
 



 

 
  



 



A Matter of Design|Proceedings of the 5th STS Italian Conference    

 

A Matter of Design: Making Society trough Science and Technology 
Proceedings of the 5th STS Italia Conference 
 
 
Edited by Claudio Coletta, Sara Colombo, Paolo Magaudda, Alvise 
Mattozzi, Laura Lucia Parolin and Lucia Rampino 
 
 
 
 
 
An Open Access Digital Publication by STS Italia Publishing 
Released: December 2014 
 
ISBN: 978-90-78146-05-6 
 
Publishing project: Paolo Magaudda 
Editing and layout: Stefano Crabu 
Cover design: Sara Colombo  
 
Contact: STS Italia, Via Carducci 32, 20123, Milano.  
Email: stsitalia.org@gmail.com 
 
The 5

th
 STS Italia Conference was supported by: Doctoral Programme in 

Design - Politecnico di Milano, Fondazione Bassetti and Fastweb. 
 
A pdf version of this publication can be downloaded at: www.stsItalia.org 
 
 
 
 
 
 
 
 
 
 
 
 

This publication is licensed under the 
Creative Commons: Attribution, 
Noncommercial, No Derivative Works - 2.5 
Italian License (CC BY-NC-ND 2.5 IT). 



A Matter of Design|Proceedings of the 5th STS Italian Conference    

TABLE OF CONTENTS 
 
95L¢hw{Ω LNTRODUCTION 
!ƴ Ψ9ǇƛǎǘŜƳƛŎΩ 9ƴŎƻǳƴǘŜǊ  ōŜǘǿŜŜƴ STS and Design 

 I 

 

SECTION I 
Design, Social Innovation, and Cultural Identities 

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

3 

Design Practice: Making Beyond Borders 
Carla Cesare 
 

17 

Ψ²ŜΣ [Ω!ǉǳƛƭŀΩΥ tǊƻŘǳŎǘƛƻƴ ŀƴŘ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ǳǊōŀƴ ǎǇŀŎŜ ǘƘǊƻǳƎƘ ŀ 
social map platform 
Manuela Farinosi, Alessandra Micalizzi 
 

35 

The game as social activator, between Design and Sociology: a 
multidisciplinary framework to analyse and improve the ludic experiences 
and their social impact 
Enrico Gandolfi, Ilaria Mariani 
 

51 

Towards a transnational history of urban design 
Michel Geertse 
 

69 

[ΩŀǇǇǊƻŎŎƛƻ ǎǘƻǊƛŎƻ ŀƭ ŘŜǎƛƎƴΦ {ǘŜǊŜƻǘƛǇƛΣ ŀǇƻǊƛŜΣ ǇŀǊŀŘƛƎƳƛ όΚύ 
Giorgio Giallocosta, M. Cristina Tonelli 
 

85 

Valorizzazione, ŦǳƴŘǊŀƛǎƛƴƎΣ ŘŜǎƛƎƴΥ ǳƴΩƛƴƴƻǾŀȊƛƻƴŜ ǎƻǎǘŜƴƛōƛƭŜ ǇŜǊ ƛƭ 
patrimonio culturale italiano 
Gianluca Grigatti 
 

99 

Identità visive generative. Programmare la corporate identity 
Francesco E. Guida 
 

111 

Street Furniture and the Nation State: A Global Process 
Eleanor Herring 
 

127 

Beyond social innovation: design as cultures active-action 
Eleonora Lupo 
 

137 

(Dis)placement of/by Design: Social Construction of Pojang-macha 
(Re)Designing in Seoul 
Min Soo-hong 
 

155 

Cities transformations, social innovation and service design 
Alessandro Deserti, Francesca Rizzo 
 

169 

Temporal merging of actantial models of space 
Gunnar Sandin 
 

185 

Narrare il Territorio: Dispositivi e Strategie d'Innovazione per gli Spazi 
Percepiti 
Giovanni Baule, Daniela Anna Calabi, Sabrina Scuri 
 

201 

  



TABLE OF CONTENTS / INDICE 

 

Social Design for whom and what purpose? Community network 
knowledge, conversation-as-commoning and design research 
Kaye Shumack 
 

 
217 

Otherwise Engaged: designing a post-digital Space of Appearance in 
Auckland, New Zealand 
Charles Walker, Dermott McMeel 

233 

 
 

SECTION II 
Design, Creativity, and Process 

 
A Manifesto of Change or Design Imperialism? A Look at the Purpose of the 
Social Design Practice 
Danah Abdulla 
 

245 

Exploring Model Making: Translating Intuitive Aspects Of Conceptual 
Models Into Digital Realm 
Elif !ƪǘŀǒ 
 

261 

L'immaginazione ludica, un sapere incarnato nella materia 
Francesca Antonacci 
 

281 

Doing Stuff with Stuff: Designing for the Everyday Metamorphosis of 
Collaborative Work Environments 
Chris Berthelsen, Charles Walker 
 

295 

Designing the Body of Architecture Through Biological Analogies 
Jean-Pierre Chupin, Carmela Cucuzzella 
 

311 

Are Open Innovation processes structured for disturbance? 
Jan Eckert, Lukas Scheiber, Peter Schwehr 
 

329 

Innovative processes for jewellery production 
Paola Garbagnoli, Maria Vittoria Diamanti, Barbara Del Curto, Valeria 
Masconale, Maria Pia Pedeferri 
 

