is a valuable support
not only to systematically observe the play experience, but it also facilitates
a detailed study and analysis of each moment of ‘change’ that occurs by
guiding the observation of the game session and, as a consequence, the
evaluation of the game experience itself. This awareness can help the
designer in setting the gaming experience in a more conscious way.

Our point, in short, is to provide the observer with a structured tool
(EIM) that allows to look at the ludic session and take note of the situations
that characterise the play experience of games dealing with socio-cultural
issues. In particular, focusing on the players, the EIM facilitates to
understand when the ‘switch’ that is on the ground of a possible change of
perspective happens. This observations becomes of clear evidence for the
designer who has to understand if the PG or G4C’s mechanics are efficiently
working and suggesting a reflection on player’s habits and behaviours; and
for the researcher — if the researcher does not correspond to the designer —
who has to review, reflect on and reason about what actually happened
during the game, in order to study the experience and eventually discuss for
changes and improvements with the designer.

According to the PEOF and due to its potential, we are developing
further tools connected to quantitative (e.g., surveys and questionnaires)
and qualitative methods (e.g., single and group interviews) in order to enrich
this perspective.
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Urban design history increasingly is being perceived as a history of the
circulation and migration of urban designers and design practices within
comparative and global networks. So far studies on the internationalization
of urban design between the world wars have been dominated by the
Congres Internationaux d’Architecture Moderne (CIAM). Recent studies
demonstrate that the urban design discourse in the CIAM was informed by
another transnational platform: the International Federation for Housing and
Town Planning (IFHTP). These studies focus on the design concepts being
discussed at an international level, not the ambiguous relations between the
national and international dimensions of urban design culture. Recent
historical studies on international expert networks in the field of technology
and social sciences offer interesting leads to frame urban design history from
a transnational perspective. This paper uses the IFHTP as a case study to
explore the performance of transnational dialogue within international
expert networks of planners and urban designers.

Keywords: Architectural history; planning history; transnationalism; IFHTP

Introduction

The architectural historiography on urban design usually focuses on
individual designers within the dominating framework of the nation state,
although in a globalizing world it is much more interesting to explore the
networks in which urban designers and planners navigated to investigate
how models, ideas and practices travelled (Smith, 2001; Nasr and Volait,
2003). Clément Orillard (2014) has demonstrated that in the first half of the
twentieth century the internationalization of urban design was mainly
structured around the constitution of the professional and academic
discipline of planning. Within social economic history, especially the fields of
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political history, cultural history and history of technology, planning history
is increasingly framed as a history of the migration and circulation of
planners and their ideas and experiences within transnational networks.

Pierre Yves Saunier and Shane Ewen refer to an international
professional dialogue sustained by an 'Urban Internationale' which,
although informed by 'worldwide understandings of technocratic expertise'
(Ewen, 2008), represented a continuous struggle for the definition of 'the
most appropriate objects, methods, tools and people to think about and act
upon the city' (Saunier, 2001). Transnational experts navigated between
universal values and the political and cultural requirements of nation states
(Kohlrausch, Steffen and Wiederkehr, 2010). International expert networks
between the wars sought to formalize transnational exchange and to
disentangle technical challenges from their political connotations in order to
create a sheltered environment where technical solutions for societal issues
could be conceived (Schot and Lagendijk, 2008).

The time has come for us architectural historians to tap into this
academic discourse and explore how the concept of transnationalism can
enhance our perception of urban design history. So far, architectural
historical studies on the internationalization of planning and urban design
have focused on the Congrés Internationaux d’Architecture Moderne
(CIAM), an international gathering of a select group of modernist architects,
although the CIAM was only a marginal player before the Second World War
(Van der Woud, 1983, p. 110-155; Albers, 1997). Recent studies (Somer,
2007; Domhardt, 2012) reveal that the CIAM discourse on urbanism was
informed by another transnational platform: the International Federation
for Housing and Town Planning (IFHTP). Renzo Riboldazzi (2010) labels the
body of ideas of this organization as un’altra modernita, an alternative
conception of modern urban design culture that was very influential in the
Inter-bellum period.

This paper uses the IFHTP before World War Il as a case study to explore
the performance of transnational expert networks in the field of urbanism.

Who participated in transnational planning dialogue, why did they
participate and how was this dialogue structured?

Transnational travellers

It is impossible to assess total IFHTP membership. The historical
membership administration is lost. But we do not need to assess total IFHTP
membership to grasp the essence of its performance. Although its
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congresses eventually drew audiences of more than a thousand registered
delegates, the trajectory of the IFHTP nevertheless was dictated by a
relatively small population of executive members and regular contributors
(Geertse, 2012).

In his account of the IFHTP between the wars, Riboldazzi focuses on the
papers and national reports presented at the IFHTP congresses. This account
easily enables us to identify regular contributors. They are leading
(architect-) planners and scientists of the like of Patrick Abercrombie,
Raymond Unwin, Gustav Langen, Robert Schmidt, Fritz Schumacher, Thomas
Adams, John Nolen and Louis Bonnier. Obviously, the IFHTP favored
technical experts to disseminate its town planning message. Riboldazzi’s
account also demonstrates that — with the positive exception of the IFHTP
congress at Mexico City in 1938 —the transnational dialogue of the IFHTP
was rooted in the Western World, with definite anchor points in ‘imperial
Europe’. Riboldazzi does not elaborate on the structure of the IFHTP, nor
the machinations behind the transnational formation of urban design
culture.

Political and cultural historians that have researched the IFHTP usually
focus on the fierce contestations and negotiations in its Bureau. They
portray a power struggle between the British initiators of the IFHTP, with an
inclination towards liberal views on urbanism, and prominent executive
members from Continental Europe, which predominantly held socialist
convictions. In the 1930s, American ‘New Dealers’ around the Public
Administration Clearing House (PACH) wanted to use Rockefeller
Foundation dollars to push the IFHTP towardsa new world order on
American lines, while representatives of the Nazi regime wanted to use the
IFHTP as a means to spread the Nazi ideology of one united Europe under
German leadership. These historians focus on other participants in the
IFHTP, like George Montagu Harris from Britain, Kurt Jeserich from Nazi
Germany, Henri Sellier from France, Emil KI6ti from Switzerland and Charles
Merriam and Louis Brownlow from PACH. These people were not urban
design experts; they had a background in public administration.

Geertse (2012) has assessed active IFHTP membership. He defines active
membership as actively participating in the drafting of the agenda of the
international organization by attending meetings of the Bureau and the
Council or engaging in committee work. Although an international
organization in name, the outlook of the IFHTP was very Eurocentric. The
British garden city workers of the Garden Cities and Town Planning
Association had established the IFHTP in 1913 to distribute their garden city
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message on a global scale. Initially, they provided all the officers for the
international body and held a majority at the meetings of the Bureau and
the Council (which were all organized in London). The earliest foreign
members were predominantly recruited among befriended garden city
workers abroad. During the First World War the target group changed. It
looked beyond its original backing of garden city enthusiasts. Now it
targeted the administrators and urban designers that were to take the
reconstruction task at hand. This newfound focus persevered after the War.
Representation of public and professional bodies rapidly advanced,
reflecting the post-war institutionalization of housing and town planning in
the Western world. The interested laymen that had dominated the prewar
garden city movement stepped back; technocrats gained the upper hand.

The IFHTP transformed into an international planning expert network
organization. The growth of membership can be evidenced by the steadily
increasing audiences at the IFHTP congresses: the London congress in 1920
attracted about 170 registered delegates, whereas the Vienna congress
(1926) lured more than 1,000 registered delegates. In this new era of mass
participation the British garden city workers soon found themselves
outnumbered. By the mid-1920s British active membership was
counterbalanced by growing active membership from Continental Europe
and Scandinavia. Non-European active members only attended meetings at
the annual IFHTP congresses. It is important to note that active membership
was primarily defined by institutional representation, not expertise (which
was the foremost criterionto select lecturers and reporters for the
congresses). Also at the transnational stage, material design culture was
framed by institutional structures.

Motivations and modes for transnational dialogue

Antony Sutcliffe (1981, p. 168) has identified two major considerations
to engage in transnational planning dialogue: inspiration, a traditional
motive derived from art historiography, and Joseph Schumpeter’s classic
innovation diffusion theory. The first IFHTP congress at London in 1914
attracted many foreign garden city workers, seeking inspiration and support
from their British peers. Their general receipt was one of 'admiration, not
unmixed with envy' (Brown, 1914). The IFHTP congresses with formal
sessions and informal talks, exhibitions and post-congress tours offered
excellent annual opportunities to stay in touch with the latest ideas and
experiences. An American representative at the IFHTP conference in
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Gothenburg in 1923 enthusiastically reported that the event enabled to
acquaint oneself with the latest town planning ideas and to personally meet
renowned urban planning pioneers. The adjoining international town
planning exhibition 'was considered the largest and best ever assembled of
that subject'l.

Being an association, the rationale of civil society of course also applies
to the IFHTP. By engaging in (transnational) associative life the IFHTP
members gained a sense of belonging and by allying interests they could
produce a forceful lobby to promote their urban models. Officially, the
IFHTP had been established to unify the garden city and town planning
movement (Culpin, 1913, p. 225). Dutch planner Lou Scheffer stressed the
importance of the IFHTP for building and maintaining a professional
network (Scheffer, 1987). Similarly, Bernard Marrey (1988) points out the
significance of the first postwar IFHTP congresses for the international
contacts of leading French architect-planner Louis Bonnier.

The IFHTP also represented a place of symbolic power to negotiate the
legitimacy of ideas, methods, tools, and participants to think about and act
upon the city (Saunier, 2001). The IFHTP was an international arena to gain
standing and support for ideas, policies and positions. International
endorsement could be used to further one’s goals at home. In his memoirs
C.B. Purdom (1951) revealed that the British initiators of the IFHTP wanted
to use the IFHTP for their own agenda. Dirk Hudig, director of the
Netherlands Institute for Housing and Town Planning, deliberately used the
IFHTP congress at Amsterdam in 1924 to place regional planning on the
political agenda in the Netherlands (Bosma, 1993; De Ruijter, 1987).
Representatives of the Nazi regime wanted to the international prestige of
German planning experience to propagate German leadership through the
IFHTP, especially in the late 1930s when Nazi Germany became politically
isolated (Nachtmann, 1995).

Stanley Buder (1990, p. 143) characterizes the IFHTP as a major conduit
for professional affiliation. Branding oneself an urban planner in the early
twentieth century meant participation in the formation and
institutionalization of the emerging town planning profession.

Internationalization played a vital role. It created a sense of an
international professional community to share the latest experiences, to try
to set common professional standards and to build a network of advisors

1 Hertfordshire Archives and Local Studies. Howard papers. DE/HO/F28/6/3. International
Town Planning Conference Held in Gothenburg. Paper clipping from American newspaper,
August 4, 1923.
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and supporters (Saunier, 1999). Following the observations of Pierre
Chabard on city planning in the United States, we can distinct two
competing approaches to urbanism in the IFHTP: urban interventions as a
kind of civic action and town planning as an emerging autonomous
profession. Initially, the former dominated, but in the 1920s it was ousted
by the latter. The institutionalization of the modern planning profession was
secured through two distinct strands of transnational networking. The first
mobilized transnational resources to legitimize the position of professional
planners and designers. The second promoted town planning and urban
design among local authorities to create a field of action for this new
profession.

Considerations to engage in transnational dialogue should not be
confused with motivations to join the IFHTP. The Urban Internationale was
populated by various organizations that continuously squabbled over scarce
resources and overlapping audiences (Saunier, 2001). Despite these
tensions, IFHTP members often joined rivaling international organizations to
pursue their agenda. Cross-membership at times did prompt loyalty issues.

The British executives in the Bureau were wary of fellow executives
Emile Vinck from Belgium and his ‘henchman’ George Montagu Harris. They
suspected these executive members of the rivaling Union Internationale de
Villes (UIV) of trying to sabotage the advance of the IFHTP (Purdom, 1951, p.
63-64).

The performance of competing international organizations did affect the
IFHTP. The British garden city workers had established the IFHTP in 1913 to
challenge international organizations such as the UIV and the Congreés
Internationaux des Habitations a Bon Marché (CIHBM). They wanted to set
up an ‘a circulatory regime’: by institutionalizing transnational planning
dialogue they sought to control the diffusion of ideas, agendas and
professional standards (Saunier, 2008). The explosive growth of
participation in the 1920s can partly be attributed to the appeal of the
message of the IFHTP and the attraction of its congresses, but to a large
extent must also be attributed to the inactivity of competing platforms
immediately after the First World War. The members of these dormant
bodies joined the IFHTP to resume their transnational trade. Safely located
in London, the IFHTP had continued its activities during the War and even
launched a new initiative, the Belgium Reconstruction Campaign, whereas
the organizations located in Brussels, an epicenter for transnational activity,
suddenly had found the War at their doorsteps.
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The competitive advantage of the IFHTP did not just originate in practical
circumstances. There were fundamental differences at play as well. The
IFHTP was governed by a quintessentially British culture of harmony and
unanimity, whereas its continental counterparts had a culture of fierce
debates and majority voting. The postwar CIHBM was rendered impotent by
fierce internal debates on the role of the State and the principal choice
between apartments and cottages (Saunier, 2010). The harmonious culture
of the IFHTP held such confrontations at bay. The postwar UIV suffered from
its institutional character (Gaspari, 2002). It principally served local
authorities and promoted the idea of global governance by associated local
authorities to replace belligerent nations, although after the War the nation
state was generally acknowledged as the basic unit for global governance.

This new reality was most clearly embodied in the League of Nations, an
authority that drastically pruned the municipalities’ liberties of action on the
international stage. The ULV first reestablished itself in the mid-1920s once
it abdicated its original ideological outlook and focused on practical issues
instead.

According to Stephen Ward (2000), the participants could adopt to
different modes for transnational planning dialogue: borrowing and
imposition. These modes correlate to the agenda of the participants and the
form of membership (active or passive) adopted. Passive membership
provided a ticket to the IFHTP congresses, enabling members to digest the
offered body of knowledge and to maintain their transnational networks.

This type of borrowing was laborious. Passive members could not
directly influence the IFHTP agenda, so they depended on like-minded active
members or had to ‘shop around’ at other transnational platforms. As a
consequence, passive members were not loyal participants. To (directly)
influence transnational flows of planning knowledge, active membership
was essential. Active members could put domestic issues on the IFHTP
agenda (focused borrowing) and seek international endorsement for their
domestic models, policies and positions. Sometimes they even managed to
‘impose’ their domestic agenda upon an international audience.

Mechanisms of transnational dialogue

To perform successfully as a transnational planning platform, the IFHTP
had to conceive a shared discursive formation, based on a common
language. And this discourse had to have significant appeal to sustain itself.

The IFHTP had to cater for the agendas of its affiliated national societies.
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This was achieved by representation in the executive and governing
bodies of the international association. French philosopher Michel Foucault
has pointed out that within in discursive formations knowledge is both the
creator and creation of power. Presenting papers and reports at the IFHTP
congresses provided (symbolic) power to the experts concerned, but the
real power in the IFHTP was concentrated at its Bureau which had the
authority to define appropriate experts and subjects for discussion.

Initially the power in the Bureau was concentrated with the British
initiators. The early foreign members were recruited among befriended
garden city workers abroad. These foreigners looked to the British garden
city workers to take the lead. Thus the IFHTP was administered by GCTPA
officers from GCTPA headquarters in London. These British officers modeled
the IFHTP after the GCTPA, introducing a strict hierarchical structure, an
unpaid staff (honorary officers)and a culture of consensus-seeking
(unanimity). The IFHTP congress agenda was informed by the official GCTPA
policy of ‘town planning on garden city lines’, delivered by protagonists of
the British garden city movement.

World War | turned the world of the IFHTP upside down. Many foreign
garden city enthusiasts were no longer able to participate. To stay in
business, the IFHTP launched its Belgium Reconstruction Campaign in 1915.
It looked beyond its original backing and directly addressed the experts —
designers, administrators, lawyers, technicians et cetera — that were to take
the reconstruction task at hand. In their eagerness to transform Belgium
into a model garden city nation, the British leaders of the IFHTP insisted on
the implementation of true, independent garden cities (Culpin, 1915).
However, Belgium and the rest of Continental Europe preferred housing
estates and garden suburbs and ignored the British diktat (Uyttenhove,
1985). The British leaders soon lost interest in the reconstruction campaign.

Even in Britain the garden suburb had triumphed over the true garden
city. Thus the British leaders introduced a new objective at the IFHTP
congress at London in 1920 which was endorsed as official GCTPA policy:
satellite towns. A satellite town basically was a garden suburb with all the
properties of a true garden city. The satellite idea failed to convince the
continental members. Grand satellite schemes did not provide immediate
affordable mass housing near existing population centers.

Supported by the rapid post-war institutionalization of housing and town
planning in the Western World (Ward 2002) and the absence of immediate
competitors (Geertse 2012, p. 68), the IFHTP matured into one of the largest
transnational planning platforms in the first half of the 1920s. The British
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members lost their upper hand in the Bureau and the naturalness of
(exclusive) British leadership was questioned (Geertse 2012, pp. 100-105).

The Bureau became a political arena in which the organizational outlook
of the IFHTP and the agenda of its congresses were being negotiated.

Pressured by the continental members, the IFHTP changed. It left the
office of the GCTPA, employed its own paid secretary and nominated its first
non-British officer (IGCTPA 1922, 1). The conception of satellite or garden
city planning broadened into the concept of regional decentralization to
accommodate pioneering (regional) planning accomplishments of the other
members. Despite these reforms, the IFHTP did retain a distinct British
flavor (Saunier, 2001).

The explosive growth of membership called for reorganization by the
mid-1920s. The IFHTP resolved to divide its membership into four sections,
dedicated to respectively housing, garden cities, regional planning and town
pIanningz. The proposed housing section was warmly received by
continental housing reformers in the IFHTP. They recognized an ideal
successor of the faltering CIHBM and an opportunity to emphasize the
housing question on the IFHTP agenda. The CIHBM was willing to transfer all
its activities to the housing section, provided that this section would retain
some autonomya. Obviously, the continental ‘housers’ thought the IFHTP
was still too British. The IFHTP accepted these terms and subsequently the
CIHBM formally transferred its activities to the IFHTP in 1926".

The Bureau of the IFHTP and the former dignitaries of the CIHBM almost
instantly clashed. The former envisioned a secretariat of the housing section
on the continent, that was to be independent from the hosting country, but
would resort under the central secretariat in London, whereas the latter
demanded a secretariat independent from London headquarters with
authority to secure support from the hosting country. This ‘housing
controversy’ was a direct confrontation between political convictions. The
socialist members of the former CIHBM wanted to exclusively pursue
collective, state-sponsored housing, whereas liberal members in the IFHTP
Bureau refused to relinquish cooperative housing and voluntary action. The
controversy also represented a clash between the British style of

2 IFHP Secretariat. IFHP Archives. Minutes of the Council, April 23"’, 1925 and minutes of the
Executive Committee, September 26", 1925.

3International Institute for Social History. Wibaut Papers. Folder 346. Correspondence between
Wibaut and other ClTHBM members in 1925.

4 IFHP Archives. Minutes of the Council, September 14, 1926.
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governance in the IFHTP (unanimity and honorary officers) and the more
business-like continental culture of majority-voting and paid staff.

Ultimately, the discontent continental housers stepped outside the
IFHTP to establish their own International Housing Association (1929),
usually referred to as the Verband, with its seat in Frankfurt. The housing
controversy initiated a rigid, at times artificial, separation between housing
and town planning issues at the IFHTP congresses.

The departure of the discontented housers did not restore internal
peace. Many sympathizers with the Verband retained their IFHTP
membership. Both organizations contested who was the true heir apparent
of the CIHBM. The Verband refused to join the IFHTP, but insisted on
practical collaboration, starting with the congresses of both organizations at
Berlin in 1931. These congresses barely managed to distinct themselves
from one another, embarrassing their proprietors. Thus the two agreed to
explore a possible reunion. Negotiations took place in an atmosphere of
mutual distrust. The IFHTP Bureau considered the Verband an exclusive
vehicle for socialist views on housing and, after the Nazi take-over, as an
extension of Nazi propaganda. The Nazis effectively had kidnapped the
Verband and only agreed to a reunion if they would gain sound footing in
the IFHTP. The Verband was annoyed by the slow decision-making by the
IFHTP, suspecting a strategy of endless delays to weaken the Verband.
Eventually, terms for reunion were agreed upon in 1937. These terms posed
a heavily contested compromise that especially benefited the Nazis. The
honorary officers were abolished and central IFHTP headquarters were
relocated to Brussels (Geertse 2012, pp. 157-163 and pp. 207-212). Nazi
Germany was offered the presidency of the reunited body. The IFHTP slowly
turned into an extension of Nazi propaganda, propagating
Weltraumplanung as a means to reinforce the Nazi ideology of Neues
Europa (Nachtmann, 1995).

If we scrutinize the planning discourse of the IFHTP from its inception in
1913 until the outbreak of the Second World War we can track the
evolution of the common language of IFHTP discourse. Initially, an
ideological rhetoric of social reform and land reform prevailed as the
common language of garden city enthusiasts. Henry Vivian (1914) and C.B.
Purdom and Chambers (1922) promoted a strategy of land reform and co-
partnership housing, Ebenezer Howard urged the establishment of an ideal
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international garden city5 and Gustav Langen intimated that town planning
was to focus on community building, 'to restore the people to the land'
(IGCTPF 1923, 39-49).

In the 1920s administrators, politicians and planning and urban design
experts gradually gained the upper hand. They preferred a technical
treatment of urban issues, detached from political aspirations. Conference
papers started to focus on technical issues such as zoning, survey,
administrative foundations and legislative requirements. Conclusions
conceived on the basis of discussion and comparison could be implemented
under different political regimes (liberal, socialist and totalitarian) (IFTCPGC,
1924). Technocratic internationalism offered a language that was able to
transcend political convictions and national peculiarities. Technocratic
rationalism was advanced by the introduction of national reports in 1926,
based on standardized questionnaires, in the mid-1920s to replace personal
(subjective) papers (IFHTP, 1926). Furthermore, it was promoted by projects
aimed at conceiving universal technical standards and transcending cultural
differences. In the early 1920s the IFHTP attempted to constitute a uniform
international town planning notation, an attempt that failed because of
national rivalries. The IFHTP was more successful in compiling an influential
international tri-lingual glossary of technical terms in town planning and
housing, which was published in the early 1930s (Albers, 1997). Political
ambitions became the domain of the new international sphere embodied by
organizations such as the League of Nations and the International Labour
Organization. This sphere was dominated by nation-states, not exponents of
transnational civil society.

The IFHTP heavily depended on its congresses for revenue. Therefore it
had every interest in attracting as many delegates as possible to its
congresses. Participating experts increasingly complained about the
disadvantages of mass participation: overcrowded session rooms and
shallow discussions. They called for restricted participation by experts only,
which was unacceptable to the IFHTP Bureau (Albers, 1997, pp. 191-192).

Attracting the largest possible audience meant the congress program not
only had to accommodate the agenda of the affiliated national societies; it
also had to appeal to the transnational community of planners and urban
designers at large. The decision in 1923 to give the hosting country the
authority to make proposals for the congress agenda was not just part of
the attempts to reduce the British grip on the IFHTP. It also served to raise

5 Hertfordshire Archives and Local Studies. Howard papers. DE/HO/F12/2. Typescript of
address given by Howard to Belgian representatives at Letchworth, February 11, 1915.
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commitment and attendance from the hosting country. Sometimes the local
organizers had to compromise, because a majority in the Bureau feared
proposed subjects for discussion would not appeal to sufficient people. For
example, the proposal to discuss national parks at the planned IFHTP
congress at Los Angeles for 1940 was dismissed because it held little
relevance for most countries.® The IFHTP deliberately sought the vicinity of
other major international events — world exhibitions, international planning
exhibitions and congresses, et cetera —to raise the attraction and prestige
of its own congresses. We can be sure that the IFHTP checked out the
competition of its congresses, trying to make its congresses more appealing
and, if that was not possible, trying to avoid unnecessary competition. In the
1930s the IFHTP anxiously followed the activities of the Verband, intent to
keep the upper hand. For its congress at Amsterdam in 1924 the IFHTP tried
to make arrangements with the UIV and the CIHBM that were organizing
congresses around the same time.’

Conclusions

This paper argues that twentieth century urban design culture defies the
restrictions imposed by national design histories. Throughout this period
designers exchanged ideas and experiences in an international planning
society, embodied in international associations, institutions, exhibitions,
competitions and periodicals. Although this international sphere was very
important for the diffusion of planning and urban design practices, it by no
means was a neutral stage where all design ideas could be put forward, nor
could everybody participate.

The congresses of the IFHTP demonstrate that urban designers engaged
in transnational dialogue for very different reasons, ranging from seeking
inspiration, knowledge and camaraderie, to soliciting international
endorsement for domestic practices and (supposedly) universal professional
standards. Platforms such as the IFHTP had to accommodate the potentially
conflicting agendas of their members and to promulgate a common
language, whilst securing a large audience. The Bureau of the international
association presented an arena where political domestic agendas,
(universal) professional interests and potential external collaborations and
rivalries were fiercely contested. On the basis of consensus-seeking subjects
for discussion and experts to invite were being negotiated. At the

6 IFHP Archives. Minutes of an extraordinary meeting of the Bureau, July 10th 1939.
7 IFHP Archives. Minutes of the Executive Committee, May 17, 1924.
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congresses, a apolitical, highly technical approach of planning and design
issues dominated. Urban designers were eager to lend their expertise to
discuss and define urban models and design strategies in a sheltered
transnational environment. ‘Technocratic internationalism’ represented a
language to transcend political convictions and national peculiarities (Schot
and Lagendijk, 2008).
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L'approccio storico al design. Stereotipi,
aporie, paradigmi (?)
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Discrasie di storiografia del design coinvolgono altrettante problematiche
circa le sue accezioni: dal disegno industriale alle piu recenti connotazioni,
che ne ampliano background sedimentati, ma determinano continue
ridefinizioni adduttrici di slittamenti, aporie, rischi di stereotipi qualora
avvengano, in ambiti storiografici, marginalizzazioni o enfatizzazioni di
talune esperienze rispetto ad altre. Letture insufficienti sulle relazioni fra
antefatti motivanti determinati eventi, a cui spesso si attribuiscono incipit per
nuovi scenari, rischiano in effetti enfatizzazioni dei secondi e
marginalizzazioni dei primi. Cosi emergono improprie disarticolazioni in quel
continuum di processi, dinamiche, rotture talora sovvertitrici di paradigmi:
non ravvisandosi in effetti sovversioni avulse da pulsioni anticipatrici.