341 

Procedures for Community Based Parametric Design and Making 
Jason S. Johnson, Alyssa Haas, Guy Gardner 
 

351 

Smart materials: development of new sensory experiences through stimuli 
responsive materials 
Esther Lefebvre, Agnese Piselli, Jenny Faucheu, David Delafosse, Barbara Del 
Curto 
 

367 

Participating in infrastructuring. The active role of visitors and curators in 
museums 
Teresa Macchia, Lily Diaz, Vincenzo D'Andrea 
 

383 

The Human Creator as an Interface 
Sandra Plontke 
 

395 

Research Through Design: What Does it Mean for a Design Artifact to be 
Developed in the Scientific Context? 
Selena Savic, Jeffrey Huang 
 

409 

  



A Matter of Design|Proceedings of the 5th STS Italian Conference    

D-STEM: a Design led approach to STEM innovation 
Anne Toomey, Veronika Kapsali 
 

425 

¢ƘŜ ΨaŀƪŜǊǎ ŎƻƴǘǊŀŘƛŎǘƛƻƴΩΦ ¢ƘŜ ǎƘƛŦǘ ŦǊƻƳ ŀ ŎƻǳƴǘŜǊŎǳƭǘǳǊŜ-driven DIY 
production to a new form of DIY consumption 
Alessandro Carelli, Massimo Bianchini, Venanzio Arquilla 
 

439 

Foretelling and Shaping the Future of Technology: the Role of 
Communication Designers in the Design of Innovation 
Margherita Pillan, Marco Spadafora, Annamaria Andrea Vitali 
 

461 

Break-it, hack-it, make-ƛǘΥ ǘƘŜ ΨIŀŎƪ-a-¢ƘƛƴƎΩ ǿƻǊƪǎƘƻǇ ǎŜǊƛŜǎ ŀǎ ŀ ǎƘƻǿŎŀǎŜ 
for the integration of creative thinking processes into FabLab Genk 
Katrien Dreessen, Selina Schepers, Danny Leen, Kris Luyten, Tom De Weyer 

477 

 
 

SECTION III 
Digital Media and Knowledge Society 

 
Designing Identities on the Digital Mirrors of Facebook: The Reflection & 
the Real 
Zeynep Arda 
 

495 

Quis Monet Ipsos Monitores? Motivations, methodological issues and 
techniques for monitoring the controversy on surveillance as a topic in on-
line scraped textual data 
Alberto Cammozzo, Andrea Lorenet 
 

511 

Affrontare il divario generazionale tecnologico attraverso il gioco 
Giuliana Catapano, Ilaria Mariani 
 

527 

From bits to atoms: sensory displays for digital information 
Sara Colombo, Lucia Rampino 
 

547 

¢ƘŜ .ƛƎ 5ŀǘŀ ŀǎ ΨǇǊŜǎŜƴǘƛŦƛŎŀǘƛƻƴΩ ƻŦ ƪƴƻǿƭŜŘƎŜ 
Sabino Di Chio 
 

569 

Networked and Technological Paradigms of Digital Whistleblowing 
Philip Di Salvo 
 

583 

LŘŜƴǘƛǘŁ ƛƳƳƻǊǘŀƭƛΦ [Ω!ŦǘŜǊƭƛŦŜ ŘƛƎƛǘŀƭŜ ŎƻƳŜ ŜǎǘŜƴǎƛƻƴŜ ŘŜƭƭΩƛŘŜƴǘƛǘŁ 
Fiorenza Gamba 
 

595 

.ƛƎ 5ŀǘŀ ŀƴŘ bŀǘŜ {ƛƭǾŜǊΩǎ /ƻƳǇǳǘŀǘƛƻƴŀƭ tǊƻǘƻŎƻƭǎΥ ǇǊŜŘƛŎǘƛǾŜ !ƴŀƭȅǘƛŎǎ 
and innovative Digital Methods for the Study of the Political Trends. A 
critical debate 
Michele Infante 
 

609 

Towards a typology of materiality/corporeality of music in the digital 
multimedia regime 
Stefano Lombardi Vallauri  
 

635 

.ƻǊŘŜǊǎΦ ±ƛǎǳŀƭ ŀƴŀƭȅǎƛǎ ƻŦ /ƛƴŜƳŀΩǎ ƛƴƴŜǊ ŘȅƴŀƳƛŎǎ ŀƴŘ ŜǾƻƭǳǘƛƻƴǎΦ ! ŎŀǎŜ 
study based on the Internet Movie Database 
Giovanni Magni, Paolo Ciuccarelli, Giorgio Uboldi, Giorgio Caviglia 
 

647 

 
 
 

 
 



TABLE OF CONTENTS / INDICE 

 

Smart Meters as boundary objects in the energy paradigm change: the 
CIVIS experience 
Giacomo Poderi, Matteo Bonifacio, Andrea Capaccioli, Vincenzo D'Andrea, 
Maurizio Marchese 
 

667 

The materiality of code: Towards an understanding of socio-technical 
relations 
Winnie Soon 
 

681 

Digital literacy e disuguaglianze tra i giovani: oltre le metafore 
semplificatorie 
Simona Tirocchi 
 

697 

hǊƛŜƴǘŀǊŜ ƭΩŀƴŀƭƛǎƛΦ ¦ƴŀ ǎŜƳƛƻǘƛŎŀ ŎǊƛǘƛŎŀ Ŝ ƳŀǘŜǊƛŀƭŜ ŝ ǇƻǎǎƛōƛƭŜΚ 
Matteo Treleani 
 

711 

Mobility and the Smart City. Innovative Solutions for Responsive Urban 
Spaces 
Marco Zilvetti, Fausto Brevi 

725 

 
 

SECTION IV 
Aesthetics, Narration and Critical Design 

 
Narratives And The Co-Design Of Spaces For Innovation 
Anzoise Valentina, Stefania Sardo 
 

743 

Lições de Salazar [Salazar's lessons] 1938: the role of progress and 
technology on an authoritarian regime ideology 
Carlos Bártolo 
 

763 

Experts, Expertise and Qualitative Judgment in Canadian Architectural 
Competitions 
Carmela Cucuzzella, Jean-Pierre Chupin 
 

781 

Il concetto di sostenibilità nella moda: il caso della lana rustica italiana 
Monica Cariola, Greta Falavigna, Valentina Moiso, Elena Pagliarino 
 

797 

Estetiche dei futuri come estetiche dei contrasti. Processi design driven di 
costruzione condivisa di scenari 
Flaviano Celaschi, Elena Formia 
 

813 

The rhetoric and rhetoricality of Bio-Design 
Marjan Groot 
 

829 

Chasing The Hobbit. The Cultural Contents Of Mainstream Media Products 
Luca Guerrini 
 

847 

5ŜǎƛƎƴΣ ǎŎƛŜƴȊŀ ŜŘ ŜǎǘŜǘƛŎŀ ƴŜƛ ǘŜǊǊƛǘƻǊƛ ŘŜƭƭΩƛƴƴƻǾŀȊƛƻƴŜ 
Francesca La Rocca 
 

863 

The Human Emotional System and the Creativity in Design  
Marco Maiocchi, Margherita Pillan 
 

881 

Autarchy: The Making of Dutch Design in Practice  
Joana Ozorio De Almeida Meroz  
 

901 

  



A Matter of Design|Proceedings of the 5th STS Italian Conference    

Interferenze digitali. Un'estetica delle pratiche digitali a supporto del 
discorso di design 
9ƭƛǎŀ .ŜǊǘƻƭƻǘǘƛΣ CŜŘŜǊƛŎŀ 5ΩǳǊȊƻΣ CǊŀƴŎŜǎŎŀ tƛǊŜŘŘŀ 
 

921 

Design Narratives and Social Narratives for Community Empowerment 
Valentina Anzoise, Francesca Piredda, Simona Venditti 
 

935 

¢ƻŘŀȅΩǎ ŎǳƭǘǳǊŜ ƧŀƳƳƛƴƎ ŀŜǎǘƘŜǘƛŎǎΥ ŀƴ ƛƴǾŜǎǘƛƎŀǘƛƻƴ ǘƻ ǳƴŘŜǊǎǘŀƴŘ ǘƘŜ 
consumption of visual resistance 
Andréa Poshar 
 

951 

Unpleasant Design. Designing Out Unwanted Behaviour 
Gordan Savicic, Selena Savic 
 

975 

When Human Body Meets Technology: The Designer Approach to Wearable 
Devices  
Venere Ferraro, Matteo O. Ingaramo 
 

989 

Per una sperimentazione materica postdigitale. Oltre i bits, i nuovi atomi 
Chiara Scarpitti 

1005 

 
 

SECTION V 
New and Responsible Socio-Technical Paradigms  

 
Anticipating and Responding to Challenges Regarding Digital Technologies 
and Valuing 
Barbara Andrews, David Hakken, Maurizio Teli 
 

1017 

/ƛǘƛȊŜƴǎΩ ǾŜƛƭƭŀƴŎŜ ƻƴ ŜƴǾƛǊƻƴƳŜƴǘŀƭ ƘŜŀƭǘƘ through ICT and genes  
Annibale Biggeri, Mariachiara Tallacchini 
 

1031 

The Corporation and the Panchayat. Negotiations of knowledge in an Indian 
Technology Park 
Elena Bougleux 
 

1045 

From physical to digital. A new way of interaction with an Integrated 
System of smart appliances 
Silvia D. Ferraris, Lucia Rampino  
 

1059 

Grounded Reflexivity: an approach to the polysemy of Responsible 
Research and Innovation 
Robert Gianni, Philippe Goujon 
 

1075 

La valutazione delle prestazioni urbanistiche dei parchi scientifici e 
tecnologici: alcuni casi italiani a confronto 
Giampiero Lombardini 
 

1089 

Digital Makers: an Ethnographic Study of the FabLab Amsterdam Users 
Irene Maldini 
 

1105 

Collective decision making on risk management and sustainable 
manufacturing of nanomaterials and the role of decision support tools 
Ineke Malsch, Vrishali Subramanian, Elena Semenzin, Danail Hristozov, 
Antonio Marcomini 
 

1115 

  



TABLE OF CONTENTS / INDICE 

 

RECYCLE TOOLKIT. Strategie per il riciclo di aree dismesse 
Chiara Olivastri 
 

1131 

In the Interior of Innovation: The FabLab Synthesis of Physical and Virtual 
Environments  
Ricardo Saint-Clair 
 

1145 

Radical Innovation in Urban Development as Making Unfolds Its Potential 
Peter Troxler, Gert-Joost Peek 

1163 

 

SECTION VI 
Health, Safety, and Wellbeing 

 
The document use as a situated practice in pre-hospital emergency care 
Petra Auvinen, Hannele Palukka, Ilkka Arminen 
 