Similmente ogni storia dell’innovazione emerge da quella fascia di
confine che distingue ma non separa differenti fattualita operative, modi di
produzione, ecc.: cosi, atteggiamenti non deterministici nell’interpretazione
dei processi storici si fondano anche sulle capacita di snidare antefatti che
anticipano caratteri di epoche successive. Né le componenti socio-tecniche,
spesso invocate per un corretto approccio al design e all’innovazione,
sfuggono a riduzionismi in ricognizioni lacunose di fatti storici: emergono
invece, quanto piu ridefinizioni storiografiche rimuovono lacune. Possono cosi
restituirsi accezioni dinamicamente aggiornate di storia del design (e
dell’innovazione), e ricostruzioni circa il senso (o i paradigmi?) delle loro
ricorrenti connotazioni.

Keywords: Storiografia; design; criticita

Quella gerarchia di valori che presso Goethe o Winckelmann determina
la concezione dell’arte, talora:

[...] non esercita piu alcun influsso. Certo, sarebbe errato ritenere che cosi
venga scardinata la stessa considerazione dialettica dell’arte. Cio non

*Corresponding author: Giorgio Giallocosta | e-mail: giallocosta@dada.it
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puo avvenire prima che i disiecta membra che I'idealismo cerca di tenere
insieme, la rappresentazione storica da un lato e I'apprezzamento
dall’altro, siano diventati un’unica e medesima cosa e superati come tali.
La soluzione di questo problema rimane riservata a una scienza della
storia che non abbia pili come oggetto un groviglio di puri dati di fatto,
bensi quel gruppo definito di fili che rappresenta la trama di un passato
nell’ordito del presente. (Benjamin, 1937, trad. it. p. 93)

Qualcosa di simile pud argomentarsi circa le discipline del design. Queste
ultime peraltro ormai assumono connotazioni estremamente diversificate, e
spesso in sostanziale discontinuita con assunti classici (o presunti tali) di
disegno industriale. Qui in effetti quel groviglio di puri dati di fatto, che non
puo ancora rappresentare la trama di un passato nell’ordito del presente
(Benjamin, 1937), si addensa tanto piu a fronte di un flusso, pressoché
incessante, che costantemente pervade ridefinizioni, connotazioni, sviluppi
disciplinari, propri di quest’area di interesse e positivamente espansiva (pur
con i problemi che, come in parte si vedra, possono evincersi) dei suoi
originari background e sedimentazioni esperenziali. Tuttavia, soprattutto le
tradizioni relativamente recenti delle discipline del design (dall’originario
industrial design al fashion design, al social design, ecc.), o I'assunzione di
riferimenti diversificati o comunque non ancora compiutamente consolidati
e pertinenti, rendono le stesse ancor meno sistematizzabili secondo ottiche
storiografiche che non in termini di precise connotazioni disciplinari.

Storicamente, il termine industrial design viene proposto per la prima
volta intorno al 1927 da Ernest Elmo Calkins (Pulos, 1983), a indicare I'esito
dell’attivita di un progettista che lavora a fianco dell’industria nella
definizione di un prodotto di serie, con I'obiettivo di valorizzarne gli aspetti
funzionali, formali e quelli finalizzati al successo di mercato. Solo con la
progressiva importanza acquisita dalla disciplina nel decennio successivo, il
termine, dapprima tiepidamente considerato, diviene condiviso nei paesi di
lingua inglese; in Italia nel secondo dopoguerra, seppure gia in uso, €
sostituito da una sua disinvolta traduzione, disegno industriale, nonostante
tale locuzione (avendo il precedente di una sua sedimentata connotazione
nell’ambito operativo del disegnatore industriale) potesse ingenerare non
poche perplessita. Successivamente, con I'accredito del soft power
americano e la maggior diffusione della lingua inglese per I'uso delle
moderne strumentazioni informatiche, I'ormai desueto disegno industriale
diviene (nella vulgata italica) design: termine certamente pil rapido, ma
suscettibile di altre impreviste promiscuita. Il suo significato di progetto lo
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rende flessibile (ai limiti del genericismo) e riferibile ad ambiti diversi, o
lontani, rispetto a quelli dell’industrial design, perlomeno laddove non lo si
ancori, come nella lingua inglese, a termini declaratori: quelli che, nel
progredire del tempo, ampliano i confini originari della disciplina (furniture,
graphic, interaction, interior, web). Se da essi scissa (soprattutto
concettualmente), una connotazione generica di design si rende disponibile,
di fatto, a qualificare qualsiasi attivita che implichi scelte e formalizzazioni
organizzative, quella del programmatore elettronico, dell’ingegnere
gestionale, del bancario che individua rocamboleschi prodotti finanziari, e
quant’altro: cosi come gli atti creativi, che esulano da previsioni di serialita.

I mondo dei prototipi, degli oggetti vintage, degli artefatti artigianali con
alto contenuto di ricerca formale, registra in questi anni un’imprevista
fortuna grazie a un articolato network di selezionate gallerie artistiche,
antiquari, case d’asta, ecc., che, valorizzato da ibridi eventi annuali (Design
Miami, per esempio), sponsorizza I'oggetto come elemento di status symbol
(lusso, esclusivita, ecc.): il fenomeno, gonfiatosi a dismisura, richiede
un’etichetta, e si viene cosi accreditando come design art, con appagamento
di operatori e clienti, ma ingenerando ulteriore confusione in uno contesto
gia di per sé poco chiaro.

Esemplificative circa le ricorrenti discrasie in ambiti di storiografia del
design appaiono, dunque, le questioni fin qui citate. Ma non solo. Con
I'esordio del nuovo secolo, il design si presta a ulteriori declinazioni, quella
del design strategico per esempio, o del design dei servizi, o del design per i
Beni Culturali, ambiti nei quali la figura del progettista pretende una
centralita metodologica (oltre che ideativa e organizzativa), benché in
pressoché tutti i casi la sua incidenza appaia complementare (se non
addirittura subordinata) ad altre competenze, professionali o meno: quelle
del sociologo, dell’economista, del direttore di museo, del politico,
ugualmente determinanti nell’assunzione delle decisioni e nella definizione
delle scelte. In questi casi, si incorre in palesi contraddizioni che non creano
antinomie solo perché i diversi protagonisti coinvolti appaiono disinteressati
a esigenze di chiarezza, i destinatari delle diverse proposte permangono
largamente inconsapevoli circa tali questioni, e nel mondo del design si
reitera I'assenza di figure che operino criticamente nell’ambito di
un’opportuna perimetrazione e definizione della disciplina, cosi
consentendo la sussistenza di ambiguita, come quella di prestazioni
progettuali di fatto limitate ad attivita di mera meta-progettazione, prive di
credibili possibilita di emersione come tali (e delle salutari contromisure che
credibilmente se ne opporrebbero), e dunque attivamente costitutive di una
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piu generale opacita di scenario. Anche la recente enfasi sul social design si
presta a non poche ambiguita, non solo per i diversi (e poco chiari)
orientamenti che assume e con cui si declina, ma soprattutto per i tentativi
di arrogarsi ruoli di esclusivismo, che dovrebbero invece connotare di diritto
finalita e funzioni di ogni attivita di progetto. Né in tal senso vanno
sottovalutati i fenomeni connessi alle attuali e crescenti disponibilita di
stampanti 3D: in questo caso gli sviluppi evolutivi che potrebbero delinearsi,
ancorché fin qui solo potenziali, vengono di fatto riduttivamente ancorati ad
atteggiamenti comportamentali con cui per esempio i designer,
semplicemente, si limitano a interpretare anche ruoli di produttori e
venditori dei propri artefatti.

Tali discrasie, come accennato, convergono dunque in altrettanti aspetti
problematici circa le molteplici accezioni degli ambiti del design, le cui
ricorrenze inoltre accomunano, a quanto gia pur positivamente rimarcato,
necessita di continue ridefinizioni concettuali che spesso comportano
slittamenti o anticipazioni circa incipit di nuovi scenari fenomenologici,
formalizzazioni disciplinari, ecc. Anche a fronte di una situazione di questo
tipo, nel 2008 I'ICSID - International Council of Societies of Industrial Design
ritiene necessario mettere a punto una nuova definizione di design che, pur
ribadendo le finalita pregresse (sociali, culturali, ecc.), amplia
I'interpretazione di industrial, riferendola tanto a industry (inteso come
settore di produzione) quanto a industrious activity. Tutto cio conferma gli
slittamenti ai quali la disciplina & continuamente sottoposta, cosi come il suo
radicamento teorico-metodologico solo relativo, data la recente
formalizzazione della stessa, e soprattutto la mancanza di una tradizione
apprezzabilmente consolidata di ricerche e studi storico-critici che non
sempre peraltro, fra quelli disponibili, evitano marginalizzazioni o
enfatizzazioni di talune esperienze, rischiando cosi di incorrere in letture
stereotipate o aporetiche.

Atteggiamenti aporetici, o ricorrenze di stereotipi, persistono dunque
qualora, in ambiti inclusivi di attivita di ricerca storiografica, se ne
enfatizzino o se ne marginalizzino eventi, iniziative, ecc., assunti come
anticipatori o meno di nuove declinazioni disciplinari. Sintomatica in tal
senso € anche la connotazione attribuibile ai concetti di innovazione, o di
sviluppo (qui enfatizzandone gli assunti coerenti con orientamenti in senso
industriale), a seconda che, per esempio, si privilegi I'una o I'altra delle tre
fasi dell’industrialismo moderno, come gia definite da Argan: la prima, egli
sostiene:
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[...] e quella della ripetizione meccanica o della «spersonalizzazione» dei
motivi e dei processi formali dell’artigianato [...] La seconda é quella che
constata il carattere razionale o scientifico dei processi meccanici, riduce
il bello al pratico e il pratico al razionale; ammette che non vi puo essere
bellezza fuori della razionalita [...] A loro volta (nella terza fase - nda) i
processi pratici della produzione, che non possono che plasmarsi sui
processi del pensiero, tendono a sormontare la «razionalita»
tradizionale: ed ha, in questa sede, poca importanza stabilire se si tratti
di un passaggio dal razionale all’irrazionale [...] o di una estensione dei
confini del razionale [...]. (Argan, 1965, 134-135)

cio che interessa é piuttosto rimarcare come la terza fase si connoti in
qguanto maturazione compiuta dei processi pratici della produzione, con cui
si sviluppano processi evolutivi, da semplice modificazione di fatti
puramente operativi a determinazione di nuovi assunti axiologici (bellezza-
praticita, praticita-razionalita, ecc.), a configurazioni di nuovi scenari in
certa misura paradigmaticamente (?) sovvertitori di concezioni tradizionali.

E’ evidente come la definizione indistinta di ciascuna delle tre fasi
storiche (come brevemente delineate), in quanto incipit di nuovi scenari
produttivi (e di organizzazione della produzione), produca aporie sia nella
determinazione/individuazione di fenomenologie mature e coerenti con
assunti innovatori di tipo rigorosamente industriale, che in orientamenti per
sviluppi successivi; parimenti emergono stereotipi, soprattutto a fronte della
persistenza di abitudini (concettuali, storiografiche, ecc.), poco inclini a
riconsiderazioni critiche circa assunti consuetudinari e non
apprezzabilmente centrati in termini di esaustivita/pertinenza disciplinare
(con particolare evidenza per le molteplici declinazioni da qui evincibili, e
per le loro interazioni), o ancora contraddistinti da mancate obliterazioni o
mitigazioni di rischi circa improprie enfatizzazioni o marginalizzazioni di
ruoli, esperienze, ecc. Anche in tal senso, molti dei fatti che
storiograficamente ancora contraddistinguono I'industrial design richiedono
una maggiore puntualizzazione, che riorganizzi letture ormai sedimentate
benché frutto di punti di vista opinabili o parziali. Le marginalizzazioni di
alcune esperienze o I'enfatizzazione di altre determinano una struttura
storica che, consolidandosi, viene assunta senza alcun interesse verso
esigenze di revisione critica, generando uno scenario pressoché inamovibile
che incide anche sulla comprensione della contemporaneita. La Bauhaus per
esempio gode di un’attenzione assoluta da parte degli storici, avvalorata
anche dalla sua musealizzazione grazie alla creazione del Bauhaus-Archiv a
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Berlino, a scapito pero di altre realta (formative, didattiche e produttive)
della Germania di Weimar: considerata un movimento e accreditata come
unica struttura di formazione progettuale del periodo, se ne enfatizza il
ruolo nonostante di fatto costituisca una scuola simile ad altre presenti nella
Repubblica di Weimar e, come queste, erede diretta della riforma delle
Kunstgewerbeschulen operata da Muthesius nel 1904 e inserita nella
strategia organizzativa del Werkbund. Non si tratta di un unicum quindi, né
di una realta autonoma gestita da Walter Gropius, e non appare
disarticolata rispetto a quel tessuto culturale della Germania del Il Reich che
continua a persistere negli anni di Weimar: riposizionarne la presenza in un
contesto contraddistinto da altre scuole, da realta di produzione industriale,
da attivita orientate a ricerche di ottimizzazione seriale e ispirate a concreti
problemi sociali, aiuterebbe certamente a ridimensionare stereotipi e
condizionamenti che ancora coinvolgono la storiografia corrente.

Estremamente carente, inoltre, & la lettura usuale del design americano
fra le due guerre, di fatto limitata a una mera questione di styling
contraddistinto da suggestive linee aereodinamiche ed etichettata come
streamlining; appare evidente come ricostruzioni storiche di questo genere,
a fronte dei prodotti, materiali, tecnologie regolarmente messi in campo
nelle esperienze statunitensi, non solo risultino riduttive o addirittura
infondate, ma lesive soprattutto in termini di scorrette rappresentazioni cosi
depotenziate circa il valore della ricerca americana, invece particolarmente
attenta alle logiche industriali, alle esigenze dei consumatori, ai problemi di
congiuntura economica. Se fosse attribuito al termine streamline I'altro suo
significato, quello di studio mirato a migliorare I'efficienza di un processo,
alla sua modernizzazione e/o semplificazione, tale connotazione (ancorché
solo tendenzialmente accettabile) implicherebbe una notevole revisione di
gran parte delle applicazioni storiografiche fin qui condotte. Allo stesso
modo, gran parte degli apporti storiografici inerenti le discipline del fashion
design si caratterizza per le sue carenze circa letture e applicazioni, che
appaiono quasi esclusivamente centrate sulle proposte stilistiche delle Case
d’alta moda (e marginalizzandone, per esempio, questioni di strategia
comunicativa, di organizzazione aziendale e produttiva, di approccio ai
mercati, ecc.). Si indulge nello stereotipo della moda come mero fatto
artistico e non pure come business, peraltro con ripercussioni negative
anche circa analisi e valutazioni delle esperienze italiane contemporanee, e
con riferimento alle questioni economiche a queste connesse
(assolutamente non marginali per tale realta).
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Parimenti, e come in parte gia osservato, occultamenti o
marginalizzazioni di taluni eventi precorritori di nuove determinazioni di
scenario (produzione artigianale - produzione industriale, per esempio), o
comunque letture insufficienti circa le relazioni con ulteriori episodi o fatti
storici di pilt ampia divulgazione, producono stereotipi (o comunque rischi di
questo tipo) circa incipit di nuovi modi di produzione, modelli organizzativi,
ecc., assegnati invece a esperienze maggiormente note (o
consuetudinariamente considerate tali, seppure con reale portata e
significazione meno interessanti per i casi in questione), e ledendo ruoli e
senso di antefatti (logici e cronologici), motivanti e strutturanti quelle nuove
determinazioni di scenario. Il rischio maggiore in questi casi & tuttavia quello
di assecondare obliterazioni di tali antefatti soprattutto in loro possibili
propensioni a rappresentare un novero di esperienze eventualmente foriere
di inedite indicazioni, suggerimenti, e quant’altro, circa ulteriori opportunita
innovatrici. Né interpretazioni decontestualizzate di determinati fatti storici
producono assunti stereotipati, poco pertinenti con le questioni qui trattate.

Uno dei fattori, fra quelli maggiormente marginalizzati dalla storiografia
del design, & quello inerente il mercato (spesso adducendo motivazioni di
difficolta nel reperimento di dati e informazioni utili in merito): & possibile in
tal senso avanzare, fra quante possibili al riguardo, almeno una
considerazione relativa a un particolare episodio storico (assai noto) che,
ancora privo di significative riletture e reinterpretazioni critiche,
contribuisce a reiterare, anche qui, quel groviglio di puri dati di fatto
(Benjamin, 1937) assolutamente inidoneo a garantire efficaci rimozioni di
stereotipi e loro sostituzioni con trame finalmente chiarificatrici di un
passato nell’ordito del presente (Benjamin, 1937). Tale considerazione
riporta cronologicamente alla meta dell’Ottocento, e riguarda I'Esposizione
Universale di Londra del 1851: qui i prodotti presentati, in particolare quelli
dell’industria inglese, vengono additati come significative esemplificazioni di
scarsa attenzione alla qualita formale, soprattutto per quanto emerge dal
raffronto con le produzioni francesi (di fatto, di tipo artigianale); com’e
noto, ne scaturisce un dibattito sui processi di produzione meccanizzata, a
cui si addebitano responsabilita di scarsa qualita formale, contrariamente a
guanto avviene per le produzioni tradizionali di tipo artigianale, peraltro
assunte come esemplificazione positiva di controllo a garanzia del
gradimento degli esiti finali. Questa polemica, che storiograficamente viene
riferita in termini rigidamente fattuali (ossia, senza alcun apprezzabile
tentativo di interpretazione critica) potrebbe essere riscritta alla luce degli
effettivi caratteri (per quanto qui interessa) dei prodotti esposti: industriali,
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quelli inglesi, di tipo artigianale, quelli francesi, ecc. In effetti, sia i manufatti
francesi che quelli inglesi esplicitano un decorativismo, oggi probabilmente
giudicabile come improprio e discutibile, che puo motivarsi con il gusto
dell’epoca (o meglio, con la diffusione di determinati modelli culturali propri
di quel periodo storico), condizionato dalla libera ripresa degli stili storici e
cosi costitutivo (per tali aspetti) dei caratteri di quei mercati. In tal senso, sia
la produzione artigiana (o tendenzialmente tale) che quella industriale
mettono a punto offerte di fatto compatibili con le attese dei mercati. Cosi,
le critiche di Henry Cole o di William Morris andrebbero piuttosto
interpretate, anziché mediante stereotipate antitesi fra industria e
artigianato, esplicitandone la loro chiara collocazione nell’ambito di logiche,
modelli culturali, scenari futuribili a essi contestualmente possibili, e
rapportandole alle tendenze di un mercato da interpretare e soddisfare,
secondo gli stessi, con un approccio diverso: una rilettura di questo tipo
costituirebbe inoltre, con molta probabilita, un nuovo incipit maggiormente
utile a meglio comprendere gli eventi successivi. Ancora una maggiore
attenzione al mercato permetterebbe per esempio una migliore lettura del
Werkbund e del suo ruolo quale reale modello di qualificazione della
produzione industriale tedesca, e riferimento per opzioni e/o esperienze
operative perseguite negli anni fra le due guerre in vari paesi europei e negli
Stati Uniti. Laddove inoltre si rapportasse idoneamente il mercato alla realta
manifatturiera delle diverse nazioni, ne conseguirebbero letture, chiarimenti
e interpretazioni maggiormente attendibili circa le stesse scelte produttive
effettuate. L'enfasi, tutta storiografica, rivolta in alcuni casi (o periodi
particolari) verso determinati prodotti pur non particolarmente significativi
in quanto a diffusione registrata, seppure (in linea di principio)
potenzialmente giustificabile da un punto di vista eminentemente ideativo
degli stessi, acquisirebbe un deciso ridimensionamento storico qualora se ne
percepissero, pur scontando possibilita ottimali di una loro messa a punto
con metodi industriali, le ragioni di fatto della non accettazione da parte del
mercato, o le situazioni di effettiva carenza (seppure temporanea) di
strutture in grado di realizzarli, oppure congiunture abbinate a strategie di
impresa, politiche di marketing, o quant’altro, che per esempio motivano la
non disponibilita di quelle aziende pur tecnologicamente attrezzate allo
scopo ma consapevoli, semplicemente, del loro non gradimento: in questo
modo, tali manufatti conserverebbero in certa misura un’enfasi giustificabile
sotto altri aspetti (quali antefatti di prodotti messi a punto successivamente,
o quali anticipazioni di atteggiamenti poietici di futura maturazione, ecc.),
ma soprattutto potrebbero disvelarsi le ragioni di altre scelte produttive
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premiate dai mercati dell’epoca, ancorché marginalizzati dalla storiografia
corrente.
Se la consapevolezza di

[...] scardinare il continuum della storia e propria delle classi
rivoluzionarie nell’attimo della loro azione [...] (Benjamin, 1940, trad. it. p.
47)

e dunque la sua negazione assume connotazione di dignita fattuale nel
concreto dispiegamento dei fatti storici, & innegabile come la comprensione
e l'interpretazione di quest’ultimo non possano obliterare quel flusso
incessante di processi, dinamiche, rotture che pure talora sovvertono
paradigmi consolidati (né procedere per sue improprie disarticolazioni), e
che cosi appare prescindendo dall’ineliminabile portata metafisica circa la
complessita ultima del problema della storia: all’ Angelus Novus, dipinto da
Paul Klee e rappresentativo della possente figura allegorica che sta al centro
delle Tesi sul concetto di storia (Benjamin, 1940), é affidato

[...] il compito di alludere alla complessita ultima del problema della
storia e di indicarne, segnalando la discrasia nella percezione dei fenomeni,
I'ineliminabile portata metafisica. Infatti dove gli uomini vedono una
successione di eventi, I’'angelo non vede che un crescente ammasso di rovine.
Occasionalmente si danno momenti [...] nei quali anche I'uomo é in grado di
percepire la storia in questo suo aspetto terribile [...] Ma nell’intuizione di
Benjamin I’angelo della storia vede rovine sempre, persino quando agli occhi
umani si palesa solo la normalita del divenire storico. (Bonola e Ranchetti,
1997, XVII)

Ogni modificazione che contraddistingue il flusso solitamente percepibile
degli eventi (Bonola e Ranchetti, 1997), da quelle piu facilmente
individuabili e/o prevedibili fino ai sovvertimenti maggiormente inattesi e
radicali, non & priva in effetti, nei piu svariati ambiti in cui pud manifestarsi,
nei rapporti sociali, in politica, nella scienza (Kuhn, 1962), di pulsioni
anticipatrici che concretamente la legittimano, sul piano eminentemente
storiografico, in termini motivazionali, contestuali, ecc.

Similmente ogni storia dell’innovazione, sia che questa si dipani
attraverso fasi progressive di perfezionamenti, ottimizzazioni, ecc., che
tramite rotture rilevanti (e mediante ricorsi, ossimori, contraddizioni, debole
linearita di eventi o decisa non linearita di apporti, motivazioni, ecc.),
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affonda le proprie radici in quella efficace connotazione del concetto di
confine, da cui ne emerge un insolito significato (o quanto meno, non
apprezzabilmente ricorrente). Si sostiene infatti, a proposito di una tale
connotazione, come in ogni accezione non riduzionista di confine
quest’ultimo debba piuttosto considerarsi contraddistinto da una duplice
funzione

[...] e, in particolare, quella per cui essa si presenta non come linea di
demarcazione, bensi come ‘ponte sottile’, fattore di contatto e di scambio
tra domini differenti e di creazione, proprio in virtl di questo scambio, di un
nuovo ambito trasversale che li attraversa e li coinvolge entrambi, ponendosi
‘a cavallo’ tra di essi. (Tagliagambe, 2008, 25-26)

In tal senso, e con opportuna trasposizione in ambiti di ricerca
storiografica, & in quella fascia di confine, o spazio di realta intermedie
(Tagliagambe, 2008), in cui convivono e si relazionano peculiarita (anche
significative) di differenti epoche, modi di produzione, modelli organizzativi,
ecc., che va ricercato (e ben oltre determinismi cronologici) il senso degli
eventi che segnano il passaggio verso modificazioni di scenario e sviluppi
innovativi. Atteggiamenti coerentemente non deterministici (e soprattutto
avulsi da stereotipi) nell’interpretazione dei processi che
contraddistinguono la successione dei fatti storici convergono anche,
pertanto, nelle capacita di snidare quegli antefatti, quelle esperienze, o
quegli eventi episodici, pure cronologicamente ascrivibili a epoche
precedenti (soprattutto a fronte della scarsa numerosita con cui si
manifestano), ancorché consuetudinariamente sottovalutati nella loro
portata e significanza, e che anticipano epoche successive (produzione
artigianale versus produzione industriale, per esempio).