1179 

[ΩƛƴǘŜǊǇŜƴŜǘǊŀȊƛƻƴŜ ǘǊŀ ǾŀƭƻǊƛ Ŝ ŘŜǎƛƎƴ ƴŜƭƭΩƛŘŜŀȊƛƻƴŜΣ ƛƳǇƭŜƳŜƴǘŀȊƛƻƴŜ Ŝ 
funzionamento della rete di Telessaùde brasiliana 
Carlo Botrugno 
 

1197 

¦ƴŀ ǘǳǘŜƭŀ Ψōȅ ŘŜǎƛƎƴΩ ŘŜƭ ŘƛǊƛǘǘƻ ŀƭƭŀ ǎŀƭǳǘŜΦ tǊƻǎǇŜǘǘƛǾŜ Řƛ ŀǊƳƻƴƛȊȊŀȊƛƻƴŜ 
giuridica e tecnologica 
Raffaella Brighi, Maria Gabriella Virone  
 

1211 

The role of artefacts in the coordination of home care practices 
Adeline Hvidsten, Antonalla La Rocca, Thomas Hoholm 
 

1223 

Taking Care of Drivers/Taking Care of Technologies? Tensions and Promises 
of Advanced Driver Assistance Systems 
Oana Mitrea 
 

1239 

Spazi di transizione tra strutture sociosanitarie e città. Condividere 
funzionalità in ambiente urbano 
Valentina Napoli 
 

1253 

Design partecipato e pratiche della sicurezza nei cantieri 
Silvia Pericu 
 

1269 

Connective practices in the access of immigrants to healthcare services: The 
role of the language and cultural mediator as a boundary subject 
Paolo Rossi, Mara Tognetti Bordogna 
 

1283 

Improving medical information of blood tests results through the 
application of co-design 
Mónica Santos, Susana Barreto, Katja Tschimmel 
 

1297 

Enhancing Corporeal Boundaries through Technology 
Secil Ugur Yavuz  
 

1312 

Il progetto della casa sensibile ς Designing the Sense-Able Home 
Niccolò Casiddu, Claudia Porfirione, Matteo Zallio 
 

1325 

Organizzare la cura fuori dai contesti istituzionali: il caso dei pazienti anziani 
con terapie complesse 
Alberto Zanutto, Francesco Miele, Enrico Maria Piras, Claudio Coletta, Attila 
Bruni 
 

1343 



A Matter of Design|Proceedings of the 5th STS Italian Conference    

 I 

95L¢hw{Ω Lb¢wh5¦/¢Lhb 

!ƴ Ψ9ǇƛǎǘŜƳƛŎΩ 9ƴŎƻǳƴǘŜǊ  
ōŜǘǿŜŜƴ {¢{ ŀƴŘ 5ŜǎƛƎƴ 

 
The present publication contains a selection of the works presented at 

the 5th STS Italia Conference, held in Milan from June, 12ς14 2014. The 
Ƴŀƛƴ ǘƘŜƳŜ ƻŦ ǘƘƛǎ {¢{ Lǘŀƭƛŀ ŎƻƴŦŜǊŜƴŎŜΩǎ ŜŘƛǘƛƻƴ ǿŀǎ ǘƘŜ ƛƴǘŜǊǎŜŎǘƛƻƴ 
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. 
Lƴ ǘƘŜ ƭŀǎǘ ǘƘƛǊǘȅ ȅŜŀǊǎΣ ǘƘŜ ǿƻǊŘ ΨŘŜǎƛƎƴΩ ŀƭƻƴƎ ǿƛǘƘ ŀƭƭ ǘƘŜ ǇǊŀŎǘƛŎŜǎ ǘƘŀǘ 

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 
ōŜƛƴƎ Ƨǳǎǘ ΨǎǘȅƭƛƴƎΩΣ ŘŜǎƛƎƴ Ƙŀǎ ōŜŎƻƳŜΣ ƛƴ ƻǳǊ ŀǊǘŜŦŀŎǘǎ-dense world, the 
main practice related to the articulation of social relations through 
ŀǊǘŜŦŀŎǘǎΤ ƛƴŘŜŜŘΣ ƛǘ ƛǎ ǘƘǊƻǳƎƘ ǘƘŜ ǾŜǊȅ ŀŎǘ ƻŦ ŀǊǘƛŎǳƭŀǘƛƴƎ ŀǊǘŜŦŀŎǘǎΩ ŦƻǊƳǎ 
and meanings that design shapes our social networks ς 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; 



 

95L¢hw{Ω INTRODUCTION 

 II 

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 I 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 ς which have been published on a special issue of the 
ƧƻǳǊƴŀƭ Ψ¢ŜŎƴƻǎŎƛŜƴȊŀΩ ς we witnessed, indeed, to a meeting between two 
ΨŜǇƛǎǘŜƳƛŎ ŎǳƭǘǳǊŜǎΩΣ ƛΦŜΦ ǘǿƻ ΨǎŜǘǎ ƻŦ ǇǊŀŎǘƛŎŜǎΣ ŀǊǊŀƴƎŜƳŜƴǘǎ ŀƴŘ 
mechanisms bound together by necessity, affinity and historical coincidence 
which, in a given area of professional expertise, make up how we know 
ǿƘŀǘ ǿŜ ƪƴƻǿΩΣ ŀǎ ŎƭŀǊƛŦƛŜŘ ōȅ YƴƻǊǊ-Cetina (2007, p. 363); or between two 
ΨŜǇƛǎǘŜƳƛŎ ŎƻƳƳǳƴƛǘƛŜǎΩ όIŀŀǎΣ мффнΤ !ƪǊƛŎƘΣ нлмлύΣ ŜŀŎƘ ǎƘŀǊƛƴƎ ǇƻƭƛŎȅ 
orientations on problems at stake and a technoscientific repertoire for 
possible ways of solving them. In other terms, they represent different 
ΨƳŀŎƘƛƴŜǊƛŜǎ ƻŦ ƪƴƻǿƭŜŘƎŜ ŎƻƴǎǘǊǳŎǘƛƻƴΩ όYƴƻǊǊ-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 ς as the many thematic 
sessions of the conference showed ς 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 
ǘƘŜ ŜƴŎƻǳƴǘŜǊǎ ōŜǘǿŜŜƴ ǘǿƻ ŘƛŦŦŜǊŜƴǘ ΨŜǇƛǎǘŜƳƛŎ ŎǳƭǘǳǊŜǎΩΦ {ŜŎǘƛƻƴ м 
(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 3τDesign, Creativity and Processesτaddresses 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 
ƴƻǿŀŘŀȅǎ ǘƘŜ ΨŀŜǎǘƘŜǘƛŎΩ ŀǇǇǊŀƛǎŀƭ ƻŦ ǇǊƻŘǳŎǘǎ ŀƴŘ ǎŜǊǾƛŎŜǎ Ŏŀƴ ǘŀƪŜ ƛƴǘƻ 
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 
ŎƻƴŦŜǊŜƴŎŜΩǎ ǿŜōǎƛǘŜύΦ ¢ƘŜ ǎŜƭŜŎǘƛƻƴ ƻŦ ǘƘŜ ŀōǎǘǊŀŎǘǎ ŦƻǊ ǘƘŜ ŎƻƴŦŜǊŜƴŎŜ ǿŀǎ 
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 
.ƻŀǊŘΩǎ ƳŜƳōŜǊǎ tŀƻƭƻ ±ƻƭƻƴǘŞΣ aŀƴǳŜƭŀ tŜǊǊƻǘǘŀΣ ǘƻƎŜǘƘŜǊ ǿƛǘƘ ǘƘŜ 
ƳŜƳōŜǊǎ ƻŦ ǘƘŜ ŎƻƴŦŜǊŜƴŎŜΩǎ ǎŎƛŜƴǘƛŦƛŎ Ŏƻmmittee: Paolo Ciuccarelli, 
Stefano Maffei, Giuseppina Pellegrino and Francesco Trabucco, for their 
contribution in the design of the overall programme of the conference. 
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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, 
±ƛƴŎŜƴȊƻ 5Ω!ƴŘǊŜŀΣ !ƴǘƻƴŜƭƭŀ 5Ŝ !ƴƎŜƭƛΣ DǊŜǘŀ CŀƭŀǾƛƎƴŀΣ Dƛƻƭƻ CŜƭŜΣ !ƭŀƛƴ 
Findeli, Peter Gall Krogh, Renaud Gaultier, Guido Gorgoni, Luca Guerrini, 
Luca Guzzetti, Klaus Hadwiger, Christine Leuenberger, Eleonora Lupo, 
Marina Maestrutti, Dario Mangano, Claudia Mareis, Ilaria Mariani Javier 
Gimeno Martínez, 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 
thereŦƻǊŜ ƛƴ ǿƘŀǘ ǿŜ Ŏŀƴ ŘŜŦƛƴŜ ƻǳǊ ΨŜǇƛǎǘŜƳƛŎ ƳŀŎƘƛƴŜǊƛŜǎΩ. 

 

 

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) 



 

95L¢hw{Ω INTRODUCTION 

 VI 

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, I. 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 manières d'être 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 ς 
Falmouth, 3-6 September 2009.  Boca Raton: Universal Publishers. 

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

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. 

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

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


A Matter of Design|Proceedings of the 5th STS Italian Conference    

 VII 

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. 





A Matter of Design|Proceedings of the 5th STS Italian Conference      

 1 

 
 
 
 
 

SECTION I 

 
Design, Social Innovation, 

and Cultural Identities 
 

 
 



 

2 

 
 
 
 
 
 
 
 
 
 
 
 
 



A Matter of Design|Proceedings of the 5th STS Italian Conference    

 3 

5ƛŀŎƘǊƻƴƻǳǎ 5ƛƭŜƳƳŀΥ ǊŜǇǊŜǎŜƴǘƛƴƎ 
!ƳŜǊƛŎŀƴ ƘŜƎŜƳƻƴȅ ƛƴ ǘƘǊŜŜ ŎŜƴǘǳǊƛŜǎ ƻŦ 
ŀǘǘƛǘǳŘŜǎ ǘƻ ŘŜǎƛƎƴ 

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 Brƛŀƴ {ǘǊƻǎǎΩ ŎȅŎƭŜ ƻŦ ƘȅōǊƛŘƛǘȅΦ 

It originated in a process of continuous refinement and combination. In 
ǘƘŜ ƳƛŘŘƭŜ ŘŜŎŀŘŜǎ ƻŦ ǘƘŜ ǘǿŜƴǘƛŜǘƘ ŎŜƴǘǳǊȅΣ {ƛƎŦǊŜƛŘ DƛŜŘƛƻƴΩǎ ǾƛŜǿ ƘŜƭŘ 
sway. Balloon-frame construction was celebrated as a particularly American 
Ǌƻƻǘ ƻŦ ƳƻŘŜǊƴƛǎƳΦ Lƴ ǘƻŘŀȅΩǎ ǇƭǳǊŀƭƛǎǘ ǘƛƳŜǎΣ ōŀƭƭƻƻƴ-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 ς forged by the hybridization and creolization 
of immigration. This paper contends that the historiography of balloon- 
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frame construction ς its roots, its development, its leveling influence, and its 
global hegemony ς is a metonym of the historiography of the United States. 