Fra le diverse fasce di confine che concernono il design, merita forse
citare quella, tutta italiana, che coinvolge le imprese produttrici di arredi,
attive nel corso degli anni Cinquanta, in un periodo che sancisce il passaggio
sostanziale dai processi artigianali a quelli industrializzati, e annovera una
presenza estremamente vivace e ancora entusiasta di architetti disposti a
elaborare ipotesi e proposte, funzionali a individuare orientamenti per
I’aggiornamento delle tipologie di produzione. E un periodo felice nel senso
delle proposte e delle iniziative, il cui futuro, tutto da delineare, ispira
comungue un clima diffuso di fiducia, € un periodo aperto alla
sperimentazione di procedure e modelli anche perché, mancando ancora un
senso del concetto di impresa moderna, una reale consapevolezza del
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mercato, delle possibilita effettive di distribuzione dei prodotti, ecc., il
medium dell’architetto-designer sembra in grado di accompagnare e spesso
orientare la trasformazione della struttura produttiva: stagione positiva
quindi, soprattutto in termini di iniziative e sperimentazioni, e in cui si avvia
il posizionamento di aziende che poi la storiografia sottolineera come design
driven, e assolute autrici e protagoniste della fortuna del made in Italy. Le
zone d’ombra che rimangono sono pero quelle relative alla loro capacita di
operare nel senso di un effettivo processo di trasformazione industriale, e in
cui per alterne vicende (e valutazioni anche opinabili, o addirittura non
avulse da logiche non pertinenti circa le problematiche in atto) siimpone la
scelta di privilegiare un mercato esclusivamente borghese, obliterando di
fatto ogni possibilita di significativa propensione per cataloghi aperti a
molteplici declinazioni sociali: in altre parole, quel messaggio di impegno
verso la casa popolare, formulato da architetti e aziende e avviato con la
Triennale del 1947, che indica comunque nell’area brianzola I'esistenza di
imprese in grado di corrisponderlo, perde consistenza e interesse negli anni
successivi, validando invece un percorso semplicistico e con meno rischi in
termini di gradimento di mercato, prudentemente innovativo, e incapace di
significative esperienze di differenziazione. Il dubbio che rimane ¢ se tali
scelte siano state causate dall’incapacita delle imprese di impegnarsi in
concreti processi di industrializzazione, oppure se le responsabilita siano da
addebitarsi al progressivo disimpegno degli architetti che dapprima ne
suggerivano gli orientamenti, o se si tratti di altro ancora. Il caso della
Meroni e Fossati, azienda particolarmente attiva durante gli anni Trenta
(Tonelli Michail, 1987) e capace di intercettare, anche grazie alle
opportunita offerte dalla dotazione di macchinari e tecnologie moderne, un
mercato tanto elitario quanto economico, avrebbe potuto costituire un
modello percorribile, magari creando linee produttive sostenute da
strategie diversificate di marchio e di comunicazione. Se quanto descritto, e
prescindendo da considerazioni o valutazioni circa gli esiti conseguiti, puo
comunque annoverarsi fra quelle esperienze da cui emerge con sufficiente
chiarezza il ruolo di un insieme (e delle interazioni che in esso si producono)
costituito da operatori (soprattutto), strategie, ecc., che, a cavallo tra
domini (o fasi storiche) differenti (Tagliagambe, 2008), struttura quella zona
di confine in cui si produce il passaggio fra modi di produzione diversi e
cronologicamente caratterizzati, il caso che segue appare invece sintomatico
di atteggiamenti di certa critica (e di successive applicazioni storiografiche)
in cui si attua invece una tendenziale obliterazione circa il valore sinergico di
una costellazione di eventi, iniziative, episodi, ecc., in quanto decisivo, in
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termini di modalita attuative e risultati conseguiti, dei periodi di passaggio
fra scenari (o elementi di scenario) differenti. Una linea di confine, pil che
una fascia in effetti, purtroppo declinata come demarcazione che non
fattore di contatto e di scambio tra domini differenti (Tagliagambe, 2008), e
che qui merita una puntualizzazione, & quella che interessa il ruolo del
design italiano d’avanguardia. Negli ultimi anni Sessanta vengono editati
una serie di arredi, frutto tanto della ricerca sulle possibilita applicative dei
materiali plastici, quanto dell’ironia e della voglia di sorpresa propria della
cultura del tempo, quella meno legata alle consuetudini, alle abitudini e alle
convenzioni borghesi; una certa critica militante attribuisce a questa
stagione valori e contenuti, sicuramente inoppugnabili, ma talmente
personalizzati, in quanto riferiti solo all'impegno di alcuni progettisti rispetto
ai molti che pure proponevano soluzioni parimenti significative, che tale
lettura diviene un golem difficilmente disinnescabile dall’opinione pubblica
corrente (e da quella degli stessi studiosi e specialisti) e foriero poi di
successive enfatizzazioni e museificazioni dell’opera, fra tanti, degli stessi
attori deliberatamente in causa: un primo (e a quanto risulta unico)
tentativo di reale comprensione di quella stagione, scevra da
condizionamenti e nell’alveo di un contesto piu generale quale il design del
periodo, viene condotto da Emilio Ambasz con |'organizzazione della Mostra
del MoMA del 1972, senza pero che si verifichi alcun seguito. Tale
situazione, sostanzialmente priva di alcuna riflessione realmente oppositiva
circa quel convenzionalismo instaurato dalla cosiddetta critica militante
dell’epoca, diviene poi responsabile di incentivazioni e valorizzazioni
esclusivamente appannaggio di contributi di definizione incerta fra ambiti
artistici, artigianali, di produzione elitaria (Alchymia, Memphis), e cosi
condizionando contesti e mercati; promuove poi, di fatto, alcuni dei
protagonisti di una siffatta scena produttiva quali interpreti, nello stesso
tempo, di ruoli plurimi, fra loro discordanti, e in tal maniera determinando
vere e proprie imposizioni (soprattutto alle aziende produttrici del settore)
di figure proterve di designer, promotrici e sponsor delle proprie produzioni.

Né le stesse componenti socio-tecniche (come in parte puo evincersi da
guanto gia fin qui trattato), solitamente (e formalmente) invocate come
costitutive di un corretto approccio al design e all'innovazione, sfuggono a
rischi di riduzionismo qualora permangano ricognizioni lacunose, e/o
stereotipate, di fatti storici. Sintomatico, per un ampio insieme di
consuetudini di fatto strutturanti la storia della cultura, & quanto sostiene
Benjamin nel saggio su Fuchs: il
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[...] peculiare rilievo con cui la storia della cultura presenta i suoi
contenuti é [...] un rilievo apparente e fondato da una falsa coscienza [...] Il
materialista lo considera con diffidenza. A questa diffidenza egli sarebbe
autorizzato gia da una mera ispezione di cio che é stato: tutto cio che
dell’arte e della scienza egli puo controllare ha sempre un’origine che egli
non puo considerare se non con orrore. Perché tutto cio deve la sua esistenza
non soltanto alla fatica dei grandi geni che I’hanno creato, ma anche |[...]
all’anonima servitl dei loro contemporanei. Non é mai un documento di
cultura senza essere insieme un documento di barbarie. (Benjamin, 1937,
trad. it. p. 90-91)

La centralita di tali componenti pud dunque emergere, e con evidenza
decisamente fattuale, o tanto piu fattuale quanto piu ridefinizioni e
interpretazioni storiografiche tendano a rimozioni di lacune, consuetudini
cristallizzate, ecc., indagando e recuperando invece il reale portato che ruoli,
funzioni, costellazioni di eventi, e quant’altro, svolgono (e hanno svolto) nei
cambiamenti e nel complessivo flusso dei fatti storici. In questo modo, e in
termini piu generali, possono restituirsi accezioni dinamicamente
aggiornate, e tendenzialmente non obliterative, di storia del design (e
dell’innovazione). Con esse, infine, possono avviarsi strategie di tendenziale
ricostruzione circa il senso (o gli aspetti paradigmatici?) delle ricorrenti
connotazioni, sia pregresse che attuali, di queste ultime.
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Valorizzazione, fundraising, design:
un’innovazione sostenibile per il patrimonio
culturale italiano

Gianluca GRIGATTI"

Universita degli Studi di Genova

Con la metodologia del ‘design per la valorizzazione del patrimonio
culturale’ si vogliono configurare scenari di progetto esplicitanti un’idea di
valorizzazione non intesa come applicazione di una fattispecie normativa, ma
assunta come una questione progettuale. In particolare, essa costruisce la
cifra etica della propria azione ponendosi I'obiettivo di perseguire la ricerca
d’equilibrio tra azioni di conservazione ed azioni di fruizione.

In ottemperanza alla progettazione di questi innovativi modelli poietici la
configurazione di tali scenari viene a sostanziarsi in un campo fortemente
inesplorato da parte del design, ma in cui esso potra esplicitare la propria
valenza (matter).

Per attuarsi, questo indirizzo metodologico necessita di un dispositivo
teso verso la realizzazione di situazioni future pit efficaci ed efficienti delle
attuali, in virtu del coinvolgimento di risorse umane (people raising),
materiali (partnership), economiche che si identifica con il fundraising.

Tradotto in italiano con I'espressione ‘raccolta fondi’, il fundraising non é
una questua poiché il suo nucleo centrale non coincide, esclusivamente, con
la richiesta di denaro, bensi con il percorso di sviluppo che un soggetto
(pubblico o privato) intende compiere e che si manifesta in un progetto di
valorizzazione sostenibile poiché destinato a promuovere la conoscenza del
patrimonio culturale, salvaguardandolo nell’identita ed integrita.

Keywords: Patrimonio culturale; valorizzazione; design; fundraising

‘Petrolio vs ossigeno’: la nuova identita del
patrimonio culturale italiano.

Nel 1980 venne scritto il libro Verfassungslehre als Kulturwissenschaft di
Peter Haeberle. Pubblicato in italiano soltanto nel 2001 da parte dell’editore
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Laterza con il titolo Per una dottrina della Costituzione come scienza della
cultura, il libro non ha lasciato indifferenti gli studiosi di diritto, anzi ha
concorso a catalizzarne una divisione in materia di costituzionalismo
europeo tra quanti lo definirono ‘l'ultima dottrina del secolo ventesimo’ ed
altri per i quali era ‘la prima del ventunesimo’. In ogni caso 'opera ha
rappresentato |'affermazione ed il consolidamento, lungo tutta I'attivita
scientifica dell’autore, di un autentico programma di ricerca, tanto che per
confermarne I'importanza acquisita alcuni critici come il giurista tedesco
Jorg Luther si sono spinti, addirittura, a coniare I'epiteto di ‘scienza
haberliana delle costituzioni’ (Comanducci e Guastini, 2001).

Ma a causa di quali argomenti Per una dottrina della Costituzione come
scienza della cultura si € contraddistinto in maniera cosi dirompente da
divenire una sorta di spartiacque nella letteratura, e non soltanto di ambito
prettamente giuridico?

La risposta € imputabile alla tematica intorno alla quale si articola la
riflessione di Haeberle: I'idea di cultura. Secondo I'autore, infatti, ‘Se dal
punto di vista giuridico un popolo ha una Costituzione, dal pit ampio punto
di vista culturale un popolo € in una Costituzione’: considerazioni chiare,
sicure, dirette, e che se proiettate in un contesto come quello italiano
concorrono a (ri)portare alla ribalta un vero e proprio carattere della nostra
identita civica, sancito anche in uno dei principi fondamentali della
Costituzione, I'articolo 9, in base al quale: ‘La Repubblica promuove lo
sviluppo della cultura e la ricerca scientifica e tecnica. Tutela il paesaggio e il
patrimonio storico e artistico della Nazione’'.

Encomiasticamente definito da Carlo Azeglio Ciampi ‘I'articolo pil
originale della nostra Costituzione Repubblicana’, esso esplicita un principio
giuridico fortemente all’avanguardia nel Diritto Comparato delle Costituzioni
Europee, e rintracciabile fino al 1948 (anno d’entrata in vigore della nostra
Costituzione) in due sole Carte Fondamentali: quella della Repubblica di
Weimar del 1919 (poi non confluito nella Costituzione della Repubblica
Federale di Germania del 1949 attualmente in vigore), e in quella spagnola
del 1931.

La modernita di questo principio consiste nel riconoscimento a categorie
come cultura, ricerca e sviluppo di un’appartenenza comune ed inscindibile
ad un’idea di tutela non intesa alla stregua di una mera ‘cristallizzazione’,
bensi ad un concetto di Patrimonio Culturale della Nazione fruibile proprio
in quanto tutelato, come indicato nel 1976 da Massimo Severo Giannini che
dalle pagine della Rivista Trimestrale di Diritto Pubblico notava come un
Bene Culturale possa definirsi pubblico non tanto poiché di appartenenza
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pubblica quanto poiché soggetto a fruizione pubblica, da attuarsi in
ottemperanza alla tutela (Giannini 1976).

Nel solco tracciato da queste riflessioni si pongono anche le parole di
Dario Franceschini, Ministro dei Beni, delle Attivita Culturali e del Turismo
che il 15 Aprile 2014 nel corso della presentazione alla VIl Commissione
‘Cultura, Scienza, Istruzione’ della Camera dei Deputati delle linee
programmatiche del Dicastero, ha elogiato la lungimiranza dei Padri
Costituenti i quali,

nell’articolo 9 della Costituzione - il faro per chi lavora in questo
settore — hanno messo due concetti che non sono in alcun modo in
contrasto: tutela e valorizzazione, usando la parola promozione. Si
puo e si deve assolutamente tutelare la bellezza e l'integrita del
nostro Patrimonio storico, artistico, architettonico, archeologico e
archivistico e insieme valorizzarlo ai fini di una crescita complessiva
del Paese, non soltanto in termini di promozione turistica. E — ha
aggiunto — Per questo motivo vorrei che alla parola petrolio, che ho
usato anch’io a proposito dei Paesi che hanno come materia prima le
risorse petrolifere (parola che pero puo indurre in inganno, perché si
tratta di un bene che si consuma) sostituissimo la parola ossigeno,
con la consapevolezza che i Beni Culturali e le politiche culturali
possono essere I'ossigeno per la nostra economia del futuro.

Quanto fin qui espresso sembra stridere se posto in relazione con la
contingenza delle circostanze, per la maggior parte negative, che
quotidianamente purtroppo, continuano ad abbattersi sul patrimonio
culturale italiano, il quale e sembra trovarsi a rischio infarto.

Posto nel cuore di un periodo travagliato come quello attuale, e per di
piu contraddistinto, per quanto concerne un settore come quello dei Beni,
delle Attivita Culturali e del Paesaggio, dal moloch della crisi, la
‘provocazione’ sul rischio d’infarto a cui sarebbe soggetto il patrimonio
culturale italiano trae le mosse dalla pubblicazione della versione italiana di
un vero e proprio caso editoriale in tema di valorizzazione e gestione
culturale: Der Kulturinfarkt. Von allem zu viel und iiberall das Gleiche,
(letteralmente L’infarto della cultura. Troppo di tutto e ovunque le stesse
cose).

Scritto da Dieter Haselbach, docente di Sociologia presso la ‘Philipps
Universitat’ di Marburgo, direttore dell’ICG Culturplan
Unternehmensberatung, ed autore nel 2006 con Armin Klein, Pius Knusel,
Stephan Opitz (co-autori anche del libro in oggetto) del rapporto
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sull’Economia della Cultura nella Repubblica Federale di Germania per conto
del Bundestag, con Der Kulturinfarkt si & posto I'obiettivo di focalizzare
I'attenzione dell’opinione pubblica tedesca sulla situazione culturale
nazionale con particolare riferimento all’ambito teatrale, mettendo in
evidenza come quest’offerta culturale fosse ipertrofica numericamente, e
sostanzialmente uguale in ogni Lander per quanto concerneva i titoli delle
rappresentazioni.

Nell’edizione italiana, pubblicata per conto di Marsilio Editore, pur
lasciando inalterato il titolo, Kulturinfarkt, si &€ voluto adeguare il sottotitolo
alla realta del nostro Paese trasformandolo in Azzerare i fondi pubblici per
far rinascere la cultura, ma cio ha reso I'interrogativo ancora pil urgente: il
patrimonio culturale italiano rischia davvero l'infarto?

Per rispondere con cognizione di causa alla domanda € necessario
chiarire il significato dei termini in questione.

L'infarto corrisponde alla morte di alcune cellule per anossia, ovvero a
causa di una prolungata mancanza di ossigeno. Per mezzo del sistema
circolatorio arterioso il sangue irrora tutti gli organi del corpo umano
portando nutrimento (ossigeno) alle cellule. Biologicamente identificato
come un tessuto liquido il plasma contiene, in percentuali variabili, una
quantita di grassi i quali, in alcuni casi, possono accumularsi alle pareti
interne delle arterie fino a formare delle vere e proprie placche denominate
ateroma. Questo fenomeno, definito aterosclerosi, si sviluppa molto piu
velocemente contestualmente alla presenza di fattori di rischio quali
diabete, fumo, ipertensione arteriosa, obesita, stress: tutte cause facilitanti
la rottura della placca aterosclerotica con conseguente intervento delle
piastrine le quali, per riparare la lesione, si organizzano fino a formare un
trombo ricco di fibrina che, a sua volta, si proietta nel lume interrompendo il
passaggio del sangue e, quindi, dell’ossigeno. Da qui ne consegue la morte
per anossia delle cellule rimaste senza nutrimento.

Nonostante una casistica fortemente variegata, poiché una persona puod
essere soggetta a piu infarti che possono colpirla in tempi diversi e in
diverse parti del corpo oltre al cuore: intestino (infarto mesenterico),
polmoni (infarto polmonare), fegato (infarto epatico), milza (infarto
splenico) ed anche il cervello (ictus); e la fondamentale importanza del
fattore tempo (prima I'arteria occlusa viene riaperta pil piccolo sara il
danno causato dall’infarto e, quindi, maggiori le possibilita di sopravvivenza
e di buona qualita di vita del soggetto, analogamente qualsiasi ritardo nel
soccorso potrebbe esporre il soggetto a lesioni irreversibili con conseguente
peggioramento della qualita di vita e, addirittura, rischio di morte) la ricerca
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medica non ha ancora identificato un metodo di prevenzione assoluta per
questa patologia, se non quello di eliminare i fattori di rischio. E dato che
essi sono ascrivibili alla presenza dei grassi nel sangue, potrebbero essere
identificati con I'appellativo di ‘mali dell’'abbondanza’, mutuando questa
denominazione proprio dall’ambito culturale, con riferimento all’omonimo
saggio scritto dall’archeologa Andreina Ricci (1996).

Ma nel settore culturale quali sono i fattori rischio da eliminare?

Come ha indicato Marco Eugenio Di Giandomenico, docente di
‘Economia ed Organizzazione Aziendale’ presso il Politecnico di Milano ed
autorevole esperto di valorizzazione territoriale, nel corso del convegno
‘Criticita e Valorizzazione del Patrimonio Culturale’ svoltosi a Firenze nel
2012:

Analizzare il rischio con riferimento ai Beni Culturali vuol dire
individuare quelle azioni da porre in essere, sia da parte degli
esponenti della Pubblica Amministrazione sia da parte dei semplici
cittadini, in una duplice direzione: affinché si minimizzino le possibilita
di verifica di eventi dannosi di qualsivoglia derivazioni (I'uso smodato
del bene culturale da parte dei turisti) e, nel contempo, affinché si
ottimizzino situazioni che invece valorizzino i Beni Culturali e diano
smalto alle enormi opportunita economiche, sociali, culturali, di
sostenibilita conseguenti da tale valorizzazione.

Infatti, sebbene indiscutibili siano i benefici prodotti da azioni di
salvataggio fondate sull'applicazione di procedure normative (esempio il
vincolo), si deve anche sottolineare come tale strumento non sempre sia
sufficiente a garantire che il bene vincolato (e quindi conservato e tutelato),
venga fruito in maniera sostenibile per le proprie esigenze, senza generare
quell’ossimoro tra tutela e valorizzazione ravvisato da Antonio Godoli
(2006), Direttore del Dipartimento ‘Architettura ed Allestimenti
Museografici’ presso la Galleria degli Uffizi di Firenze:

Se si compie azione di tutela per conservare al meglio una
testimonianza d’arte e di storia, la valorizzazione, che ha lo scopo di
far conoscere quei caratteri d’arte e di storia, se non opportunamente
controllata, rischia di comprometterli portando alla loro perdita.

Con l'introduzione della metodologia del ‘Design per la valorizzazione del
Patrimonio Culturale’ si sta tentando di affrontare e sciogliere I'ossimoro,
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configurando non solo azioni progettuali indaganti gli aspetti legati
all’esperienza di fruizione, bensi innovativi e poietici (da poiesis, ovvero in
grado di generare nuove ipotesi di senso) scenari di progetto esplicitanti
un’idea di valorizzazione non intesa come I'applicazione di una fattispecie
normativa, bensi assumendola in qualita di questione progettuale.

In particolare essa si pone I'obiettivo di perseguire la ricerca di un
equilibrio tra azioni di conservazione ed azioni di fruizione, nel contesto
delle quali viene a costituirsi la cifra etica della azione di valorizzazione
stessa.

Nel solco dell’indirizzo tracciato viene a sostanziarsi un campo ancora
fortemente inesplorato da parte del design ma in cui esso puo, e sempre piu
potra in futuro, esplicitare la propria valenza (matter). Ma per attuarsi a
pieno questa configurazione necessita di un dispositivo, teso verso la
realizzazione di situazioni riconosciute da tutti come piu efficaci ed efficienti
delle attuali, in virtl del coinvolgimento di risorse umane (people raising),
materiali (partnership), economiche: questo dispositivo si identifica con il
fundraising.

Il termine fundraising viene tradizionalmente tradotto in italiano con
I’espressione ‘raccolta fondi’, ma tale locuzione non riesce ad esprimere
totalmente il significato originario contenuto nell’espressione inglese.

Il verbo ‘to raise’ non & soltanto sinonimo di raccogliere, ricevere o
accettare (espressione che in tal caso avrebbe avuto un’introduzione piu
corretta con l'ausilio dei verbi ‘to collect’ o ‘to receive’) ma racchiude in sé
anche il significato di accrescere, procurare, sollevare, far salire, elevare e
addirittura far risorgere. Questa considerazione induce ad avvicinarsi al
fundraising con lo stesso atteggiamento indicato da Martin Heidegger
(1968) in Sentieri Interrotti quando sottolinea come il fatto che

una traduzione sia semplicemente letterale non significa per cio
stesso che sia anche piu fedele a cido che é detto. Una traduzione é
fedele solo se le parole parlano il linguaggio della cosa in causa.

Il fundraising non & una questua poiché il suo nucleo centrale non
coincide, esclusivamente, con la richiesta di denaro, bensi con il percorso di
sviluppo che un soggetto (pubblico o privato) intende compiere, e che si
manifesta attraverso azioni progettuali atte a promuovere la conoscenza del
patrimonio culturale in oggetto perseguendo, nelle migliori condizioni di
conservazione e fruizione, un progetto di valorizzazione sostenibile poiché
compiuto salvaguardandone l'identita e I'integrita.
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Cio pone il fundraising nel novero di quelle metodologie le quali, se da
un lato possono ascriversi nella casistica di un design piu implicito che
palese, secondo quanto indicato da Hansjorg Buldiger (1993), dall’altro si
ritrovano a pieno titolo nel campo d’azione del design strategico: un design
che per sua natura ‘sa interpretare la complessita cogliendone strutture di
senso, sa indicare una strada rendendola visibile, sa comunicare e gestire i
processi di condivisione delle scelte dentro I'organizzazione’, come
evidenzia Francesco Zurlo alla voce ‘design strategico’ contenuta nella
versione on-line dell’Enciclopedia Treccani.

Scenari design driven per progetti di valorizzazione
fundraising oriented. Alcuni casi studio.

Piuttosto che interrogarsi su cosa sia, il design dovrebbe avviare un
lavoro di ricostruzione dei modi e delle norme con cui, nelle varie fasi
storiche, il concetto di design si é rappresentato, tenendo conto di
come esso implichi anche il definirsi della figura del designer e del suo
ruolo (Pasca e Trabucco, 1995).

Con queste parole, nel 1991, terminava I'open lecture presentata da
Vanni Pasca al 12 Convegno internazionale di studi storici sul design
incentrato sul tema ‘Storia e storiografia’. Sebbene siano trascorsi quasi 25
anni da quella data, e nonostante la riflessione degli storici, dei designer e
degli architetti invitati fosse indirizzata sulla natura e sulla situazione degli
studi storici in Italia, quanto affermato da Pasca puo contestualizzarsi anche
ad un campo come quello in oggetto nel quale il design, parafrasando
quanto affermato da Salvatore Settis nel corso del suo intervento al
Convegno Nazionale del F.A.l.-Fondo Ambiente Italiano del 2006, si pone
sulla stessa lunghezza d’onda di tutela, gestione e valorizzazione in quanto
‘momenti intimamente connessi di un processo unico, [e] che hanno senso
solo se ispirati da un'istanza unificante: la ricerca conoscitiva sui beni da
tutelare e gestire’.

Nell’ottemperanza di tale indirizzo si pongono quindi i casi studio relativi
all’anfiteatro Flavio di Roma (Colosseo) e agli scavi archeologici di Ercolano
la cui configurazione di progetti di valorizzazione fundraising oriented
sembra potersi innestare poietici scenari design driven.

Il progetto di restauro e valorizzazione del Colosseo si svolse in un primo
atto nel 1994 quando il Gruppo Bancario Banca di Roma mise a disposizione
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la cifra di 40 miliardi di lire per la pulitura dei 3 ordini di fornici che
contraddistinguono l'intera altezza dell’Anfiteatro.

Successivamente a quell’esperienza, si & dovuto aspettare fino al 4
agosto del 2010 quando sulla Gazzetta Ufficiale e, contemporaneamente, su
alcuni quotidiani nazionali, & stato pubblicato da parte del Commissario
della Soprintendenza Speciale al Patrimonio Archeologico di Roma e di Ostia
antica un avviso pubblico per la ricerca di sponsor per il finanziamento e la
realizzazione dei lavori del piano di interventi messi a punto dal suddetto
Ente responsabile della tutela. Il piano di interventi prevedeva: la
sostituzione dell'attuale sistema di chiusura delle arcate perimetrali (fornici)
con cancellate, il restauro dei prospetti settentrionale e meridionale, il
restauro degli ambulacri, il restauro dei sotterranei (ipogei), la messa a
norma e l'implementazione degli impianti, la realizzazione di un centro
servizi nell’obiettivo di ‘esternalizzare nella piazza del Colosseo’ le attivita di
supporto alla visita (accoglienza, biglietteria, bookshop, servizi igienici) posti,
attualmente, all’interno del monumento

Nonostante un primo notevole interesse da parte di vari soggetti (ben 19
avevano chiesto di accedere alle carte del bando) entro la data di scadenza
per l'invio delle proposte (30.10.2010) avevano partecipato solo 2 gruppi: il
Gruppo Tod’s e Ryanair, ma dopo un attento esame nessuna delle 2 offerte
avanzate venne ritenuta conforme ai requisiti richiesti.

A quel punto il Commissario della Soprintendenza Speciale al Patrimonio
Archeologico di Roma e di Ostia antica aveva 4 possibilita: sospendere la
procedura e astenersi dal procedere, in attesa di migliori condizioni di
mercato; prorogare il termine per la presentazione delle offerte; rivedere i
termini dell’avviso pubblico; e, infine, procedere a trattativa privata essendo
assolto con la pubblicazione del bando nell’agosto 2010 I'onere pre-
concorrenziale di trasparenza

Il Soggetto attuatore decise di intraprendere quest’ultima strada
innescando una procedura negoziata con 3 soggetti: i due che avevano
precedentemente concorso ovvero, il Gruppo Tod’s e Ryanair, pill un terzo
soggetto: IDeA FIMIT SGR S.p.A, societa italiana e uno tra i leader europei
nella gestione di fondi comuni di investimento immobiliare.

Conclusasi il 21 gennaio 2011 la trattativa ha assegnato la vittoria della
sponsorizzazione al gruppo Tod’s a fronte di un’offerta di 25 milioni di Euro
per i lavori.

Il caso del Colosseo avrebbe potuto rappresentare, non soltanto per
I'importanza del monumento a livello internazionale, I'autentico ed
archetipico caso di uno scenario design driven su un progetto di
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valorizzazione fundraising oriented se, fin dalla composizione del Bando da
parte della Soprintendenza Speciale per i Beni Archeologici di Roma ed Ostia
Antica, si fosse perseguita proprio la ricerca di un progetto di fundraising
rispetto ad uno di sponsorizzazione tradizionale, per di piu identificata, in un
primo tempo, come sponsorizzazione tecnica, ovvero in cui lo sponsor
s'impegna, oltre che a erogare un contributo, a svolgere anche I'attivita di
progettazione e realizzazione dell’intervento, ma poi, a seguito del
passaggio a trattativa privata tramutatasi in sponsorizzazione pura e risolta
con l'esclusiva erogazione di un contributo in denaro in cambio dello
sfruttamento degli spazi a fini commerciali, differentemente da cio che,
contemporaneamente stava avvenendo a poca distanza dall’Area
Archeologica Centrale: al Quirinale e con la partecipazione del gruppo
farmaceutico Bracco S.p.A. attraverso la propria Fondazione.

A partire dal 2001 e, successivamente, dal 2006 al 2011, e avvenuto ad
opera della Fondazione Bracco il recupero e la valorizzazione del ciclo
raffigurante le storie dell’Antico Testamento dipinte da Pietro da Cortona
nel 1656.

Nel 2001, in occasione della messa a norma di alcuni impianti elettrici
nella Sala degli Ambasciatori posta al piano nobile del Palazzo del Quirinale,
furono eseguiti alcuni saggi sulle strutture murarie: una sorta di carotaggi
esplorativi compiuti prima di ogni intervento al fine di verificare lo stato
della situazione nell’area in oggetto. Grande fu I'emozione nello scoprire che
sotto le superfetazioni napoleoniche vi erano tracce di decorazioni del
Seicento perfettamente conservate ed appartenenti ad uno degli esempi piu
importanti a livello mondiale di barocco romano, noto fino a quel momento
soltanto grazie ai disegni cortoneschi conservati alla Kunstbibliothek di
Berlino. Si trattava, infatti, della Galleria di Papa Alessandro VII Chigi (come
attestante dalla data ‘1656’ dal nome del committente ‘Alexander VII-
Pontifex Optimus Maximus’ ritrovata sotto la finestra dell’attigua Sala di
Augusto): un salone lungo pil di 60 mt intervallato da una serie di Sale (Sala
degli Ambasciatori, Sala di Augusto o del Trono e la Sala Gialla) affrescate
dal pit importante esponente del barocco romano, Pietro da Cortona, e
posto come cardine della cosiddetta ala Sista.

Conclusosi nel 2011, il recupero del ciclo cortonesco é stato reso
possibile dall’intervento della Fondazione Bracco che qui ha intrapreso un
percorso di fundraising contrassegnato dall’applicazione delle metodologie
del progetto ‘Art from inside’, mutuante quelle gia sviluppate e
sperimentate dal Gruppo Bracco stesso nel campo della diagnostica medica
con la denominazione di ‘Life from inside’ ed aventi I'obiettivo di portare il
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fruitore ad entrare ‘dentro’ I'opera pittorica, secondo quanto compiuto
dalla stessa fondazione in altri capolavori dell’arte italiana: come quelli di
Fra Carnevale, Bellini, Giorgione e Tiziano.

Il caso della Fondazione Bracco non rappresenta un episodio isolato, ma
uno tra quelli che hanno fatto scuola, anzi storia nel campo della tutela del
patrimonio culturale italiano contestualmente al progetto del sito
archeologico di Ercolano.

L’'Herculaneum Conservation Project & un progetto pubblico-privato
iniziato nel 2001 per la conservazione e la valorizzazione del sito
archeologico di Ercolano.

Avviato da David W. Packard (Packard Humanities Institute) con Pietro
Giovanni Guzzo (gia Soprintendente Archeologo di Pompei), e redatto da
Andrew Wallace-Hadrill (Direttore della British School at Rome) invitato ad
assumerne la direzione sotto I’egida di un Comitato Scientifico di
importanza internazionale, il progetto sta tracciando una nuova strada
nell’obiettivo di dimostrare che, con il giusto peso dato alle qualita ed alle
metodologie conservative piu efficienti, contestualmente all’applicazione
efficace delle normative in materia di Beni Culturali, il coinvolgimento dei
soggetti privati puo aprire nuove potenzialita nel campo della conservazione
e della valorizzazione.

Nel caso di specie, in particolare la strategia di fundraising consiste nella
definizione di azioni progettuali destinate ad assicurare, a lungo termine, la
sopravvivenza della citta antica intervenendo con operazioni di ricerca,
restauro e messa in sicurezza delle strutture archeologiche combattendo il
fenomeno del degrado molto rapido in questo tipo di situazioni. Tale azione
si e estesa anche ‘extra moenia’ lungo tutta I'area dell’Ercolano moderna e
contemporanea restituendo ‘gli scavi alla citta’, migliorando I'esperienza di
fruitiva dei visitatori che ogni anno fanno tappa nella citta vesuviana.

Oltre a tratteggiare un possibile scenario futuro l'illustrazione di questi
casi si pone anche I'obiettivo di sottolineare la necessita e I'urgenza di
recuperare |’antica filosofia che I'ideatore del Ministero, Giovanni Spadolini,
pose nel 1974 alla base dell’istituzione stessa del Dicastero, e che si trova
scritto nelle carte personali del Professore conservate presso la Biblioteca
della sua villa (ora Fondazione) a Pian dei Giullari: I'idea di creare non tanto
un Dicastero dei Beni Culturali ed Ambientali quanto un Ministero per i Beni
Culturali ed Ambientali: differenza che se a primo achito puo apparire alla
stregua di un sofisma puramente grammaticale, esplicita invece la sua ferma
ed autorevole caparbieta nella creazione: ‘Non [...] di un centro di potere,
ma di un centro d’iniziativa intellettuale e politica, il piu possibile
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sburocratizzato, il piu possibile tecnico. Quasi un’agenzia in senso
anglosassone’ (Ceccutti, 2012).

Ed & nel contesto di questa futura factory che il design potra esplicitare
tutta la propria valenza strategica (matter).
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Identita visive generative. Programmare la
corporate identity
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Francesco E. Guida
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Nei processi progettuali nell’area disciplinare del design della
comunicazione visiva I'utilizzo della programmazione informatica sta
determinando interessanti cambiamenti. In particolare in questo paper si
intende concentrare I'attenzione sul fenomeno del generative design
applicato allo specifico ambito del progetto di identita visiva. In anni recenti
infatti si sono moltiplicati i casi di identita visive, spesso definite come
dinamiche o post-logo, in cui alla sedimentata e convenzionale applicazione
ripetitiva di un elemento visivo di riconoscibilita come il marchio si preferisce
I'adozione di linguaggi maggiormente fluidi ed espressivi, sempre piti
frequentemente mediante I'utilizzo di software programmati ad hoc.

Attraverso il ricorso a casi studio tratti da applicazioni professionali e
dalla sperimentazione didattica si intende fornire un contributo alla
riflessione su quella che si ritiene una direzione evolutiva del ‘mestiere del
grafico’.

Keywords: Generative design; corporate identity; identita visiva, design della
comunicazione

Introduzione

Nei processi progettuali di designer, architetti e artisti visuali I'utilizzo dei
computer e dei relativi tool, come potremmo definire i software, & ad oggi
pratica estesa nella concezione e nella produzione di forme. Principalmente
viene pero utilizzato software proprietario, le cui possibilita sono limitate
agli usi previsti dagli sviluppatori dei pacchetti e per I'utilizzo di metafore
visive come il tavolo da disegno nei sitemi CAD. Queste limitazioni, che si
riflettono ironicamente nell’espressione ‘form follows software’ (Téllez e
Bohdrquez, 2011) hanno evidenziato la necessita di sperimentare nuovi
utilizzi che sfruttino pienamente le possibilita offerte dalla programmazione

’ Corresponding author: Francesco E. Guida | e-mail: francesco.guida@polimi.it
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open source, ovvero nell’utilizzo di codici sorgenti liberi da diritti.

Reas (2010) esprime efficacemente questo concetto: ‘Proprietary software
products are general tools designed for the production of specific types of
forms [...] To go beyond these limitations, it is necessary to customize
existing applications through programming or to write your own software’.
Una tensione che Galanter (2003) sintetizza cosi: ‘It was seemingly
inevitable that soon after the adoption of the computer by designers as a
manual tool for CAD, there would follow the adoption of genetically inspired
algorithms for the creation and selection of variations’.

In queste parole e indicata di fatto una direzione che si registra da una
decina d’anni in molti ambiti del progetto e in particolare in quello di
comunicazione visiva e che e propria di quella che si e definita come
Generazione Y (ovvero dei nati tra il 1980 e il 1996) per i quali I'utilizzo della
tecnologia & naturale se non ovvio (Wicht, 2011). L’intrigante scenario
attuale vede quindi designer grafici utilizzare la programmazione nella
definizione e nella costruzione di progetti di identita visiva i cui risultati sono
caratterizzati da variabilita, flessibilita, dinamicita e molteplicita delle forme.

La peculiarita di tale fenomeno, oltre I'utilizzo della programmazione, e
la definizione di un codice genetico formale, di un sistema di regole di base
e di gestione delle forme stesse. Questi elementi permettono di associare a
un simile fenomeno —come si vedra a seguire— il termine di generative
design.

Sulla definizione di generative design

Il fenomeno del generative design, il quale ha acquisito oramai una sua
autonomia e autorevolezza negli ambiti progettuali e artistici in particolare,
in realta non é qualche cosa nato con il computer, per quanto I'utilizzo di
strumenti informatici ne rende estremamente efficace in termini di risultati
I"'approccio metodologico. Secondo Galanter (2003) I'arte generativa
(generative art) si riferisce a quelle pratiche in cui I'artista utilizza un
sistema, un set di regole, come anche un programma informatico o una
macchina, o comunque una qualsivoglia invenzione procedurale che
permetta di avere un certo grado di autonomia nella costruzione o nella
completa definizione di un’opera. Tale definizione enfatizza il ruolo
proattivo dell’artista nella definizione di regole o linee-guida che
consentono di produrre molteplici soluzioni coerenti con il framework
(Wicht, 2011). Questo approccio € proprio delle pratiche del generative
design. Quando questo & applicato ad esempio al contesto del progetto di
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identita visiva il designer definisce un sistema pil 0 meno articolato di
regole sulla base di parametri in grado di produrre molteplici variazioni
formali, talvolta non prevedibili in tutte le loro possibili varieta. Sempre
Galanter (2012) sostiene che ‘generative art happens when the artist give
some part of control to another system so as the result would differ from an
art creation of spontaneous decisions of an artist’. Negli ambiti del
generative design questo altro sistema € rappresentato dagli ambienti di
programmazione informatici, che per definizione sono in grado di generare
una molteplicita di soluzioni formali, di impostare processi di automazione e
ripetizione, di scalabilita e variazione (Manovich, 2001). Sistemi che sono
pero da intendersi come strumenti di facilitazione del processo creativo, dal
momento che consentono di dedicare pil tempo alla sperimentazione, alla
ricerca, che alla produzione, e il risultato finale puo essere di maggiore
soddisfazione per il designer e comunque coerente con le ambizioni e le
richieste progettuali (Reas, 2010).

Il designer non & piu solo utilizzatore di tool digitali prefabbricati ma
diviene programmatore di toolbox digitali personalizzate (sviluppate ad
esempio con Processing o VVVV, entrambi ambienti open source)
(Bohnacker et al., 2012). Questo cambia se non il processo progettuale per
lo meno il ruolo del designer stesso. Per quanto il ruolo della tecnologia
appaia rilevante pero le questioni tecniche restano sullo sfondo a favore
dell’astrazione e della parametrizzazione di dati, quindi di un piano meta-
progettuale. L'introduzione della programmazione nei processi creativi e
progettuali, in particolare nell’ambito del design della comunicazione visiva,
arricchisce le possibilita del designer, liberato dalle costrizioni di strumenti
predefiniti e con una maggiore liberta creativa nella costruzione di metafore
visive (Duro et al., 2012). Il ruolo del designer & quindi quello di chi definisce
i parametri di generazione formale senza pero perdere di vista, nell’ambito
che ci riguarda, I'obiettivo principale di un sistema di identita visiva, ovvero
la identificazione e la riconoscibilita di una organizzazione (Téllez e
Bohdrquez, 2011).

La corporate identity: tradizione vs innovazione

Nell’area disciplinare del design della comunicazione le principali
applicazioni del generative design sono per la visualizzazione di dati
(information graphics) o, & ed cio che interessa maggiormente, per le
identita visive flessibili. Proprio negli ultimi anni infatti si sono moltiplicati i
casi di identita visive, spesso definite come ‘fluide’ (Lapentino, 2011),
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dinamiche o post-logo, in cui alla sedimentata e convenzionale applicazione
ripetitiva di un elemento visivo di riconoscibilita come il marchio si
preferisce I'adozione di linguaggi maggiormente fluidi ed espressivi,
caratterizzati da variabilita, riferimento al contesto, processualita,
performabilita, non-linearita, coerenza e varieta (Felsing, 2010).

Si registrano quindi delle tendenze di pensiero e di atteggiamento
progettuale che tendono all'innovazione: ‘il brand non & piu semplicemente
un logo bello e pulito che si attacca nello stesso posto ogni volta. Il brand
una piattaforma, il brand & flessibile, il brand & un luogo di scambio, e non &
fisso, per cui non vi € un unico marchio. Vi sono modalita che consentono di
avere una forma, una comunicazione e dei comportamenti riconoscibili, ma
non si tratta piu di qualche cosa di costretto e fissato’ (Shaughnessy, 2008).

La classica struttura della corporate identity, quindi della
rappresentazione di un soggetto mediante una serie di elementi primari —e
primo fra tutti il marchio— e sussidiari la cui espressione normativa & nel
manual (Henrion e Parkin, 1967; Anceschi, 1985), viene riattivata
dall’adozione di strumenti e processi di costruzione formale piu vicini a
matrici meta-progettuali che segnano il passaggio da sistemi chiusi a sistemi
aperti (Ciuccarelli, 2007).

Inoltre il progettista puo programmare non solo le due o le tre
dimensioni, ma anche la quarta, quella del tempo che modifica il
manifestarsi di una image, non piu in un modo semplicemente controllato
ma, appunto, programmato. Secondo paradigmi, non nuovi per quanto
estremamente attuali (gia nella seconda meta degli anni Sessanta si
registrano casi di identita visive flessibili: Chiappini e Cioffi, 2006), piu vicini
ai metodi divergenti ‘interessati alla produzione di molteplicita, di varieta’ e
meno al pensiero convergente, operazionalista e pragmatista; piu vicina
all’approccio soft beherensiano, dell’house-style, in cui sovente il
progettista diventa corresponsabile o almeno fiduciario del manager, e
meno al manual inteso come ‘strumento tecnico-burocratico’ (Anceschi,
1981).

| logo-generator

Date queste premesse, osservando il panorama della produzione
internazionale si possono individuare alcuni casi in cui il progetto del
marchio o del sistema visivo interpreta in modo coerente questa idea di una
multidimensionalita della brand. In particolare si registra una tendenza al
progetto di toolbox, definite come logo-generator, che consentono di
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impostare un numero pit o meno finito di variazioni di un segno base da
utilizzarsi come marchio di identificazione. La definizione delle variazioni
viene gestita secondo un approccio marcatamente metaprogettuale, in cui
si privilegia il progetto del processo al fine di garantire il controllo
sull’identita complessiva, di quelle ‘manopole di comando’ che generano la
varieta e che garantiscano le costanti dell’identita (Ciuccarelli, 2007).

pro— ~

Casa da Musica - logo generator

Wi Weosioris
®....nie Wersiorisn

‘:asu da mdsica 'msu da masica

‘ casa da mdsica .msu da misica

‘ casa da mdsica ’cusu da misica

Figura 1 Logo generator —sviluppato in Processing— per la Casa da Musica, design
Sagmeister (2007).

Da un punto di vista cronologico uno dei primi € quello per la Casa da
Musica di Oporto (Portogallo) ideato da Stefan Sagmeister (2007) che
consente di gestire il marchio — chiaramente ispirato alla forma dell’edificio
progettato da Rem Koolhas — da differenti prospettive (sei in totale).

Il marchio si trasforma nelle varie applicazioni, cambia da media a media
e analogamente possono cambiare i colori (figure 1). Trattandosi di una
istituzione il cui obiettivo e di ospitare differenti iniziative legate al mondo
della musica (dal jazz, alla musica classica, alle espressioni piu
contemporanee), rivolte a pubblici differenti, I'identita visiva non puo essere
statica. Il sistema messo a punto da Sagmeister infatti consente di
selezionare da immagini tematiche una paletta di colori personalizzata per
I’evento o l'iniziativa specifica. Analogamente vengono gestite alcune
applicazioni istituzionali: per il personale interno, ad esempio, i biglietti da
visita hanno come elemento di personalizzazione il marchio i cui colori sono
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ripresi da una fotografia della singola persona. Il sistema quindi offre una
varieta di soluzioni sia a chi 'identita la deve gestire nel quotidiano che a chi
I'identita la fruisce.

NORDKYN NORDKYN NORDKYN NORDKYN NORDKYN NORDKYN
» ¢ v v @ b

NORDKYN NORDKYN NORDKYN NORDKYN NORDKYN NORDKYN

w 9 V¥V @w J

ﬁ?gDKVN FEEDKVN 5E§DKVH ‘Nf:R'DKVN ”EEDK'N fg.ﬂ.nK'N
%DKV" mﬂ‘n‘ !%QPKVN yngKVN "fE?DK"‘ :‘?EUKVN
v \ 4 - - 4 < <

Figura 2 Il marchio variabile per Nordkyn, Neue Design (2009).

Un altro caso e quello dell’identita visiva per la penisola di Nordky, posta
all’estremo nord della Norvegia, non lontano dal Circolo Polare Artico, e in
cui vi si trovano due piccoli paesi (Gamvik e Lebesky). Le due municipalita
hanno sviluppato una comune strategia per la promozione turistica.

Il paesaggio della penisola offre uno scenario straordinario in condizioni
climatiche estreme. Lo studio di Oslo, Neue Design (2009), ha basato la sua
proposta su due principali ingredienti: il payoff ‘Where nature rules’ e i dati
metereologici del Norwegian Meteorological Institute che modificano la
forma del segno base del marchio in base alla direzione del vento e ai cambi
di temperatura (figure 2). Sul sito web il marchio si aggiorna ogni cinque
minuti, mentre per le altre applicazioni Neue Design ha sviluppato un logo
generator attraverso cui I'ente gestore Visit Nordkyn puo scaricare il
marchio aggiornato in tempo reale alle condizioni climatiche. | parametri di
riferimento che modificano il marchio e di conseguenza la retorica
dell’identita visiva sono quelli non controllabili legati al clima, cosa che di
fatto determina una difficilmente definibile in termini numerici varieta di
forme, pur su una struttura piuttosto rigida di costruzione della forma base.

L'input al software arriva quindi da dati, informazioni, real-time e
I'identita riflette il mondo circostante e si adatta ai suoi cambiamenti, il
marchio diventa vivo (van Nes, 2012).
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Probabilmente il pii noto € quello per il Mit Media Lab (Thegreeneyl,
2011), il cui marchio & basato su un algoritmo che produce un marchio unico
per ciascuna facolta, per ogni membro dello staff e ogni studente (figure 3).

Per consentire a ciascuna persona di scegliere e utilizzare il proprio
marchio (su biglietto da visita, carta da lettera, o pagina web personale) &
stata creata una pagina web che consente di creare anche animazioni
personalizzate. | caratteri unici del Media Lab sono sintetizzati nel marchio,
in cui ciascuna delle tre forme sta a indicare i contributi individuali mentre la
combinazione delle tre forme base visualizza metaforicamente i risultati del
processo di ricerca in una costante ridefinizione di cosa significano oggi i
media e la tecnologia (van Nes, 2012). In questo caso quindi sono valori
intangibili a ispirare il segno e le variazioni dipendono da chi poi quel segno
deve utilizzarlo in rappresentanza dell’istituzione.
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Figura 3 Le variazioni del marchio per il Mit Media Lab, design Thegreeneyl (2011).

Numerosi sono ancora i casi che si potrebbero citare. Ma per segnare su
una ipotetica mappa anche la presenza dell’ltalia se ne vogliono menzionare
due. Il primo e Index Urbis dello studio pugliese FF3300 per la Festa
dell’Architettura di Roma (figure 4), per il quale é stato predisposto un
software in grado di ‘tradurre in segno la complessita delle morfologie
urbane, di restituire pezzi di epoche diverse che convivono nello stesso
spazio, di raccontare la molteplicita e la continua variabilita dell’Urbe.

‘Non vi & alcun risultato finale, solo una successione continua di fasi’
(FF3300, 2010). Dove il segno che muta costantemente nelle varie
applicazioni e tipografico, un logogramma variabile.
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Figura 4 Il logogramma variabile per il Festival dell’Architettura di Roma, design
FF3300 (2010).
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Figura 5 L’alfabeto visivo e alcune variazioni del programma di identita per ‘e
Bologna’, design Bartoli e Pastore (2013).

Il secondo e relativo al recente progetto per la brand di promozione
culturale e turistica di Bologna (2013), ad opera di Matteo Bartoli e Michele
Pastore. La ricchezza di elementi e valori tangibili e intangibili, le infinite
sfaccettature e le infinite percezioni della citta, sono alla base di un sistema
di scrittura che sostituisce ai grafemi dell’alfabeto latino dei segni astratti
caratterizzanti riconducibili a un immaginario storico tipicamente italiano.
Le forme infatti riprendono liberamente alcuni archetipi figurativi della citta
italiana e piu specificatamente di Bologna (come la cinta muraria, il mattone
mosaico, il giglio e la croce del gonfalone araldico cittadino, etc.).

Questo alfabeto di segni permette di scrivere, attraverso un software
apposito (e disponibile in versione beta su http://ebologna.it/) a chiunque
cosa ‘e Bologna’, facendosi parte attiva del processo di costruzione
dell’identita visiva della citta. Per dirla con le parole di uno dei due
progettisti ‘non si tratta solo un di sistema d’identita adattivo e flessibile,
[...] ma anche partecipativo’ (Bartoli, 2013).
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Una sperimentazione progettuale

Coerentemente con I’'ambito di applicazione e sperimentazione
progettuale fin qui descritto, si € impostato il tema d’anno per un
Laboratorio di Sintesi Finale del Corso di Laurea in Design della
Comunicazione Visiva (a.a. 2013-2014). L'obiettivo dato era quello di
progettare sistemi di identita visiva per luoghi, organizzazioni o eventi
interpretandone visivamente la ricchezza, la pluridimensionalita, la
molteplicita degli aspetti, I'eventuale riferimento al contesto. La classe
stata organizzata in una quindicina di gruppi, ciascuno dei quali aveva in
carico un tema (dalla nazione all’evento sportivo, dall’esercito al sistema
valutario, al partito politico) da sviluppare prima definendone
I'articolazione, gli obiettivi, i valori, quindi concettualmente e poi
progettualmente, lavorando sui canali e gli strumenti comunicativi.

Ciascun progetto doveva sviluppare gli elementi di base dell’identita
visiva programmandone (mediante VVVV) le variazioni, quindi definendo a
priori i criteri, le modalita e i parametri che avrebbero determinato tali
variazioni.

A titolo esemplificativo se ne menzionano due a dimostrazione delle
possibilita e della ricchezza di questo ambito di sperimentazione
progettuale.

Figura 6 |l sistema di identita visiva per una micronazione e, a destra, alcune
variazioni della bandiera generativa, design M. Posani, G. Ponzetta, E.
Sciolto (2014).
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Per il progetto dell’identita visiva per una ipotetica micronazione hacker
localizzata in un gruppo di piccole isole scandinave (le Westman Islands, a
sud dell’lslanda), il codice visivo si basa su due elementi: un alfabeto di segni
ispirato ai Veguvisir (il talismano-bussola usato dai vichinghi che si mettevano
in viaggio per mare) e un elemento grafico di coordinamento (ispirato al
glitch, I'errore informatico che distorce la visualizzazione delle immagini
bitmap). | simboli base del Vegvisir sono stati sviluppati come un alfabeto, in
cui le lettere sono composte da variazioni riconoscibili dei simboli di
partenza, che si pud usare per comporre —dall’alto verso il basso
giustificando i segni centralmente— parole o per rappresentare i singoli
cittadini (in una sorta di codice fiscale segnico). L'elemento di
coordinamento ispirato al glitch é stato sviluppato programmando un
software che modifica le forme in base a input sonori: due rettangoli
centrali variano in base al volume e al tono complessivo dell’audio,
seguendo la voce di uno speaker vicino al microfono ricevente; i pixel di
‘disturbo” aumentano di numero e concentrazione seguendo il rumore di
fondo (ad esempio un ambiente che si riempie di persone), distribuendosi in
maniera randomica (figure 6). Tale applicazione genera elementi visivi da
utilizzarsi come bandiera digitale da proiettarsi in situazioni collettive —
momenti di voto o di riunione pubblica— che si modifica in base al numero di
persone e al rumore che producono. Una rappresentazione visiva e
percepibile della partecipazione all’esercizio della democrazia.

Figura 7 Il marchio variabile e la sua applicazione a indicatori visivi da display per
Nyvold, design M. Biasibetti, M. Cominardi, S. Corini, A. Croci (2014).

L’altro esempio riguarda invece un tema di tutt’altro genere: una
organizzazione farmaceutica produttrice di farmaci ispirati alle pratiche
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alchemiche medievali e denominata Nyvold (parola composta dai termini
islandesi ny e véld e il cui significato & ‘nuovi poteri’). La forma base del
marchio prende spunto dalla pietra filosofale ed & rappresentato con un
decaedro. Mediante una applicazione sviluppata appositamente il marchio
assume tridimensionalita ricevendo e traducendo in forme geometriche di
tre differenti colori che si sovrappongono tra di loro i dati relativi alla
temperatura corporea, alla frequenza cardiaca, all’idratazione della pelle. Il
marchio rappresenta visivamente i feed relativi ai cambiamenti di stato di
chi utilizza i farmaci, visualizzando un temporaneo contatto tra chi comunica
e produce (I'organizzazione) e chiriceve e usa i prodotti (gli interlocutori).
Inoltre il segno di identificazione si modifica, pur mantenendosi
riconoscibile, in base a dati variabili come una info-grafica da display (figure
7).