An aspect of national design that is truly representative of a culture ς 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 
ΨŎƭƻǎǳǊŜΩ ŘŜǎŎǊƛōŜŘ ƛƴ ǘƘŜ ǎƻŎƛŀƭ ŎƻƴǎǘǊǳŎǘƛƻƴ ƻŦ ǘŜŎƘƴology (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 
.ŜƴƧŀƳƛƴΩǎ ǉǳƻǘŜ ŀōout architecture: ΨThis 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 instructiveΩ (Benjamin, 1976).  
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Figure 2 The cycle of hybridity diagram for the balloon frame showing examples of 
some of the root ethic traditions on the left ς 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 
ŦǊŀƳŜ ŎƻƳōƛƴŜ ǘƘŜǊŜ ƛǎ ΨŎƭƻǎǳǊŜΩ ŀƴŘ ΨǎǘŀōƛƭƛȊŀǘƛƻƴΩ ŀǎ ƛƴ ǘƘŜ {/h¢Φ 

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 ςa culturallyς
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 Ψmissing linksΩ 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 ς 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.  
ΨHe 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 dressΩ (Fuller, 1844). 

Similar cultural circumstances were found in the city. ΨLƴ мупо /ƘƛŎŀƎƻΩǎ 
ŦƛǊǎǘ ŎŜƴǎǳǎ ŎƻǳƴǘŜŘ тΣрул ǊŜǎƛŘŜƴǘǎΦ Χ /ƘƛŎŀƎƻ ǿŀǎ ǇƻƭȅƎƭƻǘΣ ƛǘǎ ǇƻǇǳƭŀǘƛƻƴ 
ΨŘŜǊƛǾŜŘ ŦǊƻƳ ŜǾŜǊȅ ƴŀǘƛƻƴ ǳƴŘŜǊ ƘŜŀǾŜƴΩ όIŀǾƛƴƎƘǳǊǎǘΣ мфснύΦ /ƘƛŎŀƎƻ 
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 Ψthe creation of compound identities has been a highly significant 
aspect of Americanization as a social processΩ (Kammen, 1993). 

Buildings are interesting windows on history. Each historical construction 
technique 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 ΨparentΩ 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 Ψinitially (perceived as) 
heterogeneous hybrid becomes progressively more homogenous through 
such processes as adapting to the environment, adopting formats, adapting 
coƴǾŜƴǘƛƻƴǎΣ ŎǊŜŀǘƛƴƎ ǊǳƭŜǎΣ ƎŜƴŜǊŀǘƛƴƎ ǘǊŀŘƛǘƛƻƴǎΧΩ (Stross, 1999). 

There was an unprecedented demand for houses in the Midwest in the 
early 1800s and this hot economy Ψfast-trackedΩ 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 
ƳǳƭǘƛǇƭƛŜŘ ǘƘŜ {/h¢ ŎƻƴŎŜǇǘ ƻŦ ΨǊŜƭŜǾŀƴǘ ǎƻŎƛŀƭ ƎǊƻǳǇǎΩ ōŜȅƻƴŘ ǊƻƭŜǎ ǘƻ 
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 
ŀƴŘ ōŜŎŀƳŜ ǘƘŜ ǘŜŎƘƴƛǉǳŜ ƻŦ ŎƘƻƛŎŜΤ ΨǎǘŀōƛƭƛȊŀǘƛƻƴΩ ƛƴ ǘŜǊƳǎ ƻŦ ǘƘŜ {/h¢Φ  

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 
ƭƻŎŀƭƛǘȅ ƛǘ ŜƴǘŜǊǎΦ Χ bŀǘƛƻƴŀƭ ŎǳƭǘǳǊŜ ŀƴŘ ŜŎƻƴƻƳƛŎ ŎƻƴǎǘǊŀƛƴǘǎ ǎŜǘ 
ƻǳǘŜǊ ƭƛƳƛǘǎ ƻƴ ǘƘŜ ǊŀƴƎŜ ƻŦ ƭƻŎŀƭ ǾŀǊƛŀƴŎŜΣ ōǳǘ ǿƛǘƘƛƴ ǘƘƻǎŜ ƭƛƳƛǘǎΣ Χ 
local ways of doing things, develop, continuously evolve, and 
ǊŜǇǊƻŘǳŎŜ ǘƘŜƳǎŜƭǾŜǎ ƛƴ ǎƻŎƛŀƭƛȊƛƴƎ ŀƎŜƴŎƛŜǎΧ ώǘƘŀǘϐ ŎƻƴǎǘǊǳŎǘ ǊǳƭŜǎ 
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 
ΨcharterΩ culture by establishing itself in areas of life influenced by local 
choice (Breen, 1984). As late as 1842, the local Franco-American ΨcharterΩ 
ŎǳƭǘǳǊŜ ƛƴ aŀǊƎŀǊŜǘ CǳƭƭŜǊΩǎ Lƭƭƛƴƻƛǎ ƭŀƴŘǎŎŀǇŜ ƛƴŎƭǳŘŜŘ ǘƘŜ CǊŜƴŎƘ ƭŀƴƎǳŀƎŜΣ 
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. 