Conclusioni

Se in precedenza nel progetto di identita visiva —diciamo fino a tutti gli
anni ‘90, fatte alcune eccezioni— il modus operandi era sostanzialmente
invariato nel passaggio dall’analogico al digitale, in quella che & stata
definita come ‘epoca della transizione’ (Baule, 2011), oggi si possono
riscontrare alcuni cambiamenti. Ovvero tradizionalmente un progettista di
comunicazione visiva (il ‘grafico’) nel progettare un marchio o una identita
visiva articolata sintetizza visivamente contenuti e valori relativi a una
organizzazione mediante I'utilizzo di segni, realizzati con gli strumenti propri
del ‘mestiere’. Se in precedenza erano matite, pellicole fotografiche, etc. e
poi con i primi computer i software di elaborazione grafica oggi, dato il
medesimo punto di partenza, i risultati non sono necessariamente degli
artefatti visivi piuttosto dei dispositivi che producono artefatti visivi.

In questo si ritiene vi sia una prima innovazione: il progettista di
comunicazione visiva interviene nel processo progettuale definendo non
solo le regole (il set di regole, il framework) attraverso cui una identita visiva
deve essere formalizzata, ma lo strumento stesso che consente tale
formalizzazione. Non utilizza quindi ‘passivamente’, con margini relativi in
termini di risultato, il software, lo strumento del mestiere, ma lo progetta
piegandolo alle proprie necessita, in termini di risultato formale e di
interpretazione dei contenuti / valori a cui dare un volto. Quindi vi & una
innovazione del processo creativo di artefatti estetici e funzionali, quali
possono essere definiti gli elementi di una identita visiva. Del resto ancora
Galanter (2003, p. 6) sottolinea che ‘Generative art refers to a way to create
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art rather than an art style’. L'innovazione non & tanto nel risultato, quanto
nel processo.

Da un punto di vista meramente formale, I'utilizzo dei software di
elaborazione grafica non ha prodotto fino ad oggi artefatti molto differenti
rispetto al passato. Le regole di istruzione di una identita visiva sono restate
immutate —un marchio, definito in bianco e nero e a colori, in positivo e in
negativo, un set di colori di base (generalmente due, talvolta qualcuno in
pit), due famiglie tipografiche di riferimento e cosi via—, quindi una
organizzazione degli elementi visivi estremamente rigida, sulla base di un
set di regole di combinazione e di utilizzo predefenite. Leggeri cambiamenti
sono intervenuti in termini formali con I'utilizzo delle trasparenze, ad
enfatizzare quella suggestione ‘liquida’, immateriale, dell’ambiente digitale
(quel multiply che simula la sovrastampa offset), o la resa tridimensionale
dei marchi mediante I'utilizzo di sfumature e gradienti di colori (un effetto
né piu né meno efficace di quanto si poteva ottenere con un aerografo
utilizzato da mani sapienti). Il progettista & quindi ‘costretto’ da un punto di
vista compositivo e formale in un recinto di possibili soluzioni suggerite dagli
strumenti che ha a disposizione che simulano, riproducono con precisione e
all'infinito sostanzialmente strumenti e modalita analogiche.

L'utilizzo della programmazione e comunque di un approccio di tipo
generativo al progetto consente di definire lo strumento e formalmente si
possono avere, stabilite le regole di partenza e di combinazione degli
elementi, risultati inattesi, non previsti. Assumendo, nella pratica, un
atteggiamento che Donald Schon ha definito di ‘pratica riflessiva’, quindi
fortemente rivolto alla sperimentazione procedurale e formale. Dove per
sperimentazione si intendere ‘un modo per provare qualcosa, di giocare. Si
tratta di innovazione ma non e sempre formalizzata né vi si trovano delle
regole. [...] | risultati potranno fornire indicazioni di strategie o metodi
attraverso cui designer [...] approcciano le loro attivita’ (Triggs, 2003).

E da sottolineare, infine, che vi & una prevalenza di ambito di
applicazione di un approccio generative oriented al progetto di identita
visiva, in particolare a quelli cui appartengono organizzazioni che
necessitano di impostare differenti toni comunicativi verso pubblici
differenti o comunque di rappresentare in modo evidente la
pluridimensionalita della propria personalita come un valore da condividere.

Ed e per questo che molti casi mostrati nelle pagine precedenti fanno
riferimento a organizzazioni culturali, di pubblico interesse e anche a
territori o citta.
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Quanto emerge da queste considerazioni & che il designer di
comunicazione visiva (il ‘grafico’ di un tempo) necessita I'acquisizione di una
nuova conoscenza che determina una nuova competenza. Una figura
professionale, la cui autorevolezza é stata messa in discussione dalla
diffusione dei software di elaborazione grafica e dalla loro semplificazione,
con un approccio trasversale dal punto di vista del metodo e della
technicality, pud acquisire un nuovo sapere. Ma per far questo deve
rivestire i panni dell”artigiano’ cosi come lo ha definito Sennett (2008).
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Street Furniture and the Nation State: A
Global Process

Eleanor Herring’
Glasgow School of Art

In the popular imagination, street furniture has traditionally been
understood as evoking a sense of national or local identity. Objects like
lampposts and telephone boxes contribute to the unique qualities of a place,
providing a sense of visual coherency for neighbourhoods in need of new
identities, strengthening their character and improving the public's
relationship to them. In this way, street furniture is often employed as a
cipher for the narrative of regeneration, in which - as a means of altering the
identity of a space — it projects a new face upon the street. Increasingly
however, multinational firms provide these objects to local authorities for
free in return for advertising space. And as a consequence, international
differences between street furniture are considerably less marked than they
used to be.

Thus, by seeking to promote the unique identity of a city, many places
often end up looking more alike. This paper will examine the process by which
the street is furnished and the agents responsible. Drawing on examples from
postwar Britain until the present day, it will look closely at the historic
relationship between the nation-state and street furniture design, and the
impact of privatization and globalization on the contemporary street.

Keywords: Street Furniture; postwar britain; nation-state; globalization;
privatization

1. Introduction

Street furniture is a category of object that every one of us engages with
daily. Indeed, as objects within the public realm, street furniture is surely
one of the most accessible forms of design, since it excludes no one.

Lampposts light our path, litterbins accept our waste, parking meters
take our money. Such artefacts constitute the background to our everyday
practices and give shape and expression to the public realm. They are
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economic, cultural and even social artefacts that perform the role of props
with which daily situations are performed.

In the popular imagination, street furniture has traditionally been
understood as evoking a sense of national or local identity. From Paris’
metro entrances, DDR lampposts in Berlin, New York’s Helvetica signage
system or the rows of red telephone boxes in London’s Westminster, the
designed environment contributes to the unique qualities of a place. While
in some instances the relationship between street furniture and identity
emerged accidentally, more often than not it has been used for deliberate
effect. In the past as well as the present, cities across the world have used
street furniture to provide a sense of visual coherency for neighbourhoods
in need of new identities, strengthening their character and improving the
public's relationship to them. In this way, street furniture has been
employed as a cipher for the narrative of regeneration, because - as a
means of altering the identity of a space - street furniture can project a new
face upon the street.

And yet, the irony of regeneration today is that by seeking to promote
the unique identity of a place, many cities across the developed world often
end up looking more and more alike. There are several reasons for this, one
of which includes the increased presence of multinational firms, which
supply street furniture to cities for free in return for advertising space. As a
consequence, international differences between such objects are
considerably less marked than they used to be. But is this extraordinary
aesthetic convergence merely linked to economies of scale - after all, just
how many different kinds of bus stop can Europe afford to have? Or, does it
reflect the challenges posed by globalization and the privatization of public
space?

This paper will reflect upon these questions by focusing on how the
street is furnished, and the various agents responsible. Drawing on
examples from postwar Britain until the present day, the paper will trace
the different ways that street furniture has been used to reflect the identity
of the street, the city and indeed the nation-state. It will look closely at the
historic relationship between the nation-state and street furniture design,
and the impact of privatization and globalization on the contemporary
street. By addressing these issues, this paper ultimately seeks to examine
the shifting identity of the designed environment, and its relationship to the
nation-state.
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2. Street furniture and identity

Street furniture and identity have always been closely linked. Indeed
throughout history, custodians of the street have sought to reflect their
identities - and thus their control of the street - through the designed
objects within it. The architectural historian Anthony Vidler gave an example
of this in his 1986 essay 'Scenes of the Street', in which he described the
19th Century standardization of street furniture in Paris as being
representative of the state’s control over the city. According to Vidler, the
justification for such an immense project — involving the standardization of
benches, lamps, tree guards, railings, pavements and drains - was so that,
‘even as the trace of the route united a hitherto parceled out city so did the
objects of its use remind the citizen of one, uniformly governed Paris’ (Vidler
1986, p. 95). In other words, by visually unifying Paris’ street furniture, the
19th Century nation-state was imprinting its official identity upon the
streets of the nation’s capital.

3. Street furniture design in postwar Britain

Like Vidler, | am also interested in reading the banal built world to
expand our knowledge of how political power works, though my research
has focused upon postwar Britain. In Britain between the late 1940s and
early 1970s, the design of street furniture reflected the ideals and tensions
of a broader social, political and economic project. In the aftermath of the
Second World War, the British state’s commitment to improving the
standard of people’s daily lives manifested in the creation of the Welfare
State and the National Health Service. Yet it was equally keen to give
physical expression to this new social and cultural agenda. Many in official
design circles considered modernism as capable of projecting the ideas
about progress, change, fresh vision and invention that were compatible
with changing postwar socio-political conditions. These ideals manifested
through the design of housing, transport, domestic and consumer goods,
and street furniture. One organization that was central to this project was
the Council of Industrial Design. Established by Hugh Dalton, President of
Board of Trade in 1944, the state-funded Council was driven by Dalton’s
belief that encouraging higher standards in design would improve the daily
lives of ‘ordinary men and women’ (MacCarthy 1979, pp. 73-74). For the
Council, equally ordinary objects like street furniture could contribute to
these social ideals by providing an accessible platform to improve the taste
of the general populace through modernism.
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3.1 Nationalistic arguments

One of the ironies about postwar British design culture however, is that
— despite modernism’s postwar adoption as an international style - the
Council often appeared to measure the quality of modern street furniture
on the basis of its national characteristics. Discussions about British-looking
street furniture, or the effect of street furniture on the nation as a whole
were typical. For instance, when justifying the organization’s interest in
street furniture in the Times in 1950, Council director Gordon Russell asked
whether Britain could ‘regard ourselves as civilized people if we ignore the
design of the commonplace things which all of us use everywhere
everyday?’ (Russell 1950, p. 5) Russell is making an implicit comparison
between Britain and other countries, but his comment about ‘civilized
people’ can also be understood in light of wartime propaganda. For many
years after the war, the Council continued to employ themes like duty,
battles, victory and patriotism as part of its campaign to improve design
standards. It was an attitude shared across postwar design circles. For
instance, in a 1952 feature on lettering on street furniture, the Architectural
Review celebrated the design of a warning sign on currents, claiming that
‘its stentorian voice would reach the back row and beyond in the teeth of a
60 m.p.h. gale —a splendid example of straight-from-the-shoulder visual
oratory and straight-from-the-shoulder English too’ (the AR 1952, p. 59).

Clearly, nationalistic arguments were never far from the surface in
discussions of postwar design.

3.1.1 Britain's export trade

Another way of understanding why national design identity was so
important in postwar Britain is through economics. Britain was in a very
difficult economic position after the war and its export market was
threatened from all sides. By trying to reinvigorate British industry, and
simultaneously improve the public’s ability to ‘appreciate the need for good
design’, the creation of the Council was intended as a means of helping
rebuild Britain's export trade (the ColD 1946, p. 6). In this respect, the
Council performed an important economic role for the Board of Trade. Yet it
quickly encountered problems in fulfilling this objective. For a start, many
British manufacturers held the view that ‘British Made’ was a marker of
excellence in itself, and that design was superfluous, being a ‘perversity of
foreigners’ (the AR 1946, p. 92) Modern design especially was widely
considered as a perversity that had originated outside Britain (Punch 1946,
p. 291). Such views were not only expressed in the popular press, but even
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by the writer John Betjeman, whose criticism of the German historian
Nikolaus Pevsner - one of the 20" Century’s key supporters of modernism —
was often suffused with xenophobia (Harries, 2011). Betjeman, incidentally,
was also one of modern street furniture’s loudest postwar critics (Betjeman,
1950). The example shows that in the aftermath of the war, national
identity was commonly conflated with design styles.

4. American design standards

Yet the biggest threat to Britain’s economy came from across the
Atlantic. According to the Council in 1946, America’s industrial progress ‘has
made many of our exports old-fashioned and less acceptable’; again
underlining the need for manufacturers to embrace modern design (the
ColD 1946, p. 6). Perhaps as part of its defense strategy, the style of
American products was widely criticized in the British design press. For
instance, in 1951 the Architectural Review observed that streamlining might
satisfy American stylists, but doubted whether the ‘serious modern
designer’ would feel the same in England (the AR 1951, p. 352). In 1954
Design magazine - which acted as the Council’s mouthpiece — also criticized
America’s design standards. Reviewing an American parking meter — called
the ‘Park-o-Meter’ - that was meant for British streets, Design reacted with
scorn: ‘this standard American design with its thick, insensitive ‘jelly mould’
contours and heavy handed lettering is to be made in this country by
Venner Ltd. Alone it will not look pleasant, but seen in a row along a
pavement or spaced at intervals around a London square its contribution to
street furniture can only be deplored’ (Design 1954, p. 6).

Such was the depth of feeling against the ‘Park-o-Meter’ that the Council
commissioned the British industrial designer Kenneth Grange to make the
design more acceptable in Britain’s streets. In an interview with Grange, he
noted that he only ever sought to make the banjo-shaped design simpler,
rather than British (Grange, 2012). Nonetheless, national design identities
did play a part. In fact, he conceded that like many other British designers
from the period, he was inspired by ‘upper-class European’ design,
especially that which emerged from Scandinavia (ibid.). By contrast,
although American streamlined designs in chrome were often ‘functionally
excellent’, their styling was considered to be very heavy-handed, and ‘more
overtly theatrical - just more Broadway - than it was here’ (ibid.). For a
successful industrial designer working in postwar Britain then, America and
Scandinavia represented the poles of taste.
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4.1 Continental street furniture

In the context of street furniture, it would appear that for many people,
modern British designs compared poorly with the output of other countries.
Writing for the Architectural Review in 1961, Derek Barton observed that
‘anyone who has been about on the Continent will probably have noticed in
some places the exceptional grace, slimness and tallness of the street-
lamps’ (the AR 1961, p. 134). He considered British lampposts, by contrast,
to be far inferior, and attributed this fact to ‘the worst British habit of
always expecting the worst, of making everything three times as thick and
stout as need be, just in case a travelling circus piles up against a lamp-post
once in twenty years’ (ibid.).

4.1.1 A ‘British look’

Discussions about the relationship between design and national identity
continued throughout the 1950s and 60s, and the Council increasingly
struggled against the notion that Britain had no unique modern style of her
own. In 1962 the Council was reported in the Guardian as criticizing ‘an
increasing tendency in some industries to copy foreign designs and employ
foreign designers’ (the Guardian, 1962). According to the Council, a ‘British
look” would only emerge if ‘British designers are encouraged to do their
natural best without looking over their shoulders at what other countries
are creating’ (ibid.). The desired objective was the expansion of demand for
British goods. However, even though Carnaby Street and swinging London
were right around the corner, the Council warned that, ‘unless modern
British design can be recognized not only as modern but also as British,
foreign buyers will naturally turn for their modern purchases to those
countries that have established a recognizable national character in their
work’ (ibid.).

5. 'Retrofitting'

It would seem however that throughout the 1960s fewer people shared
the Council’s interpretation of what constituted ‘good, modern designs’
(ibid.). Instead, as the Council itself acknowledged, the biggest demand,
particularly from the foreign market, was for traditional wares that
presented a far more familiar picture of Britain. Perhaps because of this —as
well as a more general acceptance of pluralism in society - the postwar
aspirations of the Council for modernity began to be replaced with a drive to
preserve what was left of the past, and commemorate what had been lost.
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By the 1970s and 80s, heritage-style street furniture had become
extremely popular across Britain —and elsewhere — as a means of
reinstating the past within the public realm, arguably as a way to invoke a
lost national identity. In Theatres of Memory, historian Raphael Samuel
discussed this phenomenon - which he regards as 'retrofitting' - in which an
aestheticized version of Victorian street furniture found widespread
application in civic spaces once dominated by postwar modernism.

Victorian-style litterbins, electrically powered street lamps complete
with gas flicker, and the resetting of cobblestones over existing
macadamised surfaces was used as ‘a kind of talisman of historicity’, and
has been acknowledged by several writers as anachronistic and informed by
feelings of nostalgia (Samuel 1994, p. 73). In Britain, heritage-style street
furnishings can be placed within a context of the Conservative policies of
Thatcher, whereby pitched roofs, neo-Victorian decoration, and other
changes in the built environment reflected a change in political ideology.

5.1 Modernization in disguise

And yet, while the political climate of the 1980s demonstrated its
willingness to commodify the past, Samuel points out that underneath this
‘period dress’ was actually modernization in disguise (ibid., p.75). Indeed,
the tension between political ideology and Britain’s design identity
remained constant. It manifested once again when the Thatcher
government began selling off anything of value in the public realm, including
the British telephone network. This resulted in the replacement of Gilbert
Scott's classic red K2 design with an alternative British Telecom model
bearing advertising on its metal back — ‘a complete rejection’, according to
historian Gavin Stamp, ‘of the civilized attitude towards public amenities
which prevailed earlier this century’ (Stamp 1989, pp. 25-26). For many
people, the commercial sale of the telephone network and its subsequent
impact on the nation’s streets was not just a Conservative attack on
nationalization and state-ownership - regardless of the long-term interests
of the British people - but also an attack on the very fabric of British identity.

Ironically, the red box still acts as a cipher of British-ness in film sets and
theme parks, and is commonly represented through a variety of objects for
sale, such as biscuit tins, key rings and T-shirts.
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6. The nation state and globalization

What took place in the designed environment in 1980s Britain is now a
common enough phenomenon, which can broadly be attributed to financial
deregulation, a contraction in the role of the nation state and globalization.

According to the late historian Eric Hobsbawm, these events are
connected. For him, globalization has transformed the world into a single
unit of interconnected activities unhampered by local boundaries
(Hobsbawm 2007, p. 1). Our worlds are so integrated, our ordinary
operations are so geared to one another, that the nation-state can no
longer be considered the only means through which power is exercised.

Since the 1970s, transnational private firms have replaced many of the
direct activities and services that governments of nation-states traditionally
provided. As a result, the ‘market’ is increasingly perceived as able to
provide services better and more efficiently and cheaply than public
authorities (ibid., p. 103). This has meant that profit-making private firms
are allowed to intervene and shape the political, cultural and economic
landscape of nation-states, without being democratically elected,
transparent in their decision-making processes or accountable to the public.

6.1 Street furniture and the market

Increasingly contemporary cities are in competition with each other, as
the rise in place promotion and city branding testifies. In turn, furnishing the
street has become a lucrative business opportunity. The designed landscape
of the street is ever more reliant on the ‘market’, since advertising
companies are increasingly responsible for designing the objects for the
street, a process sanctioned by local authorities keen to reduce costs. Yet by
offering this ‘free’ service - to design and supply our bus shelters, signage,
benches and litterbins - multinational companies like Adshell, JC Decaux,
Wall and Clear Channel not only fracture the state’s active role in street
furniture design, but they also homogenize the everyday designed
environment of the street. While postwar Britain once believed that a
nation could not call itself civilized if it ignored the design of commonplace
things, now private interests have appropriated street furniture. This
exchange from public to private is important because the street is a civic
space, and is an important marker of where we are, and who we are.
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7. Conclusion

Today it is hard to imagine having a conversation about the comparative
merits of contemporary street furniture in Europe. The debates that
prompted so much discussion in postwar Britain —about American parking
meters, English signage and the slimness of Italian lampposts —would be
difficult to sustain in the light of globalization and widespread privatization.
International street furniture’s excessive homogenization has made
conversation about its relationship to the nation-state virtually redundant.

And yet the intensity of the debate in postwar Britain reveals a great
deal about how we understand street furniture and its relationship to the
economy, national identity and ideology. As banal as they might first
appear, lampposts, benches and litterbins exemplify the way that different
agents shape the street and its uses according to their own social, economic
and political purposes. As a consequence, such objects reflect the broad
range of tensions and conflicts that characterize the uses and appropriation
of public space by different agents, and equally our anxieties about how
public life is shaped. As this paper has demonstrated, such anxieties were
particularly relevant in postwar Britain - a period in which design was
brought under government control to a far greater degree that ever before,
but which simultaneously witnessed an increase in voices participating in
discussions about design, the role of the state, and power more generally. In
such a context, the question of who has the authority to make design
decisions on behalf of others, and the manner in which those decisions are
made, becomes critical.

Illustrating how this historic debate on street furniture reflected these
broader social, cultural and political themes provides a number of useful
insights into the power balance within public space today. As this paper has
shown, street furniture remains a deliberate means of projecting value and
meaning into the street. Such objects continue to be used for economic
purposes i.e. to regenerate cities and as vehicles for advertising, as well as
social purposes i.e. to reduce crime and discourage anti-social behaviour. Its
relationship to national identity has not disappeared either, and one only
needs to consider Royal Mail’s gold postboxes during the London 2012
Olympics (Topping, 2012) — as well as the debate it prompted - to see this
relationship in action. Clearly, the entanglements between street furniture
design, politics, the economy and national identities continue to be relevant
more than fifty years on.
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Beyond social innovation: design as cultures
active-action
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This essay aims at contributing at the theoretical debate on design and
social innovation focusing the issue from a specific perspective, that is a
social innovation based and centred on culture and cultural heritage. The
cultural asset is a distributed heritage of values and knowledge embodied in
people, rooted in activities and places, continuously shared and socialised,
therefore, it has an eminent social dimension as ambit of design; in addition,
according to the more contemporary design practice and processes, always
more socially distributed, the field of cultural and local asset enhancement
has a social dimension also for a design approach called ‘cultures active-
action’. In this vision, design is an ‘activator’ of sustainable innovation and
development of communities based on cultural assets, with an ‘open-ended’
approach that provides contexts for innovation rather than contents, given
the cultural, social and knowledge values the already existing contents. The
sustainability is based on an approach that mixes bottom-up and top-down
strategies with factors like ownership, control and impact of the assets
involved in the innovation process.

Keywords: Cultural based social innovation; design active-action

Introduction: ‘something is-still-missing’

‘Something is missing signifies that humanity is aware that the world is
not perfect. And that the desire to imagine its transformation and its
improvement until it reaches a state of perfection is a component of our
culture, that cannot be removed’ (De Michelis, 2008, p. 41).

This statement seems to perfectly suits to what social innovation really
is: the search for continuous and virtuous improvement as social human
being. But here is also paraphrased in order to state that something is
missing in our possible understanding of social innovation too.

’ Corresponding author: Eleonora Lupo | e-mail: eleonora.lupo@polimi.it
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This essay in fact aims at contributing at the theoretical debate on
design and social innovation focusing the issue from a specific perspective,
that is culturally driven: in this vision, design is an ‘activator’ of innovation
based on cultural heritage, asset that has a social dimension, because is a
formidable shared resource of knowledge and development of communities
(local communities, communities of practices...) and territories, in a
sustainable framework.

This contribution might open-up a deeper understanding of new
opportunities of social innovation.

The reflections stem partially from social and cultural design cases
studies focused on (local) cultures and communities active-action, that
provide some theorisations helpful to discuss the topic. The first case is the
International Summer School ‘Design Connected Places’, a 8 months
‘territorial project for a cosmopolitan experience’ (Manzini, 2009, p. 8) in
seven thematic social communities working on local development, within
the framework of World Design Capital, held in Turin, Italy, in 2008. The
second case is the 2 years project ‘Contemporary Authentic’, a design
platform of pilot actions for the development and valorisation of the craft
knowledge and community of the city of Milano (Lupo, 2013).

Nevertheless, as every process where the human capital and cultural
dimension are the qualitative levers of project, that make it an unique
result, these case studies can be generalised only in part, abstracting from
them replicable methodologies and approaches, but highlighting
specificities and dependencies from the context and the situation. They
therefore need to be complemented by a metadesign reflection,
contextualising them in a framework of hypotheses suitable for the scientific
debate and eventual validation. In doing this the essays mixes the discussion
of case based evidences with the statements of some hypotheses or claims
theoretically or scientifically led.

So it will primarily introduce the cultural based social innovation
concept, then analyse critically the cases, discussing the issues raised in
response to the more acknowledge social innovation framework, and point
out the specificities generated by the interpretation of a social innovation
cultural based and centred, in order to go ‘beyond social innovation’.

Looking back at social innovation

There are many well-known and acquainted definitions of social
innovation. Making a critical review of them is not the primary purpose of
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this analysis. Nevertheless we need to briefly introduce the key concepts
and qualities of social innovation in order to better explain what makes
different a cultural driven social innovation.

According to Mulgan, social innovation is ‘new ideas that work to meet
pressing unmet needs and improve people’s lives’ (Mulgan, 2007, p. 7). In
this definition there is an implicit reference to a social goal (solving needs
for improving life) that should be addressed by social innovation.

The social connotation of innovation as addressing an objective or
purpose that has a social dimension is a commonly shared visions from
many innovation theories, but there are other visions that refer to processes
of innovation that are social just in nature or process (i.e. collaborative
processes or participative methodologies) and ignore the question of
purpose (that can be of every nature: i.e. economical, technical...). These
positions anyway are not controversial or opposite, but often synergic.

Regarding the dimension of purpose in fact, ‘innovative activities and
services that are motivated by the goal of meeting a social need and that
are predominantly developed and diffused through organisations whose
primary purposes are social’ (Mulgan, 2007, p. 8) are not in contradiction
with a social process; regarding the dimension of process, the various stages
in which social innovation has been framed can be of social nature and are
suitable for social goals. From ideas generating to prototyping/piloting,
scaling and learning (Mulgan, 2007 pp. 21-25) or across the six stages model
from prompts, inspirations and diagnoses; to Proposals and ideas;
Prototyping and pilots; Sustaining; Scaling and diffusion; and Systemic
change (Murray et al., 2010, pp. 12-13), there is a noticeable shift from
products and market centred strategies to human centred ones, where the
human dimension is not any more individual, but collective and
communitarian.

Concerning the social nature of the innovation processes, the synergic
roles of the diverse actors is crucial: there are individual roles as well as
hubs and platform and institutions that usually together promote and
support social innovation.

This is, according to Mulgan, an approach that mixes bottom-up
initiatives with top-down strategies: like bees that pollinates trees, the
bottom-up initiatives cross fertilise and make more effective and spread the
top-down strategies (Mulgan, 2007, p. 20).

While some actors perform bottom-up actions, being them individual
roles like innovation scouts or champions, or teams, hubs, parks, networks,
platforms (Murray et al., 2010 pp. 124 and following), the top-down support
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should come by institutional actors, like the State, that promotes with
legislation and regulation, a ‘grant economy’, or by the scaling and diffusing
of a systemic change supported by other formal or informal organisation
that try to establish a ‘household economy’ through collaborative services,
neighbourhood prosumption, informal mutualism (Murray et al., 2010, pp.
149 and following).

This reciprocal collaboration is also encompassed by the concept of Civic
economy combining the spirit of entrepreneurship with the aspiration of
civic renewal: ‘The central point is that the civic economy is not the
exclusive domain of any particular sector of the economy; instead, it bridges
across the public, private and organised third sector as well as including the
public at large’ (00:/, 2011, p. 8).

Ezio Manzini introduces also an idea of social innovation that, according
to the categorisations that come from the field of technological innovation,
can be qualified as incremental or radical: ‘Social innovation is a process of
change emerging from the creative re-combination of existing assets (from
social capital to historical heritage, from traditional craftsmanship to
accessible advanced technology), the aim of which is to achieve socially
recognized goals in a new way’ (Manzini, 2014 p. 57). The incremental
characteristic is relative to the capacity of acting on existing asset, that is
reconfigured eliciting potentialities otherwise invisible. While the objective
remains a social goal, what makes interesting this definition is the
introduction of the concept of a source for achieving the social innovation,
that is the ‘(existing) asset’: this asset, noticeably for Manzini includes also
forms of cultural heritage (historical heritage or traditional craftsmanship).
Finally, the radical characteristic of social innovation in synthesized in the
expression ‘a new way for achieving social goals’, that happens opening up
this field to a peculiar discipline and qualified actor as distinctive driving
force to achieve social innovation.

This framework, in fact, is shared and adopted by various disciplines and
actors: economics, sociology, policymakers, organizations. Manzini instead
refers specifically to design activities as catalyst of social resources in order
to trigger and support sustainable changes: he calls these activities ‘design
for social innovation’, which includes ‘design initiatives, characterized by a
clear design approach and by the use of specific design devices (e.g.,
prototypes, mock-ups, design games, models, and sketches)’ ‘whatever
design can do to start, boost, support, strengthen, and replicate social
innovation’ (Manzini, 2014, p. 58). Manzini also identifies the possible
various roles of designers, that are both facilitators and ‘triggers that start
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new social conversations’, behaving ‘as design activists, proactively
launching socially meaningful design initiatives’ (Manzini, 2014, p. 66).

The question of the approach is intertwined with design framing the top-
down social innovation as driven by strategic design, and the bottom-up
social innovation as driven by local communities: both visions appear as
design-led process even if the design and designers involved can be not
explicit, but de facto: ‘The ‘designers’ are very diverse social actors who,
consciously or not, apply both skills and ways of thinking that in all respects
are to be considered design activities’ (Manzini, 2014, p. 62). While strategic
design is addressed to recognise problems, the social resources that can be
activated and to build a vision to connect local initiative, the design with/for
communities means co-designing with other creative actors or transforming
the insight that comes from listening the communities needs in real
solutions.

The practice of listening is common to many researchers and
practitioners: Ideo uses ‘hear, create, deliver’ as a Human Centred Design
strategy able to overcome a vision focused only on anthropometric and
ergonomics. This human dimension is intended by Anna Meroni as a ‘shift
from user centred design, to community centred design, where the accent is
on understanding social behaviours and needs, to then collaborate with the
most active social communities in conceiving solutions’ (Meroni, 2008, p.
33). This definition clearly comprises the social nature of innovation as
collective design process too.

Similar concepts of design for social innovation are ‘transformation
design’ or ‘next design’: according to Burns et al., transformation design is
‘design skills to address social and economic issues. It uses the design
process as a means to enable a wide range of disciplines and stakeholders to
collaborate. It develops solutions that are practical and desirable. It is an
approach that places the individual at the heart of new solutions, and builds
the capacity to innovate into organisations and institutions’ (Burns et al.,
2006, p. 6). Transformation design has a social dimension but the emphasis
of the definition is not on the objective of addressing social desirable
solutions, but on the evolution and transformation of the design process
and approach in itself for creating this fundamental change. We could say it
is giving more importance to the nature of the process than to the purpose.
For instance transformation design goes beyond problem solving and
traditional solutions, stresses the loss of personal creative authorship in
favour of a collective subject, make collaborating various disciplines and
shapes behaviours rather than forms (Burns et al., 2006, pp. 20-21 and 26).
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From this review emerged some points that we would like to remark as
qualities of the so called design for social innovation/transformation design:

1. Social innovation is often related to sustainability, in addressing social
and economic issues that could promote more sustainable way of living and
producing, able to answer to the multiple, growing challenges of the
ongoing economic crisis. Manzini usually refers this sustainable approach to
the SLOC scenario that stands for Small, open, local and connected, and are
considered relevant indications for developing sustainable solutions: for
Manzini this is a visionary, yet comprehensible and viable scenario (Manzini,
2010, p. 10). What we consider also interesting from this sustainable
framework are the (following deepened) ideas of locality and openness;

2. Social innovation is very often a situated action: |localities,
territorialities and qualities of their communities are not only the context of
the design action, but the specific asset and sources for achieving social
innovation. In this they function as peculiar conditions that led to very
specific design output with a strong context based approach;

3. Social innovation is a relational and distributed action: it makes
collaborating various actors and stakeholders (new social relations,
networking) and between disciplines (cross-disciplinarity);

4. Social innovation is always more often an open-ended process: in
‘building capacity, not dependency’ or in ‘shaping behaviour rather than
form’, “transformation design is never done’ (Burns et al., 2006, p. 26), and
design acts as a mean for discursive approach and strategic social
conversations, leaving to the society, the community, the territory, the
opportunity to represent themselves and the possibility to determine and
co-create the design outputs and results.

5. Social innovation has moved from the margins to mainstream
(Mulgan, 2007): from being an emerging and punctual approach, often
adopted also with a counter-cultural attitude (from guerrilla to activism) is
now multiplied and diffused by systematic scaling and sustaining, and by the
recognition of its economic impact.

Toward a cultural based social innovation:
activating heritage by design

The most spread view is that social innovation is a way of ‘improving
society to solve problems’ mobilising ubiquitous intelligence. So the
emphasis is on a direct social need and possibly social process. In this vision
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culture is (just) a support, being one of the possible enabling conditions
(Murray et al., 2010, p. 9).

Our hypothesis instead, going beyond the acknowledged social
innovation, proposes a cultural heritage driven social innovation. This
innovation process addresses an indirect social need, because is focused on
cultural needs (like the one of maintaining alive and developing a heritage, a
community knowledge, a specific cultural asset of a locality) that are an
eminently social and collective good. The cultural asset is a distributed
heritage of values and knowledge embodied in people, rooted in activities
and places, continuously shared and socialised, therefore, it has an eminent
social dimension as ambit of design. Culture and cultural heritage are a
social asset because they are a product of social relations and collective
memory and increase their meaning the more they are socialised,
experienced, shared, appropriated and practiced by people.

In line with the indications of the European Community and UNESCO,
the objective of culture oriented development models (Greffe, 2005) is
therefore to generate, activate and improve the value of the cultural asset
in its patrimonial, historical, civil, symbolic, social and developmental
function. Such models are intended to develop platforms and connection
systems capable of connecting territories and communities through culture
and knowledge, simultaneously redesigning relations between the local and
the global, tradition and innovation, the public and the private. Culture is a
dimension of development of a territory and a community because is an
occasion for identity building, integration and social cohesion and culture
oriented policies for creativity and innovation (Greffe, 2005).

A cultural driven social innovation is a set of design actions in which
culture is together the asset and the objective of intervention. So culture
and cultural heritage are enabling condition (cultural awareness) but also
the resources and result (new cultural values and heritage) of development
and innovation. This implies that the focus on ‘solving societal problems or
unmet need’ is not primary if not reframing it in ‘considering culture and
cultural heritage as a first necessity social good’ for a sustainable
development.

We call this set of design actions of heritage based development
‘cultures active-action’ process.
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Table 1 Comparison between Social innovation and Cultural based social

innovation.
Social innovation Cultural based social
innovation
sources, resources Any, social Cultural
(asset)
Objective/ Social (‘improving society in Cultural (i.e. new cultural
purpose/result: solving unmet needs’) values and heritage, like
object or content of inter-culturality; trans-
design generationality,...)
Approach: (nature Mainly social Mainly cultural and social:
of) process, ‘cultures active-action’
methodology,
mean/tool/way of
designing (enablig
condition)
Driver/driving force | Many, i.e. design, but also design
(led by) development...

Cultures active-action is a design approach (and process) aimed at the
cultural asset enhancement and exploitation, which is often also socially
distributed and participated.

Active-action design processes in fact implies the re-contextualisation,
actualisation, incorporation of cultural values and cultural heritage in new
design, respectively in the space (the place or context of origin the asset and
the one of its fruition), time (the shift from traditional to contemporary) and
process (techniques, uses, meanings) dimensions of a society or community
(local community or community of practices) in an innovative way (Lupo,
2001; 2008; 2013b). These are processes of translation of a tradition in
which the use value of the cultural heritage is not intended as a simple
experience, but rather enables the shared access, appropriation,
comprehension and use of the asset by its community of reference, and
which also creates the effective possibility for the reuse and transformation
of the heritage by various stakeholders and final users, being them part of
the owning community or not.

Activation is therefore an amplification of the term ‘enhancement’: the
activation of the heritage asset recalls an extended concept of value
enhancement which allows it to be enacted (conceptually or physically), to
be transmitted and to evolve innovatively, in terms of exploitation of its
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form (in the case of intangible heritage) or its meaning (in the case of
tangible heritage).

Cultural heritage is considered in this innovation frame as an ‘open
ended knowledge system’, an open repertoire of knowledge and cultural
contents which can be used as instruments with which to build a collective
memory (as traditionally occurs), but also and above all, as a resource for
the collective production of innovative cultural forms and contents.

This process of cultural driven innovation anyway differs from the one of
local and territorial development: in the last one the main objective is
clearly development, while in the cultural driven innovation the
development can be only an induced (yet expectable) indirect result, but the
primary objectives are the ones connected with the heritage exploitation
and innovation, that are in a way more indeterminate and context or
situation based, as well as the ‘unmet social needs’: social acknowledgment,
appropriation, understanding or better ‘activation’ of the heritage in new
design solutions than can re-distribute the values to the territory or the
owning community.

Given this framework to cultural heritage based social innovation we can
now recall some of the key concepts of social innovation looking for
analogies and differences. Cultural heritage activation follows social
innovation with an additive logic: it has some of the qualities of social
innovation but with more attributes and specification.

Similarly to design for social innovation, it is a social situated but open
ended process: design, as activator, mediator and translator of capabilities,
acts as the empowerment of the cultural initiatives of a community of
society, that are necessarily always localized, which means the result of
specific local (natural, environmental, territorial and cultural) conditions
which determined the form of the heritage, but with an ‘open-ended’
generative approach (Lupo, 2011a) that creatively provides to those
societies or communities, rather than contents, social and cultural contexts
for innovation (Lupo; 2009b), given the cultural, social and knowledge values
of a territory and a community the already existing contents. We can talk of
design actions that shift their logic from acting within a community and a
culture, to acting for and with a community and a culture: actions that in
themselves, create a community and a culture.

In this sense design is a ‘descriptive approach’ (Dematteis, 1995)
directed to context providing for innovation: it generate models of
transformation that represent possibilities inherent a specific cultural
context and builds interpretative representations of the potentialities
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already inscribed in that context. The paradigms of interpretation, flexibility,
adaptability, transformability become the main feature of such descriptive
structures, that anyway produce permanent results. It is a replicable
approach that will never lead to the same result, because this possibility of
multiple interpretations leads to a set of opportunities where multi-vocality
and diversity are the core values. As Yona Friedman says ‘intelligence starts
with improvisation’. Therefore the repeatability is not in the forms, but in
the rules and method adopted that coordinate and monitor results from
time to time to time different, depending on the context, but inevitably
bound together by the recognition of cultural design requisites, practices
and goals.

This attitude of design can be framed as an integration between the
opposites of a top-down and bottom-up approach, the first using design
anticipations, or meta-design visions for eliciting latent and not yet
acknowledged potentialities of a cultural asset activation, the second one
using the design sensibility of listening the society and relying and
strengthening with cultural activation the more traditional, self confident
and experienced cultural assets.

This mixed approach is also interrelated with a multiscalar vision able to
mediate from very specific and punctual actions to general ones in a
continuous focusing of the different design needs according to a zoom-
in/zoom-out logic from concreteness to comprehensive vision (Lupo,
2009b).

Here in fact, we propose a cultural sustainability framework as possible
response to the debate. In this framework, used to evaluate any cultural
activation processes, three factors are conditions for a critical design
engagement respectful to communities, being it top-down or bottom-up,
site specific or strategic: ownership, control and impact of the social and
cultural assets (i.e. community knowledge and heritage) involved in the
innovation process (Lupo, 2008). The ownership factor defines how much
the depositary of the heritage undergoing the exploitation is involved in the
process; control estimates the capacity of the owner to manage and decide
how and when to use his heritage; impact evaluates the amount of the
benefits that the owner receive back (directly or indirectly) by the
exploitation process.

Peculiar features of the cultural based social innovation are cultural
related opportunities, which conceive openness and connectivity in term of
tolerance of diversity and inter-culturality and trans-generationality. As
Appadurai points out, to design sustainable socialities, ‘forces us back to the
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human requirement for stability and closure as counterbalances to volatility
and flux’ (Appadurai, 2010, p. 12-13). Talking about cultures (cultures as
plural entity) activation and innovation means to design more convivial and
encounter spaces that could help in growing the understanding and
awareness of diversity and integrations among cultures and generations
through the sharing of the same heritage (Lupo et al., 2014).

Case history

The two cases here following are described in order to give evidence to
some of the hypotheses above presented. They are not fully emblematic for
the whole framework of cultural based innovation but help in focusing some
of their specific features.

The first case in particular even if is not directly addressing cultural
based innovation, being similar to a typical local development process,
implicitly uses local cultural resources and heritage in a situated and open-
ended process that achieve a sustainable inter-cultural and inter-
generational community engagement.

Designing Connected Places, was an International Summer School
organized by Torino 2008 World Design Capital: it included over 200
students, more than 40 Italian and foreign designers and researchers from
Italian design schools. All of these participants were reunited in the 7
communities of design practices — each dealing with themes concerning
pressing current events and specific incidences in the territory of Piedmont:
from agro-food resources to productive processes, from public spaces to
transportation systems, from healthcare assistance to the representation of
the territory. The project lasted 8 months: the final summer school (which
took place from July 13 to 29) was preceded by a metadesign phase in which
more than 40 researchers and experts from different Italian universities
have compiled a consistent activity of survey on the territory and of
interlocution with the local actors aimed at highlighting the potentialities
and emergencies of the territory in order to articulate the design brief and
document it with the production of a dossier of references, case studies,
interviews. The final summer school has seen collaborating young designers
coming from 41 different countries in a very multicultural environment and
with a group of mature and qualified project leaders to ease inter-
generational transmission and learning.

According o this, this project has a ‘human’ dimension, which is no
longer conceived of as simply a referential point, but as an element capable
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of informing sensibly and responsibly the system of connections which
engages places, communities, practices and processes in a temporal
perspective, and expresses identities and peculiarities in a society which is
more and more globalized, but necessarily inclusive and democratic. The
centrality of the community directly involved as prime ‘expert’ of the
problem and its knowledge and possibility to contribute to the development
processes has grown proportionately with the opportunity people had to
express themselves, develop relationships and communicate with a multi-
skilled and multi-perspective design team.

Finally timing played a crucial role in the project promoting a ‘vision of
future’ that design can help to develop. The collective learning necessary for
supporting change requires long and complex sedimentary times (as in any
cultural process), which are usually of a longer duration than those of a
community. Design therefore worked on the temporal dimension acting in
overlapping phases, connecting short term actions, with an immediately
perceivable result, to strategic long-term projects.

A detailed description of the project can be found in the final publication
(Campagnaro and Lupo, 2009), while a deeper analysis focusing the key
elements of this essay is in the table following.

Table 2  Case history analysis: Designing Connected places.

Designing Connected places

source/asset The local resources of the Piedmont territory were the
asset on which the development and innovation process
is based: they include mainly the distributed knowledge
capital (mobility, wellbeing) but also cultural resources
like food, agriculture and culinary culture, public spaces.

objective Local development and local society empowerment in
solving social problems: health and wellbeing, security of
public spaces, mobility and quality of life, food chain and

distribution.
nature of process& The process has been eminently social, shared,
methods distributed and participated by many different actors:

the summer schools has been articulated as a devices for
strategic conversations among stakeholders and exerts
of the territory (owner of local and proximity values) and
metadesign researchers, project leaders and young
designers (owner of multicultural and multiple visions, or
distance values).

Visualizing the existing opportunities and visioning new
possibilities has been the agreed methodology used.
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approach (bottom-up
and top-down)

The project mixes top-down approach (policies, visioning
strategies) with bottom-up creativity

time (medium/long
term)

The project mixes long term strategies (territorial
demands analysis and interpretation with the local
community) with medium/short term actions, from
concept development to dissemination for awareness
raising and people engagement.

scale (zoom-in/out)

The project works both at a scale of proximity and at a
general scale

sustainability factors

Ownership: The local community (i.e. patients for well
being, workers for mobility) and stakeholders were
directly involved as experts in the project: their
experience has been respected and taken in account;
Control: They had the possibility to decide and negotiate
effective solutions

Impact: They have been the beneficiary of the concepts
developed and result produced.

Openness and open-
endness

The metadesign phase let to the final international
project leaders and designers to negotiate the solutions
and the concepts. The concept themselves were more
plot to be discussed and verified with the local
stakeholders than real finished prototypes. The summer
school acted as a platform, a context for innovation.

situativity

Local resources and pattern were both asset and bonds
of the project.

relationality (inter-
culturality, trans-
generationality,
networking)

A ‘Learning from diverse cultures’ approach has been the
most outstanding strategy to address innovatively local
problems, in order to overcome the biggest barrier to
innovation (Murray et al. 2010, p.148), learning from
other sectors and other places. Culturally mixed teams
adopted ideas from diverse sources.

The second project, Contemporary Authentic is a design driven strategy
for exploiting the intangible heritage and craft knowledge in Milano,
coordinated by Politecnico di Milano and involving an interdisciplinary team
of international partners.

The project, that lasted two years (2011-2013), experimented an
articulated design driven innovative system for exploiting the typical craft
and performative knowledge of endangered masters still active in Milano,
making visible and accessible their value in terms of knowledge and
technical and productive skills and their procedural, relational, performative
qualities, size and spatial impact, through the creation of a complex system
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of promotion and dissemination. These masters and their knowledge were
(and are still) considered an endangered intangible Heritage because their
activity could disappear in short time, due to the lack of successor
interested in continuing a such traditional niche market work or to new
affordable production systems and technologies. Nevertheless, for their
cultural value and subsistence potentialities, they needed to be activated
(from documentation to transmission, from fruition to use) under the brand
of ‘Contemporary Authentic’. Numerous approaches operate on craft,
concentrating only on a specific enhancement action, such as the
documentation, reapplication or transmission. Contemporary Authentic, on
the other hand, touched all the phases of the chain, designing a protocol
and a system of quality of territorial craft-based territorial production,
which included pilot actions finalised at the documentation, narration, and
offer of fruition of the Milanese craft (the online repository, video
documentaries, craft shows and events, cultural itineraries), and actions
aimed at the structured transmission of knowledge and its innovation
(design workshops, craft dialogues and meetings, and a final concept
catalogue). Within this macro objective, many discussions were conducted
and solutions have been adopted to respond, through strategies and design
tools, to the need of effectively documenting the knowledge possessed by
masters (especially in relation to its immaterial nature - i.e relational,
performative and territorial qualities), and activating, transmitting,
renewing, revitalizing and socializing it in a sustainable manner, in relation
to authenticity, typicality and possibly intergenerational and intercultural
exchanges. Therefore the project settled down a concept of knowledge
activation based on ‘human relations’, which facilitated the sharing,
transformation, re-production and incorporation of this traditional
knowledge in contemporary forms and processes of cultural offer,
essentially by establishing relations between the masters and the local
community and the entrepreneurial system.

The CA project was more than a process of contemporary actualisation
of traditional craftsmanship: it grouped the various pilot actions with a
strong graphic identity, in which the shift between the two opposites
(authentic and contemporary) emblematically represents the value of the
brand/quality system. In addition, with a system of quality certifications
based on parameters which, defining a percentage value of ‘innovative
excellence’ or capacity to regenerate through an innovative tendency which
respects the original values, made the different combinations of tradition
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and innovation intelligible in various new product development that
transferred their skill in other market settings.

A detailed description of the project can be found in the final publication
(Lupo, 2013a), while a deeper analysis focusing the key elements of this
essay is in the table following.

Table 3  Case history analysis: Contemporary Authentic.

Contemporary Authentic

source/asset Intangible heritage and typical craft knowledge were the
asset of the exploitation and innovation initiatives.
objective The main objective of the project was a innovative

valorization (called active-action) of local cultural
heritage, from conservation and documentation, to
trasmission and innovative application of local
knowledge. An indirect objective was a development of
the craft production and the empowerment of the craft

community.
nature of process& The project is based on complementarity, interculturality
methods and interdisciplinarity of competences and expertises

and includes national and international partners. The
master were made collaborating each other in small
groups reinforcing mutual knowledge and the idea of
Milanese community

approach (bottom-up The project started with a top down strategy that met

and top-down) the bottom-up needs and initiatives of local masters and
craftsmanship.

time (medium/long The project has been organized in various different

term) chronological phases addressing long term objectives

(increasing the awareness and knowledge of craft
potentialities) and short term results (creation of
promotional events and new products, or
communication tools like web site and app)

scale (zoom-in/out) The project worked mainly at a scale of proximity (single
master) and at a general scale of the city promotion
within expo 2015.

sustainability factors Ownership: The craft masters have been involved in the
process of documentation of their own knowledge, with
photo-stock taking techniques; Control: The masters
have been mentoring the creative process of new
products development, in the frame of authenticity and
respect for their skill

Impact: The have beneficiated of the brand promotional
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events, and of the collaborating platform created by the

project.
Openness and open- The Contemporary Authentic brand and quality
endness certification system is a platform that welcomed many

different process and outputs, within the frame of
authenticity and contemporariness.

situativity Local craft skills and heritage were both asset and bonds
of the project.

relationality (inter- The master were made collaborating with young

culturality, trans- designers and with other masters in a network of

generationality, opportunities at very different stages: from self-

networking...) promotions (events, communication, digital app) to

product innovation

Conclusion

Though this essay we hope to have provided a seminal contribute for
enriching the idea of social innovation with the one of cultural heritage
based innovation. Cultural based innovation is not substitutive of social
innovation, but complementary and synergic to it. This innovation is social
because is focusing on the human individual or communitarian dimension of
culture and heritage with an aesthetics quality of action (Lupo, 2011b;
Colombi and Lupo, 2014) that addresses soft values, like the ones that are
cultural and humanities driven (from valorization, to appropriation to
transmission and innovation).
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(Dis)placement of/by design: Social
Construction of Pojang-macha (Re)Designing
in Seoul
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In recent decades, the term ‘design’ and its concept and applicative
methods have become critical elements of assessing ‘conditions of life’. As a
result, the issue of institutional renewal of Seoul’s identity, from the symbol
of nation’s successful industrialization to international cultural destination,
can show the changing socio-cultural forms of street vendor pojang-macha
through the technoscientific and/or political lens.

This paper demonstrates how the influence of ‘design’ has led to the
concretization and/or generalization of this vernacular object as well as its
regional and cultural conventions, a process which results in the acquisition
of a new character for the object in question.

In ‘design’, the ongoing debate is (almost) always drawn from notions of
science, technology and their ‘facts’. Accordingly, by tracing this pojang-
macha (re)designing case following questions could be implicated. Under the
rules of artifacts that are effects of ‘design’, what place could today’s science,
technology and their aesthetics justify and secure for themselves in everyday
life, in which many modern concepts and epistemologies are generalized?

How is the institutionalization of today's design and the methodologies
realized? Which forms will eventually be defined as ‘design” and how/what
science and technology will (de)form those designs of today?

Keywords: Pojang-macha; institutionalization and (il)legalization of plebeian
artifacts; socially constructed design and its performativity

Introduction

During the recent decades, the term ‘design’ and its concept and
applicative methods have become critical elements of assessing ‘conditions
of life’. In evaluating the present-day conditions of living which are built
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upon the support and criteria provided by various modern institutions and
concepts such as public health, hygiene, material, standard, structure,
system, comfort, development, the concept of ‘design’ seems to have gone
beyond its original meaning of plan and scheme and acquired a new one,
‘indicating the realization of a somewhat more unique appearance and style
(or the aspiration toward such an ideal)’ (Vial, 2010) in a ‘human-built world’
(Hughes, 2005) while guaranteeing a universal aesthetic value without much
risk and need for thought. One impact of this phenomenon could be
illustrated by the changing socio-cultural forms of the ubiquitous pojang-
macha (i l& 5 HE; mobile/temporary street vendors serving food and
alcohol, literally translated as ‘covered wagon’) through the technoscientific
and/or political lens. This issue springs from the context of institutional
renewal of Seoul’s new identity, changing from the symbol of the nation’s
successful industrialization to an international cultural destination where
one can enhance authentic experience of the traditions of East Asia, cutting-
edge IT culture, and the illusion of ‘Korean Wave’ celebrities.

To do so, this paper would try to demonstrate how the influence of
today’s global concept of ‘design’ has led to the concretization and/or
generalization of the vernacular object as well as its regional and cultural
conventions, a process which results in the acquisition of a new character
for the object in question.