Diachronous Dilemma 

9 

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. I 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 ΨmodernΩ 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 Ψpre-modernΩ times. He advocated a 
radical change in construction authored by one creative individual. This 
ΨmodernΩ 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 Ψthe 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.Ω 

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 Ψinventor,Ω he 
was entirely constructed from external conditions ς 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 ΨinventorΩ 
are a forced construct that has been refuted in detail elsewhere. 
DƛŘŜƻƴΩǎ ŀŎŎƻǳƴǘ Ƙŀǎ ōŜŎƻƳŜ ŀ ŎƻǊƴŜǊǎǘƻƴŜ ƻŦ ŀƴ ŜȄǘŜƴǎƛǾŜ ŀŘǾƻŎŀŎȅ 

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 ΨinventionΩ is 
much more contested than it was fifty years ago when everyone assumed a 



Diachronous Dilemma 

11 

heroic view. Similar to the view of the majority of the public today, all 
historians used to consider ΨinventionΩ 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 Ψtechnological change can be brought 
ŀōƻǳǘ ōȅ ǘƘŜ ΨōǊŜŀƪ-ŀǿŀȅΩ ŀŎǘƛƻƴ ƻŦ ƴƻƴ-conforming individuals and that 
communal regulations and restrictions impede the enterprise of such 
individuals.Ω 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 ΨChicago SchoolΩ 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 
ŀǊŜ ŦǳǊǘƘŜǊ ŜȄŀƳǇƭŜǎ ƻŦ ǘƘŜ ƴŜŎŜǎǎƛǘȅ ƻŦ ΨƛƴǘŜǊǇǊŜǘƛǾŜ ŦƭŜȄƛōƛƭƛǘȅΩ ƛƴ ǘƘŜ ǎƻŎƛŀƭ 
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 
ŎƻƴǘǊŀŎǘƻǊΩǎ ōǳƛƭŘƛƴƎ ǘŜŎƘƴƛǉǳŜ ǊŀǘƘŜǊ ǘƘŀƴ ōȅ ŎƻƭƭŜŎǘƛƴƎ ōǳƛƭŘƛƴƎ ǇǊƻŘǳŎǘƛƻƴ 
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 ς 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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5ŜǎƛƎƴ tǊŀŎǘƛŎŜΥ aŀƪƛƴƎ .ŜȅƻƴŘ .ƻǊŘŜǊǎ  
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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 
ΨǘƘƛƴƪ ƎƭƻōŀƭΣ ŀŎǘ ƭƻŎŀƭΩ ǎƛƳǇƭƛŦȅ ǘƘŜ ŎƻƳǇƭŜȄƛǘȅ ƻŦ ŘŜǎƛƎƴΦ ¢Ƙƛǎ ǇŀǇŜǊ ŀƴŀƭȅǎŜǎ 
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 
ΨƭƻŎŀƭΩ ǿŜǊŜ ŘŜǎƛƎƴ ǇǊŀŎǘƛŎŜǎΣ ǿƘŜƴ ǾŀǊƛƻǳǎ ƴƻƴ-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 
ƛŘŜƴǘƛǘƛŜǎ ǘƻ ōŜ ƭŜǎǎ ΨƭƻŎŀƭΩ ŀƴŘ ƳƻǊŜ Ǝƭƻōŀƭƭȅ ƛƴŦƭǳŜƴŎŜŘΚ 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 politicsτall 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-Ŏƭŀǎǎ .ǊƛǘƛǎƘ ǿƻƳŜƴΩǎ ŎƻƴǎǘǊǳŎǘƛƻƴ ƻŦ ǘƘŜƛǊ ƛŘŜƴǘƛǘȅ ǳǎƛƴƎ ǘƘŜ 
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 
ƛŘŜƴǘƛǘȅΦ ΨThe modern state developed new technologies of its own to build 
up, configure, manipulate and mobilize that sense of Ψnational identityΩ. 

Therefore, when we write about almost any kind of human cognition, 
behaviour or activity, we are (or should be) writing in part about Ψnational 
identityΩτŀƴŘ ǾƛŎŜ ǾŜǊǎŀΤ ώǘƘŜȅϐ ŀƭǎƻ ŀŎǘ ǘƻ ŎƻƴǎǘǊǳŎǘ ƻǳǊ ƴŀǘƛƻƴŀƭ ƛŘŜƴǘƛǘȅΦΩ 
(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 ǘƘŜǎŜ ΨǎƘƛŦǘǎΩ ŀǊŜ ƳŀŘŜ ǳǇ ƻŦ, 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 
Lǘ Ƙŀǎ ōŜŜƴ ǎǘŀǘŜŘ ǘƘŀǘ ǿƘŜǊŜŀǎ Ψƴŀǘƛƻƴ-ǎǘŀǘŜΩ ƻƴŎŜ ǊŜŦŜǊŜƴŎŜŘ ŀ ǇƭŀŎŜ ƻŦ 