In addition, through such an approach, | seek to examine how design, as
a particular institutional production and cultural standard, in the process of
being mobilized and executed as a mechanism of governance, established
the concept of ‘the other and minority in need of design’ to which it applied
itself as ‘design(-as-problem-solving)’. In doing so, this paper hopes to
provide reflections on the ways in which the pre-existing meaning of things
become re-identified and its order reorganized through ‘design’—which
purportedly pursues the good and the better—and how, through such a
process, the initial ‘design’ that originated from the people (simultaneously)
have become obscured (or vanished); furthermore, how design as a concept
(that represents improvement and solution of problems, and above all,
‘something chic’) and its practice become constituted.

For this purpose, this research surveys media reports and other writings
on the changing aspects of pojang-machas in Korea, and especially in Seoul.
It will analyse how, in each different period, pojang-machas become
involved in certain social, institutional, and sentimental changes. Moreover,
it considers what kinds of scientific and technological knowledge are shared
in this process of change among the public and at the institutional level, and
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how the design of pojang-machas, which materializes the content of such
knowledge, evolves over time.

Korean pojang-machas are, in short, vendors that serve alcohol along
with simple Korean street fare (i.e. fish cakes, seaweed rolls, blood sausage,
stir-fried rice cake, etc.). While the actual origins of the term itself are
unclear, to this day pojang-machas are characterized by a two or three
wheeled box-like ‘macha’ (5% or ‘wagon’) covered by a polyethylene
tarpaulin ‘pojang’ (1l or ‘wrapping’/‘covering’) under which cooking and
serving of customers can be carried out. Unlike more permanent
establishments housed in buildings, pojang-machas allow their owners an
opportunity to operate with moderate start-up costs and without concern
for rent or other such expenses. As a means of subsistence for those with
limited options, pojang-machas have long formed a facet of the complex
image of the sprawling metropolis that is Seoul—a modern city whose
conscious emphasis on that very modernity leads to the possibility of
anything, at any time, being deemed ‘problematic’.

Pojang-machas, blurred history

In Seoul, pojang-machas that conform to the standard Korean definition
of ‘a covered, mobile food and drink stall of a temporary nature’ (The
National Institute of the Korean Language, 1991) are not easy to come by. In
particular, ‘pojang-macha towns’ where pojang-machas are densely packed
together, can now only be spotted in a few places such as Jong-ro,
Dongdaemun Market, Yeouido, Sindorim, Sincheon, Sinchon, and the
vicinity of Gangbyeon Station. For those who have been to one of Seoul’s
pojang-machas in the 1970s and 80s, pojang-macha is still remembered as
‘a place where one can fill up the stomach with little money’, ‘a place to
have a bottle of soju [a popular distilled beverage in Korea] just for a little
while after work’. These scenes are now becoming a thing of the past (Kang,
2012).

Pojang-macha is a translated word that is presumed to have first
appeared in Korea in the 1950s via newspapers and other media.
Interestingly, in the news reports of the time, the term ‘pojang-macha’ was
referring to the ‘covered wagons’ appearing in the American Western films
that were then being introduced in Korea, not to ‘street pubs’ as the word is
commonly used today (Entertainment Programs, 1954). Afterwards, through
the 1960s and 70s, the word ‘pojang-macha’ continued to be used to
indicate both of the meanings just noted. The pojang-machas as ‘temporary
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night pubs in Seoul’ that are reported to have appeared in the 1950s were
‘selling broiled sparrows and soju inside a structure of which only the top
was covered with a thick broadcloth’ (Song, 2003). The appearance and the
structure of pojang-macha, which amounted to not much more than ‘a
wheeled hut with broadcloth that just barely covered its frames’ when it
first appeared, undergo a structural reinforcement and become transformed
into something more decent, something that a quick look would suggest as
unproblematic in its appearance from a commonsensical point of view.
What drove this shift was a certain judgement on the proper appearance
and structure of artificial objects that was likely furnished by the shared
knowledge and experience of contemporary science and technology.

In the 1960s, pojang-machas were often depicted in the media as
somewhat dim and dingy—e.g. ‘carbide lighting under canvas’—but, over
the 1970s and 80s, they expand their interior and increase the number of
items on their menus while simultaneously transforming themselves into
more solid structures that incorporate comfort in the modern sense of the
term.

Due to various needs—the need to light up the dark interior as it is
‘more active during the night’, the need to provide warmth to guests that
visit the ‘business’ to seek relief from the cold during winter, and the need
to keep ingredients (especially seafood) fresh and prevent them from
spoiling in the summer—pojang-machas begin to incorporate a system and
network of electricity, gas, and other infrastructures, arranged into certain
standard notions and materials that embody them. The design components
that compose pojang-machas, which have been devised through a
compromise that arise from the competition and coexistence of ‘similar
businesses’, reflect, as noted above, the judgements, sentiment, and
consent of the ‘people’ rather than the seriousness of expert designers who
emphasize ‘sufficient aesthetic consideration (with a view of overall
harmony)’.

Figure 1 Pojang-macha in the 1970s (left). Pojang-macha in the 1980s (middle).
Pojang-macha in the 1990s (right). Yoon (1977); The Business Thriving in
the Heat... Pojang-machas (1983); Jung and Park (1997).
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As shown in figure 1, the appearance of pojang-machas becomes
modified in the period from the 1970s to the 1990s. In the picture on the
left from the 1970s, one can see that a wooden post in the centre sustains
the structure of the pojang-macha. By contrast, in the pojang-macha of the
1990s on the right, the post’s material has changed to stainless steel, and
the interior has become wider, in step with the resulting enhancement in
structural firmness. The black and white picture in the middle displays a
pojang-macha town in one summer night from the 1980s. The pictorial
coconut palm trees that are printed as decoration for the plastic mesh
awnings represent a pictorial vacation destination for the summer
pedestrians (Kang, 2012). Such appearance and structure of pojang-machas
or, in other words, the grammar and literacy of design were devised and
improved by the anonymous at the level of the people and shared by
‘looking sideways and imitating’ in ways difficult to trace the specific origins.

Pojang-machas in its haphazard form materialized the ‘sentiment of
discontent and romantic ideals of the deprived and the worn-out’. The
embodiments of such sentiment were founded on the culture of ordinary
working-class people that distinguishes itself from the living culture of the
middle class and its tidiness and certainty. In particular, the mobility
entailed by pojang-machas functioning as businesses with unclear
boundaries and in the form of ‘wheeled, temporary pubs on the street’
allowed pojang-machas to be clearly different from other types of places for
drinking. The vitality of pojang-machas meshed together with the dynamism
of Seoul as a ‘growing city’, and pojang-machas were often set up in the
vicinities of subway stations and bus terminals that connected business
districts with nearby residential areas.

Landscape of traditional zone

There had always been a sense of institutional ambiguity surrounding
pojang-machas’ form of existence. For example, pojang-machas stand
halfway between a street and a demarcated space and simultaneously have
the features of an open exterior and an enclosed interior. These qualities
make pojang-machas drift, within the institutional framework, between the
zone of illegality at times and the zone of implicit permission at others. In
addition, they also allowed the pojang-machas to actively utilize the subtle
boundary between illegality and legality (authorization). As Um and Kim
(2010) point out, ‘it is difficult to regulate street vendors under uniform
criteria and principles, as they have taken root as practical markets in some
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cases, and, at the same time, as there exists a partial contradiction between
the legal justice regarding street vendors and the policy goal of protecting
the livelihood of the low-income citizens.” Such ‘contradictions surrounding
street vending spaces’ equally applied to pojang-machas.

At pojang-machas there were constant experiments and attempts
concerning fun and taste as a way to soothe the sorrows of city life, based
on the notion of equality. Pojang-machas firmly established themselves,
both economically and culturally, as the ‘barometer of ordinary people’s
economy’, and re-emerges as a ‘boundary object’ (Star and Griesemer,
1989) as they continuously collide with the state that attempts
institutionally to regulate and administer them. There are temporal
variations in which goals become prioritized, but the criteria for the
regulation, administration and control have always been related to the
regulation of the risks perceived by the state and also the concept of urban
aesthetics set by the state. Such state actions have been the primary factor
in the efforts of pojang-machas to modify its identity and achieve the order
of things that constructs and supports that identity. Pojang-machas have
realized their borderline characteristics of 'being simultaneously legal and
illegal' in the actual sites of their livelihood. That is, they have realized new
'illegal' existence in arbitrarily interpreting and reasonably applying the
provisions of current regulations, and managed to satisfy 'legal' conditions
in re-identifying themselves as objects that can be administered.

The concept of hygiene and the universalization of its practice were
reflected by the operation of pojang-machas even before the state began to
exert its influence on pojang-machas’ form of existence. A newspaper
editorial from 1983 allows one to observe the concept of hygiene under
which the contemporary pojang-machas had to be run. In that piece, the
author laments how ‘the pojang-machas of Seoul’ wipe ‘tables’ not with
dishcloths but with ‘rags,” and how the same rags were used to clean
‘cutting boards’ and ‘knifes’, and then used again as ‘dishcloths’ when slicing
fresh livers and chicken gizzards (Business Thriving in the Heat. Pojang-
machas, 1983). In particular, the author points out that in comparison to the
food carts in cities of ‘San Francisco’ and ‘Taipei’, pojang-machas of Seoul
fall far behind with respect to hygiene. ‘Seoul, from now on’ had to elevate
itself to the same level as San Francisco and Taipei by eliminating hygiene
issues, and pojang-machas, as an important part of the scene in Seoul’s
streets at night, had to take part in this effort.

By the 1980s and 90s, the outbreak of diseases such as ‘Vibrio Vulnificus
infection” and ‘cholera’ of which the main conditions and reasons for
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occurrence and their mechanisms of social control and treatment were
confirmed, provided a boost in launching an official crackdown on pojang-
machas. The levels of ‘general bacteria’ and ‘E. Coli’ that were found in
pojang-machas raised doubts among the public about the quality of
sanitation in pojang-machas even when standard levels for relative
comparison were not presented (Pojang-macha Food Swarming with
Bacteria, 1989).

The Korean government, which hosted a number of major international
events such as the Annual Meeting of the IMF (1985), the Seoul Asian
Games (1986), and the Seoul Olympics (1988), embarked on a major
regulatory effort regarding pojang-machas (Hygiene Map of Pojang-machas,
1986). The stated purpose of this effort as announced by the administration
were based on ‘the principles of the state’ which included, in addition to the
issue of public hygiene, ‘establishing public order in the streets’ and
‘maintenance of urban aesthetics’. The Korean government had high
expectations about not just the direct economic benefits but also the
cultural PR effect that major international events were purported to bring.
International sports events such as the Asian Games and the Olympic Games
were seen as the opportunity to artificially arrange and officially publicize
the Korean achievements of ‘miraculous development’ to the foreign
cultural realm. For this reason, it was necessary to showcase and manage a
‘modern-western landscape that does not elicit disgust’ in line with the
advanced cultural standards set and pursued by Korea (Kang, 2012). The
crackdown against pojang-machas around the Seoul Olympic Games in 1988
was met with an especially fierce resistance by the owners. The pojang-
macha town of Seokchon Lake where ‘athletes from various countries
streamed in to enjoy their last night in Seoul’ (Pojang-machas Near
Seokchon Lake Bustled with Foreigners Last Night, 1988) on the day of the
closing ceremony of the Olympics, was subject to a ‘surprise demolition’ a
few months after the end of the Olympic Games (Pojang-macha Food
Swarming with Bacteria, 1989). The pojang-machas, which had been
summoned by the state after being recognized for their utility as a medium
through which the foreigners/outsiders from the ‘advanced Western world’
could pleasantly experience Korean culture, were forced to re-enter the
territory of problem. The pojang-macha vendors who lost their economic
foundations took to the streets, demanding ‘the guarantee of livelihood’
(All-Night Sit-In by Eighty Seokchon Lake Street Vendors in Protest of
Demolition, 1989).
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Figure 2 Protest against overzealous crackdown on street vendors. Kwak (1989).

Figure 2 is a picture of a street vendors’ protest where the vendors
claimed their ‘right to livelihood’, stating that ‘nothing is more urgent than
making ends meet for the people’. Their fight against crackdowns on street
vending (including pojang-machas) became more pronounced and drawn-
out after the Seoul Olympic Games. Pojang-macha vendors, in their
continuing conflict with the state, defined themselves as the grass roots or
the ‘working-class citizens who have the right to decent human life’ and
asked of the state whether ‘the discipline of the state’ should have
precedence over ‘the people’s right to livelihood (people’s right)’, or vice
versa.

In the ensuing years, pojang-machas progressively broke away from its
self-identity which had oscillated between legality and illegality with respect
to the principles and criteria of risk management (which appears to be more
directly related to the contents of science and technology) and urban
aesthetics (which seems more directly related to the contents of design). In
1985, ultramodern (by contemporary standards) pojang-macha ‘with even
electricity and water pipes’ began to appear in and around Seoul’s Gangnam
area (Kim, 1985), which the K-Pop hit ‘Gangnam Style’ happens to have
promoted 17 years later. A little after, in 1987, ‘luxury pojang-machas’ with
neater exterior and interior equipped with television and refrigerators,
‘bustled with people’ in Seoul’s Gangdong, where the Olympic stadiums
were located, and Gangnam, which was not far from that area (Super Luxury
Summer Pojang-machas, 1987). At ‘the people’s level’, the modernization of
pojang-machas or the competition of design among the pojang-machas
further intensified in the early to mid-1990s when Korean consumerism hit
its post-Korean War peak.
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Figure 3 Pojang-machas now accepting credit cards. Indefinite Crackdown on
Pojang-machas (1991).

The Asian financial crisis that began in 1997 (also commonly referred to
as the IMF crisis or foreign exchange crisis in Korea) exerted its impact on
pojang-machas as well, once again prompting their change. Many among
the ‘salarymen that were laid off by firms’, who were once the ‘guests’ of
pojang-machas, now became the ‘owners’ of pojang-machas. Encouraged
by the myth that everyone can easily open a pojang-macha business due to
its low entry barrier, ‘orders for pojang-macha structures’ flooded in, and
‘nearly all the people who received severance pays considered opening
pojang-macha business at one time or another’ (Song, 2003). In fact,
according to a 2001 report by the Seoul Development Institute, those who
began street vending after the financial crisis were younger and better
educated than those who were already in the business (Kim, 2011).

Nonetheless, this does not mean that the unique character of pojang-
machas or the form of their existence has changed. When Seoul’s streets
were restructured for the management and maintenance of ‘urban
aesthetics’ or resurfaced in accordance with the institutional practice of
‘crackdown on squatting’, pojang-machas were always also ‘put under
maintenance and renovated’. Prepared foods that could endanger ‘public
health’ had been banned (Prepared Food Such as Topokki, Grilled Eel, Fish
Cake Can No Longer Be Sold in Pojang-machas, 1992), and some highlighted
the danger and immorality of pojang-machas citing that they could
encourage juvenile delinquency (Pojang-machas Banished from Daehak-ro,
1995).

(Re)Designing of pojang-macha

In February of 2007 (under mayor Oh, Se-hoon), Seoul Metropolitan
Government announced the introduction of a ‘Special Administrative
Measure’ regarding vendors. Pojang-machas in particular were re-identified
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as causing discomfort to citizens at large in the course of their daily lives as
well as having a negative impact on the street environment and its
landscape. As such, the pojang-macha became the candidate object for
‘rational and aesthetic modification’ again. While this was by no means the
first time the city as governor experienced rumblings with regard to the
‘problematic’ nature of pojang-machas (be it the arena of aesthetics, health
and hygiene, or difficulties of administration/accountability), the approach
and goals of the 2007 project were markedly different; pojang-machas were
clearly being considered as potential objects of cultural administration.
Indeed, it is in the process of putting this consideration into action that the
concept and role of ‘design’ take real effect.

This attempt to analyse institutionally the existing pojang-machas and
redesign them in ways that conform to regulations, with the goal of
enhancing the cultural life of Seoul’s streets was pushed forward as part of
the ‘public design’ project of the then Mayor Oh, Se-hoon. Through this
attempt, pojang-machas were transformed into one of the public facilities
of which the purpose should be to ‘render the street landscape more
pleasant and make citizens safer and happier’ (DesignSeoul Headquarters of
Seoul Metropolitan Government, 2008). In accordance with the
administrative approach to redesign them, Pojang-machas were given a
new ‘role’, ‘responsibility’ and, in addition, ‘legibility’ (Scott, 1998).

Under the auspices of this ‘Special Administrative Measure,” the streets
became populated with pojang-machas produced according to the fixed
standards and regulations of Seoul Metropolitan Government. These
standards and regulations, in turn, were the product of near-scientific
analysis of long-standing independent pojang-macha use-patterns,
reflecting considerations such as: the (in)formal institutional negotiation
between a vernacular object and resources of urban infrastructure that are
both quantifiable and regulated (i.e. electricity, gas, water); the
concretization of and adherence to the concept of hygiene, as well as
rationality and efficiency, on the part of clinical medicine; the aesthetics of
cultural interpretation/dramatic production of 'design for design's sake'
policy; and, most of all, the awareness and adoption of the need for ‘design’
in the makeover of the city of Seoul. After this facelift, the previous
interface of pojang-machas was no longer to be found within Seoul but
rather found outside of it. This shift reached its apex when Seoul was
chosen as 2010’s World Design Capital by UNESCO— a shift that reflects the
city’s own shift in self-identification from the symbol of the nation’s
successful industrialization to an international cultural destination.
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Figure 4 Official logo of ‘2010 Seoul, UNESCO City of Design’ (left). Promotional
picture by the city of Seoul capturing the celebration after the city was
selected as the 2010 World Design Capital’ (middle). Former mayor Oh, Se-
hoon, who bulldozed the urban aesthetics project appealing to ‘design’ as
the guiding theme (right). Seoul Design Foundation (2010); Seoul
Metropolitan Government (2010); NEWSis (2010).

However, the new design of pojang-machas that were
suggested/fostered as a standard that can exist within the zone of legality,
were not sufficiently utilized and/or did not survive as expected, in its
original environment—the various streets of Seoul. The proposed designs
for pojang-machas, which were polished in design studios that functioned in
the same manner as laboratories, also failed to consider the actors and the
agencies already involved in pojang-machas or newcomers and the
realization of the whole business. Furthermore, they failed to capture and
tame the ways in which they would interact. The new ‘design’ of pojang-
machas, which was proposed as the pursued ideal, was concretized through
an administrative process, aiming to reflect—through ‘sufficient
simulation’—the structural efficiency and rationality that science and
technology have identified, but the real environment in which pojang-
machas had been constructed turned out to be much more dynamic and
complex.

7t2 270cm
M2 195cm

Figure 5 (Re)Design suggestions for pojang-macha proffered by Seoul Metropolitan
Government (left). Vendors pushing out the pojang-macha provided by
Seoul Metropolitan Government immediately after its installation (middle).
Picture of a legal pojang-macha managed by Mapo-gu Office (right). As it is
installed at a permitted location, it does not need to be removed during the

165



SO0-HONG MIN

day. NEWSis (2010); NoCutNews (2010); Photo by Kim (2013) with
permission (personal communication).

At the end, as of 2014, the new pojang-machas which were the object of
hope for acquiring an administratively sound and healthy identity, are being
neglected and disregarded, perhaps due to the loss of its ‘wild charm’ at the
hands of ‘design’ that represents the good and the better. As a result of this,
the existing pojang-machas that were not seized or could not be seized by
‘design’ have gained the upper hand in the survival competition based on
otherness and in-betweenness.

Conclusion

The case of pojang-macha redesigning, performed from an institutional
approach, illustrates that the ‘structural efficiency and rationality that
science and technology have identified’ are mobilized and applied when
existing (problematic) artifacts are put under pressure to adjust or update
themselves to a more sound and wholesome level, due to institutional
demands and the need for socio-cultural display.

In light of the initial expectations, the newly designed pojang-machas
are certainly insufficiently active/fuctional. This, however, does not mean
the failure of ‘design’. Rather, the (ideal) authority of expert design that
transcends administrative procedures might have been further bolstered
instead of being diminished. It is because the (expected) ‘design’ was not
achieved (once again). Thanks to this resulting characteristic of ‘design’ (as
plan and scheme), design is turned into a pure ideal (or chimera) of
aspiration. It is because a door will open up for ‘the (need for) pursuit of
what is better’. We can also note that the actor who captures and utilizes
this operational mechanism of design will be able to wield power as a result.

If so, tracing the administrative (re)treatment case of street vendors in
Seoul could lead us to the following questions. Under the rules of artifacts
that are effects of ‘design’, what place could today’s science, technology
and their aesthetics justify and secure for themselves in everyday life, in
which many modern concepts and epistemologies are generalized? And
then, there could be other questions, regarding the institutionalized nature
of today's design and the methodologies of its cultural and economic
realization. (Because, in ‘design’, the ongoing debate is usually—almost
always— drawn from science and technology, from notions of rationality,
efficiency and their (constructed) ‘facts’.) Accordingly, we could ask: which
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forms will eventually be defined as ‘design’ and how/what science and
technology will (de)form those designs of today?
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service design

Alessandro Deserti ® and Francesca Rizzo”
®politecnico di Milano; b University of Bologna

Cities are nowadays facing disruptive challenges calling for smarter
solutions and creating pressure for the public and the private sectors to
deliver innovative services better responding to the needs of citizens. Great
expectations are put in the Smart City paradigm, but most of the solutions
just rely on technologies and are thus far from the urban functioning, people
and their daily life. In this framework design is orienting its theories and
practices towards a different paradigm, putting people at the centre of the
smartness of cities by recognizing the need of developing micro and
contextualized solutions that can be subsequently scaled up to achieve larger
social impacts (Murray, Caulier-Grice and Mulgan, 2010). The Human Smart
City paradigm (Concilio, Deserti and Rizzo, 2014) relies on the capability of
the city to realize and scale up intangible infrastructures based on new
typologies of partnerships for the development of services. The paper
presents this vision by discussing the first results of MyNeighborhood, a
European project that is experimenting the HSC paradigm in the development
of collaborative services in 4 different European neighbourhoods.

Keywords: Human smart city; service design; complex participatory design;
social Innovation

The Human Smart City Paradigm

The world’s urban population is expected to double by 2050. By 2030, six
out of every ten people will live in a city and by 2050 this figure will run to
seven out of ten (World Health Organization, 2014). In real terms, the
number of urban residents is growing by nearly 60 million people every
year. As the planet becomes more urban, cities need to become smarter
and major urbanisation requires new ways of managing the growing
complexity of urban living.
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In this context the concept of Smart City (SC) emerged as an innovative
modus operandi for the future urban living and as a key strategy to tackle
wicked everyday problems and challenges for citizens. Despite the current
wave of discussion and debate on the value, function and future of SC, as a
concept it resists easy definition. At its core, the idea of SC is rooted in the
creation and connection of human capital, social capital and Information
and Communication Technology (ICT) infrastructure in order to generate
greater and more sustainable economic development and a better quality of
life (Directorate General for Internal Policies, 2014). In truth, there are many
perspectives on SC: some focus on ICT as a driver and enabler, while
broader definitions include socio-economic, governance and multi-
stakeholder aspects, such as the use of social participation to enhance
sustainability, quality of life and urban welfare. This paper embraces the
concept of Human Smart City (HSC), developed in the context of the
European Projects Periphéria (www.peripheria.eu) and MyNeinghbourhood
(www.my-neighbourhood.eu). A HSC is a city that seeks to address public
and societal issues (or wicked and unmet people problems) via ICT-based
solutions on the basis of complex multi-stakeholder partnerships, including
the same municipalities (Concilio, Deserti and Rizzo, 2014). These solutions
are developed and refined through public and collaborative services, or else
services that are co-designed and co-produced between citizens and public
and private stakeholders.

The HSC approach relies on two main pillars: (i) ICT is only a component
of the solutions; (ii) solutions can be seen as forms of social innovation. In
relation to the first pillar the HSC approach suggests to overturn the design
process of the SC solutions from the dominant paradigm that moves from
technology to solutions to the emerging one that moves from problems to
solutions considering all the available resources (design thinking approach).

In relation to the second pillar, an overview of the social innovation
phenomenon suggests that it primarily takes the form of a constellation of
small initiatives generated by creative communities and collaborative
organisations (Meroni, 2007). The proposition behind HSC is that these
small, local social innovations and their working prototypes can be scaled-
up, consolidated, replicated, and integrated with larger programmes to
generate large-scale sustainable transformation for which favourable
conditions might be created by some strategic actors.

In the following the paper will illustrate the development of this
paradigm and the experimentation of the service design methods within the
MyNeighbourhood project.
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The MyNeighbourhood Project

MyNeighbourhood is a EU-funded research project started in January
2013 with the goal of applying service design methods and tools in 4
different European neighbourhoods (in Lisbon, Milano, Aalborg and
Birmingham) to identify and support the establishment and the upscale of
grassroots and community-based initiatives, through the adoption of a web-
based service platform. The project is operating in a typical ICT research
area, introducing the idea that advanced participatory design methods can
make the difference in the level of innovation of the proposed solutions,
since the development process starts from people and not from the
available technological paradigm.

MyNeighbourhood is trying to further develop the HSC paradigm by
amplifying and connecting existing grassroots social initiatives the 4
different neighbourhoods to show the potentials of connection and
collaboration in designing, experimenting, assessing and upscaling smart
services. In particular, MyNeighbourhood is experimenting the Participatory
Design (PD) approach as the most suitable to develop public and
collaborative services in 4 different European neighbourhoods, with the aim
of building complex partnerships of actors who can co-produce the services
(and keep them alive after the project). In this paper the authors will: (i)
develop the relation between the MyNeighbourhood design framework and
the concept of public and collaborative services; (ii) present the
MyNeighbourhood aims, context of application and process and (iii) describe
some of the MyNeighbourhood first solutions and discuss them in the light
of the above-described HSC paradigm.

MyNeighbourhood Design Framework

MyNeighbourhood design framework can be described by identifying (i)
the objects to be designed; (ii) the design approach and (iii) the
methodologies adopted to support the design process.

MyNeighbourhood focuses on the experimentation of public and
collaborative services. These services are characterised by: (i) a new
productive model based on the co-design and co-production of the services
through new partnerships; (ii) a series of tangible and intangible artefacts
through which the services are conceived, delivered, perceived and used
(services blue prints, actors’ maps, business models, service touch-points).

With respect to the methodology, MyNeighbourhood embraces the
Participatory Design approach, supported by service design methods for the
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design of the tools and artefacts supporting the service conception and
delivery.

Public and Collaborative Services

Public and collaborative services (Baek, Manzini and Rizzo, 2010; Pueri et
al., 2013) are the first asset of the MyNeighbourhood design framework.
They have been defined as new valuable services resulting from a process of
co-design and co-production that can take place through new forms of
partnership involving citizens, municipalities, as well as other public and
private stakeholders, which directly address the challenges that they face in
their cities. Collaborative services possess a set of characteristics that the
Study on Collaborative Production in eGovernment smart 2010-0075
(European Commission, 2012) has clearly described and analysed through
150 cases from across Europe: ‘Not purely bottom up (...); not all about
government data (...); applied across all services’.

Complex Participatory Design

PD is the second asset of MyNeighbourhood design framework: the
project introduces the idea of PD as the most suitable approach to create
the conditions to set up and generate innovation ecosystems where citizens
and networks of stakeholders can co-produce solutions in partnership with
the public bodies (Binder et al., 2011; Bjorgvinsson, Ehn and Hillgren, 2010;
Ehn, 2008; Halse et al., 2010; Hillgren, Serravalle and Emilson, 2011; Ho and
Lee, 2012; Light, 2012).

Researchers in the design field (Bjorgvinsson, Ehn and Hillgren, 2010;
Brandt and Binder, 2011; Concilio, Deserti and Rizzo, 2014; Rizzo and
Deserti, 2014; Deserti and Rizzo, 2011) have argued that when contexts are
complex and end-users are not the only stakeholders to be considered, PD is
the most suitable approach. In these contexts it can be thus introduced as a
way of envisioning possible future solutions by creating strong connections
with the network of stakeholders belonging to a place, establishing a long-
term engagement with local communities leading to the emergence of new
practices and new opportunities for design.

To introduce this notion of PD we refer to Ehn (2008) and Bjorgvinsson,
Ehn and Hillgren (2010). Both articles represent a significant contribution to
the debate on participatory design since they propose a radical shift in its
conceptualization: from the traditional view that considers the object to be
designed as a well-defined product or service, and where final users become
co-designers (Rizzo, 2010), to a new definition that sees the participation as
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the design process for the realization of new long-term partnerships for the
sustainability of the collaborative services. In fact what is new in this vision
is the object of design from a product to a process of co-design and co-
production that transform the social context (a city, a street, a
neighbourhood, a square) by facing unmet social challenges. From this point
of view the news that participatory design introduces with respect to the
tradition of participatory design in planning and urban studies (Sclavi, 2000)
are twofold: from one end the notion of participatory design here
introduced refers to the construction of partnerships and new business
models for innovative services that operate (here the second different) at
the micro scale of the city instead of governing decision making processes
on infrastructures, policy making, regulations, citizens participation to the
political debate.

On the basis of this new notion, we adopt the idea that PD has become a
highly dynamic process (Manzini and Rizzo, 2011). Therefore, PD can be
something that also includes linear co-design processes and consensus
building methodologies (i.e., the most traditional view of participatory
design), but goes far beyond them, becoming a complex, articulated and
often contradictory process, or else what we call Complex Participatory
Design (CPD). Figure 1 (Rizzo and Cantu, 2013) exemplifies the role of design
in complex participatory processes: 1) Community building, consisting in the
identification of the first network of actors that will take part in the co-
design process: the community moves from the recognition of a common
problem and seeks to collaborate together to find a solution; 2) Encouraging
usage, consisting in the real coproduction of the envisioned solution: in this
phase the solution meets the context and PD acts as a continuous open
innovation strategy supporting further elaboration in favour of the
goodness of the solution; 3) Expanding and adapting, consisting in making
the initial partnership larger and stronger by implementing a process of
continuous alignment of the different interests of the actors around the
solution in order to offer it in a stable way (sustainably of the solution).
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Figure 1. The figure shows that PD works better when, in the development of a
collaborative service project, the process moves from the establishment of
the first community to the foundation of the final stakeholders’ network
that will co-produce the service.

PD in MyNeighbourhood becomes a complex design process whose
object is the realisation of an intangible infrastructure, i.e. a partnership,
with local stakeholders to co-produce solutions that address situated
challenges. Designers work with stakeholders to identify the emerging
needs and to create digital and physical platforms that will enable
participation and coproduction, being open to different project
development directions and perusing the sustainability of the designed
solutions.

MyNeighbourhood build on the peculiar conditions and resources of the
local communities engaged in the pilot experiments, providing a platform
for engagement that transcends traditional models of co-design. The
challenge for is to provide evidence of what can be done beyond the co-
design, with a twofold aim: (i) addressing problems of the context; (ii)
establishing a long-lasting strategy of innovation for that context. The
expected outputs of the experimentation of CPD are:

e The methodologies for the municipalities to manage complex
participatory processes, putting together citizens, private and
public stakeholders in new typologies of partnership;

e The partnerships focused on collaborative services in the 4
piloting contexts;

e Astrategy of continuous open innovation to support the scaling
up of the envisioned solutions.
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Service Design Methods

Service design is the third asset of the MyNeighbourhood design
framework. It focuses on (re)designing service processes and service
experience, today recognised as relevant drivers of innovation. This new
approach — people-centred, design-led and based on projects —is expected
to bring to users and providers new expectations of quality of delivery, new
business opportunities, new methods and tools to deal with innovation,
both in European enterprises and in the public sector (European
Commission — Design Leadership Board, 2012).

My Neighbourhood explores the potential of service design tools to
support the generation of ideas and the process of focusing entrepreneurial
opportunities based on SC-enabled solutions in the pilots’ contexts.

The assumption underpinning MyNeighbourhood is that service design
routinely deal with many of the same issues that new ventures face:
involving a wide variety of actors and stakeholders, creating a network of
partners, building intangible experiences and outcomes and prototyping and
assessing immaterial ideas before any further resources are committed to
implementation.

Users orientation and contextualization are at the core of service design,
which has recently emerged as the way to introduce a human-centred
approach in the frame of SC (Rizzo et al., 2013). If we look at how services
are designed and implemented, service design may be defined as a user-
centred process meant to understand both the customers’ needs and the
needs of the other stakeholders involved in the service processes, exploiting
this knowledge to design the service interactions (Kolko, 2011).

In MyNeighbourhood the Service Design contribution seeks to identify
the social and functional relationships that aim to generate prosperous
complementarities inside a context and to develop services able to generate
social sustainability. This approach led MyNeighbourhood to identify the
inter-relationships that may improve the quality of life inside the contexts of
the project and to develop services able to generate social and relational
qualities. The outcomes of this process have been a series of service
projects to be piloted in the four neighbourhoods engaging local resources
and actors.
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MyNeighbourhood Service Design Phases

The development and the experimentation of the services were
structured in 5 phases: exploration, sense making, idea generation, service
design and piloting.

Exploration

Exploration deals with understanding the contexts where the design
action must take place. The context analysis in MyNeighbourhood started
with explorative activities aimed at identifying local resources. In this phase
everything that could help designers to set the starting conditions for the
projects was mapped: socio-economic context characteristics, points of
strengths and weaknesses of the neighbourhood, entry points, active people
and associations, gatekeepers, infrastructures, projects and initiatives.

Sense making

Exploration was slowly transformed into a sense making work, where
the rich information collected in the exploration phase was analyzed and
interpreted, in order to work out facts, uninspected elements, needs and
challenges supporting design phase. The design teams formalized some
semi-worked elements: maps of the stakeholders, resources maps,
personas, video and pictures from the contexts, people and stakeholders
WINs (wishes, interests, needs). In this phase a first hierarchy of priorities
was pointed out: issues and challenges to be addressed were extracted and
prioritized with respect to the stakeholders’ feelings and opinions.

Idea generation

This phase was the first design activity that was conducted in
collaboration between designers, citizens, stakeholders and municipalities.
It was mainly devoted to working out together and sharing provisional ideas
— new activities, processes, systems or touch-points — that could be turned
into effective solutions to the challenges listed during the sense making
activity. In each of the pilots this phase ended with a set of ideas that were
analyzed and selected applying different criteria: the feasibility with respect
to the available resources and to the MyNeighbourhood larger objectives;
presence of a first group of stakeholders interested in entering the phase of
service design and in experimenting with the envisioned solutions;
potentiality of the idea to be scaled and to have a market; presence of a
robust digital dimension with which to experiment Fl solutions.
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Service design

This phase moved forward the design selected design concepts to what
they could become in reality. This phase included co-design activities
conducted in strong collaboration with non-professionals from the context
and from the municipality. The mixed team developed for each service a set
of detailed design elements: the user experience, the service blueprint for
front and the back end; the map of the stakeholders that would support the
service implementation and delivery, the business model. With these
elements the pilots started the service implementation phase.

Piloting

In the pilot phase the developed solution really enters its context to be
experimented. Here local players are asked to try and test the solution to
report feedbacks and feasibility hints. This phase corresponds to the
activation of a prototype, in the form of a real in-place service, meant to
test technical, functional and experiential features.

For the sake of brevity in the following we will report the experience
conducted in the Milano pilot experimentation until the phase of service
design. This article does not report information on the piloting phase, which
will start at the end of May 2014.

An Example of the Envisioned Solutions: the
Milano Pilot Case

The Milano pilot experiment is taking place in the Quarto Oggiaro
neighbourhood, located in the northwest area of Milano, not far from
where the 2015 Expo will be located. Here the entire service design process
has been conducted thanks to a strong collaboration between the
Politecnico di Milano (holding a long tradition in design and in urban
planning research) and the Municipality. This mixed design team performed
all the activities in the contexts and managed the interactions with the local
communities and stakeholders to engage them in the co-design process and
in the service experimentation. The First months have been dedicated to
exploring and approaching the neighbourhood: the design team started
understanding physical aspects of the neighbourhood, the characteristics of
its population, its socio-economic dimensions, the main actors operating in
the context, the relation between the neighbourhood and the rest of the
city and the characteristics of the urban services already offered in the
neighbourhood.
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After that a period of intensive co-design meetings started. In this phase
the design team established 4 different design tables, involving designers,
urban planners, people from the Municipality of Milano, representatives of
the local associations and people from the neighbourhood. Each table
started from a complex discussion on the relevant neighbourhood issues,
ending with a list of main challenges:

e regenerating disused and derelict public areas;

e improving social life and inclusion of elderly people;

e preventing school drop-outs and creating job opportunities for
young people;

e exploring and testing new potential entrepreneurial
opportunities and business models for start-up companies.

Starting from these challenges, the design tables then worked to
elaborate four possible service ideas as smart solutions for the framed
problems. Out of four, two ideas were selected for the whole development
and testing process. In the following we will shortly introduce them.

The Quarto Food service

Quarto Food Club addresses the relevant needs of the quite large
community of elderly people living in Quarto Oggiaro.

It is a service that combines the need to deliver food to vulnerable single
elderly citizens with that of improving their social life, enjoying a meal
prepared with special care and consumed in a sociable condition to relieve
their sense of loneliness.

At the same time, the service aims at responding to the second
neighbourhood issue of the young people unemployment, exploiting the
involvement of the students from the local hoteling schools, who can
receive credits for the practical training having the possibility to enter in a
real food preparation and catering experience.

Specifically, the service involves two high schools in Quarto Oggiaro
where students prepare every week some meals as part of their training for
catering and food preparation.

Starting from this resource, the service idea is to deliver these meals to a
group of elders living in the Neighbourhood, preparing for the occasion a
kind of social space in the schools, where elderly can enjoy the meal
together, getting in touch with each other and with the students.
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The students will also have benefits from this interaction, as they will
receive academic credits while their work will become visible and
recognized by real end-users (figure 2).
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Figure 2 The Quarto Food customer journey.

The implementation of the service required the development of a formal
partnership: it will be thus really delivered thanks to the agreement
between the professional hoteling schools (providing the food preparation
and the venue) and some local associations (providing the contact with
elderly people and a van for the transportation from the private places to
the school and vice versa).

Through ordinary activities of food processing, students will prepare —
from 1 to 3 days per week — meals for the target group. An IT platform will
support the process of the booking of the meal and the trip, and a personal
rechargeable lunch card will be provided to the users to partially cover the
costs of the meal and the service.

The Quarto Gardening Service
Quarto Gardening is based on the same structure of Quarto Food, and
consists in a co-designed service that provides the possibility for the
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Municipality of exploiting the competences of the students of the Quarto
Oggiaro agricultural school to take care of some the green areas in the
neighbourhood.

The service is made possible thanks to the agreement between the
management of collective green areas (Municipality of Milano and the
public institute for Social Housing in Milano) and the local agricultural high
school. Through practical training activities, where teaching credits are
acknowledged, students will take care of some green spaces in the
neighbourhood. A focal point for the experimentation of the service could
be Piazza Capuana, the crucial place in Quarto Oggiaro, where the service is
planned to start. This choice was made in order to make the impact of the
service and the action of the MyNeighbourhood project highly visible in the
local community (figure 3).

The service goal is to contribute to reducing the expenditure for the
maintenance of public green areas, regenerating public spaces and
experimenting new opportunities for young people by testing a new
business model. The beneficiaries would be both public like the municipality
and private, for example the building managers, resident citizens.
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Figure 3 The Quarto Gardening service blue print.
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Conclusion

The approach presented in this paper focuses on the construction of a
design framework for the development of public and collaborative services
in the frame of the HSC paradigm. This paradigm is based on the idea of
involving local players in the design process, generating local solutions that
can be subsequently transferred and scaled up. The experimentation of this
approach is still on-going, but we can draw a few conclusions from the
service design phase, taking into account the processes, the tools and the
interaction among the subjects that took part in the experimentation.

The bottom-up nature of the people-centred services made clear that in
their design and implementation in cities it is fundamental to consider a
range of questions bound to their relation with a more strategic level. Are
the objectives of the local services relevant, appropriate and aligned with
the broader city development objectives? Does the initiative address
problems of importance to the city in question? Is the mix of funding,
participation, components and characteristics likely to produce the expected
outcomes? If possible, it is important to consider larger impacts than just
the local ones.

If we want the HSC vision to deserve consideration from the
municipalities across Europe and worldwide, as well as from the SC research
community, as a way to foster a new more sustainable urban development
by developing better services, the experimentation conducted in
MyNeighbourhood help us drawing a few general conclusions:

1. Complex Participatory Design, as defined above, needs to
become an institutional point of view and to be adopted by the
municipalities that recognise the need to build new service
infrastructures through innovative productive partnerships;

2. Evenif the core value of the public and collaborative services
resides in the meaningfulness that they can offer with respect
to the solution of wicked problems, up to societal challenges
not met by the standard offering of public services, to be
implemented they first have to deliver value for the partners
taking part in the network;

3. Innovative solutions can be built starting from a specific
context, but we must find ways to reconnect them to a wider
frame to create general urban value. A context-dependent
model of urban development appears to offer a structure
within which to shape new dynamics between top-down policy
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development in the whole cities and bottom-up experiments in
the local contexts.

The last point is at the core of the lesson learnt from MyNeighbourhood:
design-driven experiments with public services become social innovation
when they are reconnected to a larger frame, and when the experimented
solutions are synergized with others and scaled up. This means that the
traditional top-down perspective of the public bodies can be usefully
integrated with the capacity of being close to the real needs of citizens that
comes from the PD practices, recognizing ‘weak signals’ and turning them in
solutions to be tested, assessed and amplified in connection with a larger
vision.
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Temporal merging of actantial models of
space
Gunnar SANDIN

Lund University

Actantial analysis of space allows recognition of the circumstantial
impact of for instance negotiability, materiality, resistance and accessibility.

The actant/actor-approach represents however not one congruent
theoretical and methodological universe. In current spatial semiotics we find
not only different, but seemingly incompatible actantial approaches, used to
model the co-operative effect of corporeal, material and value-based
production of space. Some approaches use categorical or predefined
actantial roles, others are more open to actors and actants that
spontaneously emerge as the study goes on. The first type could be seen as
more true to the structuralistl origin of Greimas’ actantial approach, whereas
the other, still recognising the Greimasian heritage, denounces any
structuralist trait. In this paper it is suggested that an understanding of space
could be reached through a merging of such otherwise incompatible theoretic
origins, if they are seen as a methodological succession, a step-wise
analytical-temporal procedure, rather than a coherent logics of spatial
agency. Such a successive analytic procedure (here suggested and labelled
SMAMS: Sequential Merging of Actantial Models of Space) would open for
found actors that show themselves to have influence on space formation, as
well as for recurrent and schematically defined spatial actor types. A SMAMS-
approach would also recognise the fact that not only actors, but actor types,
may change as the investigation goes on.

Keywords: Space; actant; architecture

Background: The Role of Agency in Philosophical
and Semiotic Notions of Space.

A lot of modern theorization on space can, roughly, be traced down to a
main line of divide and dispute: space as a container, given for things and
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living beings to exist in, versus space as produced, enacted/created by
subjects or actors.

This logical difference, between what we roughly could label geometric
space and social space, has in a semiotic discourse been given numerous
elaborated descriptions. Semiotics is ordinarily thought of as denoting a
field concerned with the meaning that space brings along, and only to a
subordinate extent with how it is physically, mathematically or linguistically
construed: ‘Space is relative and absolute [...], a principle of exclusion as
much as of inclusion [...], continuous and discontinuous. Modern semiotics,
having inherited this philosophical debate, has pronounced itself on space
as a form of production of meaning’ (Pellegrino, 1998).

Algirdas J. Greimas proposed, in order to find a basic concept for an
agency-based semiotic analysis of space, the preliminary term ‘extent’ as a
continuous, not yet formed, pre-spatial entity. Greimas defines extent as
that ‘substance’ which ‘becomes space [...and...] by reason of its
articulations, may be of use with a view to meaning’ (Greimas, 1989). This
attempt to theoretically merge space, action and meaning, despite being
conceptualised by Greimas in a structuralist vein attempting to capture
general semiotic categories applicable to several disciplines, came to be of
great importance for the development of later, more discursive and more
situated, agency-based modes of analysing space, one of them later to be
known as Actor Network Theory. It was not so much the notion of ‘extent’
that lived on as a strong concept, but rather the fact that this ‘substance’
was treated by Greimas as a state not yet defined, open for the impact of
how physical and narrative trajectories influenced, or ‘acted,” its meaning. It
was a dynamical space as it were. Before returning to the heritage of
Greimas, a couple of other semiotic branches will, for the sake of situating
‘space’ in a semiotic context, be briefly mentioned, branches that have been
dealing with spatial phenomena while also involving aspects of social and
communicational importance.

Jurij Lotman invented the ‘semiosphere’ as a model able to capture in a
spatial understanding the exchange of culturally produced meaning (or
‘text,” as Lotman labelled it). Since the notion of ‘semiosphere’ attempts to
capture the dynamic transformation of information and meaning in cultural
exchange, it concerns also space in the sense what happens with semiotic
objects when they move from one place to another, i.e. translation as part
of cultural exchange. The general notion of ‘semiosphere’ basically
represents the fact that any epistemological and cultural content has
boundaries, and that those boundaries are constantly violated (or more
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mildly: altered) in semiotic (i.e. cultural, textual, translational) activity
(Lotman, 1990). A consequence of this model, and later extended versions
of it (Sonesson, 2000), is that a culture (represented by nations, groups,
disciplines, etc.) is defined by how it itself defines other cultures.

The idea that our spatial and cultural universe, including the universes of
others, is shaped in the eyes of the beholder, i.e. by us ourselves, is not
precisely new. The physical space, the lived space, or as it were, the
environment, has at least since Kant been considered to be deeply
intertwined with our own comprehension of it. Space and our awareness of
it has been seen as a mutual subject-object dependence, especially as
formulated in the phenomenological vein originally posed by Husserl as a
bracketing practice of intuition then acknowledged as a more contextual
matter by Aron Gurwitsch (1985), corporally experienced by Maurice
Merleau-Ponty (1989) and lately understood more specifically as an
intersubjective situation by Sara Ahmed (2006). If phenomenology is
concerned with the consciousness of what we perceive, the theory of
perceiving space emanating from James J. Gibson (1977) is more looking at
us as animals in an environment, emphasising that not only perception, but
action, is immediately linked with what the world and its material and
spatial objects ‘affords,” or offers in terms of action-potential. These views
could in a blunt take and in relief of a more austere philosophical logic be
said to support the basic idea that space is unconceivable without it also
being corporeally dependent and embodied by the subject. The general
presupposition in philosophy (since Kant) of an interpreting subject present
as soon as a comprehension of the world is at stake — a presupposition
implying a correlation between thinking and perceived objects, and that this
correlation essentially leaves the world of the objects themselves out of
philosophical interest — has lately been contended (Meillassoux, 2008). In
this recent philosophical view of the role of matter, by some labelled
speculative realism or object-oriented ontology, objects are recognised as
being in their own right, ‘released’ from this correlation and instead
comprehended as entities with their own agency (Harman, 2010). Such an
understanding of objects share an idea developed already in actantial
(Greimasian and post-Greimasian) semiotics, where the meaning of space is
a result from conjoining actors, only some of which are human. Such a
comprehension of space, networked and without one human
comprehension of it in the centre, detaches from correlationism and gives
an instant meaning to objects. It also by default takes on a temporal aspect,
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because actors in reality are never stable, even if they can be logically seen
as stabilising a situation.

In recent philosophy and cognitive theory, space has in several ways
been linked to time and concepts of time. Husserl’s theory of time
consciousness builds on the presence of ‘retention’ and ‘protention’, thus
depicting the intertwined principles of ‘an immediate before’, ‘a now’ and
‘an immediate after’ that forms our grasping of what just happened and our
predicting what will happen next. This theory operates in the time-space of
consciousness itself, of our sensing our own awareness as it were. Recent
attempts have been made to conjoin this phenomenological modelling of
time-space comprehension with more biologically rooted ones — such as
that of Varela (1999), where the basic mechanisms of cognition is seen as
divided into principal time-scales, depending on what is required from
different types of conceptual connections when they are formed. This
neuro-oriented time-space modelling is part of an on-going tendency to
bring the philosophical notion of consciousness in more explicit clinch with
cognitive theory and theories of evolutionary development. Comprehension
of space as a matter of ontogenetic evolution has been studied for instance
in relation to semiotic aspects of children’s development, evoking questions
like in what age, or in what situation, it is possible for a child to recognise a
remote room in a photograph, and being able to locate and transport itself
to that room. As implied already by Charles S. Peirce, recognition in its basic
form (i.e. that upon which iconicity — or similarity — rests), involve visual as
well as spatial cognitive semiotic resources, i.e. in order to see what
something looks like we have also to be able to make correspondences
between different worlds. In fact, our comprehension of any sign depends
on our capacity to cognitively connect two disparate entities while also
keeping them apart. In this perspective, spatial ordering concern not only
correspondence and difference between objects in the world, or between
objects and subjects, but is fundamental for thinking itself.

This brief account of some philosophical and semiotic notions of space
serves here as a background to how actantial notions of space (and
architecture) may appear as specifically semiotically stated. In a more
complete rendering of this, we would have to mention the semiotic issues at
stake in the specifically place oriented, geographical or anthropological
theories that would have us separate more distinctly between space, place
and site (Casey, 2001), and the place discourse which is directly devoted to
issues of spatial ownership as a societal issue, more explicitly politically
stated — such as that by Henri Lefebvre (1996), David Harvey (2001) and

188



Temporal merging of actantial models of space

Saskia Sassen (1991), to mention just three important contributors with
many followers. The importance for a spatial understanding of society, in
terms of ‘appropriation,’ ‘delegation,’” and ‘authorization,” are in this
discourse theorised in relation to the issue of just and oppressive forces of
spatial divide. Recently, a socially and more circumstantially engaged theory
has more operatively expressed itself in terms of agency (Bennet, 2010), and
recognition of agency theories appear also in explicitly political and identity-
oriented theorization (Butler, 2011).

Since the main topic of this paper concerns how different conceptions of
agency informs theories about the production of space in general and
architectural space in particular, political aspects of space in its social
context is unavoidable, considering the principal fact that places reflect the
societal rules by which they are created, as well as the other places to which
they relate. This reflecting principle is what Foucault called ‘heterotopia’,
stating that certain places have the ability to reflect their surroundings in
such a way as to ‘represent, challenge, and overturn all (other) real
emplacements’ (Foucault, 1998). Despite his tendency to generalise the
heterotopian character as a structure defining all places in society, or, as
Michel de Certeau (1984) noted, being ‘more occupied with how power is
arranged and less with how to deal with it practically,” Foucault’s notion of
heterotopia has the ability to show that what we ordinarily think of as
strictly separated spatial functions in society are in fact places defining each
other. The heterotopia concept thus also actualizes the fact that places are
temporarily constituted by spatial rule-owners as well as by occasional
occupiers. Such is the case for instance with all those so called semi-private,
and semi-public places that still in for instance planning documents often
are typified as either public or private, despite the fact that it is through our
actions that we privatize the public, as well as make a private domain more
public.

Modes of Theories of Agency

I will in the following mainly refer to a domain of space theory that could
roughly be described as ‘socio-semiotic’, but in order not to be confused
with traditional schools of sociology, this domain of interest is perhaps
better labelled ‘actantial’. Theoretical attempts to recapture the agency and
agency-potential of not only human but also non-human actors, have
become a significant part of ‘material culture studies’, ‘actor-network
theory’, and ‘niche-construction’ as ways of modelling space. Despite a
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common interest in semiotic, or meaning-producing, aspects of socio-spatial
activities and objects, there are also theoretical incongruences between
different views. Nevertheless, they represent a contemporary attempt to
take the somewhat technical notions of actors, actants and agency one step
ahead for the understanding of space and socio-spatial activity.

In agency-oriented theories, space is defined as continuously produced
by a set of actors (sometimes categorized as actants). This allow us to say
for instance that an individual’s apartment is not in the hands of its
possessor/tenant, but the ownership is rather a modality of various possible
stabilisations of actantial relations, including those that involve for instance
landlords, house owners, governmental principles, the wills of neighbours,
city planning documents, walls, locks, keys, social policies, social
movements, wars, natural disasters, and so on, depending on the ideological
focus or investigatory limitations. How, then, are we to distinguish between
different urgencies here, how are we to make investigations of actantial
space where not every detectable actor is equally important, and where not
every actor is even detectable from the observer’s or intervener’s point of
view? In order to answer such questions two main principal approaches
could be discerned as follows: one that uses recurrent actant types, and one
that methodologically follow how actors articulate themselves or their
corresponding actants. In order to reflect these two approaches we will look
into the space semiotics of Manar Hammad (2002), a rather close follower
to Greimas’ (1987) structuralist (but nevertheless dynamical) approach, and
compare it with a more reluctant (anti-structuralist) follower, namely Bruno
Latour. While Hammad, as we shall see in more detail, operates the notion
of actant on a systematic semiotic level, as a constrained typology of actor-
types (such as owners, visitors, authorization and partitioning), Latour
(2005) uses the notion of actant first of all in order to make philosophical
room in sociology f