ōƛǊǘƘ ƛǘ ƛǎ ƳƻǊŜ ǊŜŎŜƴǘƭȅ ǘƘŀǘΣ ΨǘƘŜ ƴŀǘƛƻƴ-state, even national consciousness, 
is a result of a deliberate effort to mobilise economic and social resources in 
the puǊǎǳƛǘ ƻŦ ƭŀǊƎŜ ǇƻƭƛǘƛŎŀƭ ŀƛƳǎΩ(The Economist, 1990, p. 73). However 
ƘƛǎǘƻǊƛŀƴ 9ǊƛŎ IƻōǎōŀǿƳ ƴƻǘŜǎ ǘƘŀǘ Ψƴŀǘƛƻƴǎ ŜȄƛǎǘ ƴƻǘ ƻƴƭȅ ŀǎ ŦǳƴŎǘƛƻƴǎ ƻŦ ŀ 
particular kind of territorial state or the aspiration to establish oneτbroadly 
speaking... but also in the context of a particular stage of technological and 
economic deǾŜƭƻǇƳŜƴǘΩ (1994, p. 10). Design reflects the conflation of these 
ideas. In relating the development of the Serbian design identity, Branislav 
tŀƴǘŜƭƛő ǎǘŀǘŜǎ ǘƘŀǘ ǘƘŜ ƛŘŜŀ ƻŦ ŀ ƴŀǘƛƻƴ ƛǎ ŎǊŜŀǘŜŘ ǘƘǊƻǳƎƘ ŀ ƳƛȄ ƻŦ 
language, migration, settlement patterns, myth, beliefs and customs which 
have no real regard for political borders (2008, p. момύΦ Ψ¢ƘŜ ǎǘƻǊȅ ƻŦ ǘƘŜ 
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 
ŎƻƴǘƛƴǳƛǘȅΦΩ όƛōƛŘΦΣ ǇΦ момύΦ ¢ƘŜ ǎƘƛŦǘƛƴƎ ōƻǳƴŘŀǊƛŜǎ ƻŦ ŘŜǎƛƎƴ ƘƛǎǘƻǊȅ ŀƴŘ ǘƘŀǘ 
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 
ΨƛǎΧǘƘŜ ǇǊƻŘǳŎǘ ƻŦ ǇŀǊǘƛŎǳƭŀǊΣ ŀƴŘ ƛƴŜǾƛǘŀōƭȅ ƭƻŎŀƭƛȊŜŘ ƻǊ ǊŜƎƛƻƴŀƭΣ ƘƛǎǘƻǊƛŎŀƭ 
ŎƻƴƧǳƴŎǘǳǊŜǎΩ όмффпΣ ǇΦ рύ ȅŜǘΣ ƘŜ ǎǘŀǘŜǎ ŦǳǊǘƘŜǊΣ ΨƻŦŦƛŎƛŀƭ ƛŘŜƻƭƻƎƛŜǎ 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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identificationτwhen it existsτexcludes or is always or ever superior the 
remainder of the set oŦ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴǎ ǿƘƛŎƘ ŎƻƴǎǘƛǘǳǘŜ ǘƘŜ ǎƻŎƛŀƭ ōŜƛƴƎΩΦ 
όƛōƛŘΦΣ мффпΣ ǇΦ млύ !ǎ !ƴŘŜǊǎƻƴ Ƙŀǎ ŘŜŦƛƴŜŘ ƴŀǘƛƻƴŀƭ ƛŘŜƴǘƛǘȅ Ψƛǘ ƛǎ ŀƴ 
ƛƳŀƎƛƴŜŘ ŎƻƳƳǳƴƛǘȅΧLǘ ƛǎ ƛƳŀƎƛƴŜŘ ōŜŎŀǳǎŜ ŜǾŜƴ ǘƘŜ ǎƳŀƭƭŜǎǘ ƴŀǘƛƻƴ ǿƛƭƭ 
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 
ǎǘŀǘŜǎΣ Ψ/ǳƭǘǳǊŜ ŜǾƻƭǾŜǎ ǿƛǘƘ ǘƘŜ ŜǾƻƭǳǘƛƻƴ ƻŦ ƪƴƻǿƭŜŘƎŜ ǿƘƛŎƘ ƛƴ ƛǘǎ 
application appears as technology. Technological advances, as a process of 
economic development relate to the core of culture and accounts for the 
ŘȅƴŀƳƛŎǎ ƻŦ ŎǳƭǘǳǊŜ ŜǾƻƭǳǘƛƻƴΩΦ όнллуΣ ǇΦ пнсύ IŜƴŎŜ Ψƴŀǘƛƻƴǎ ŀƴŘ ǘƘŜƛǊ 
associated phenomena must therefore be analysed in terms of political, 
ǘŜŎƘƴƛŎŀƭΣ ŀŘƳƛƴƛǎǘǊŀǘƛǾŜΣ ŜŎƻƴƻƳƛŎ ŀƴŘ ƻǘƘŜǊ ŎƻƴŘƛǘƛƻƴǎ ŀƴŘ ǊŜǉǳƛǊŜƳŜƴǘǎΩΦ 
(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 
ΨŀŜǎǘƘŜǘƛŎǎΣ ǘŀǎǘŜ ŀƴŘ ŘŜǎƛƎƴ ŀǊŜ ŘǊƛǾŜǊǎ ƛƴ ŎƻƴǎǳƳǇǘƛƻƴΣ Ƨǳǎǘ ŀǎ ǘƘŜȅ ŀǊŜ ǘƘŜ 
ŎƻƴǎǘǊǳŎǘƛƻƴ ƻŦ ƛŘŜƴǘƛǘȅΩΣ όнллфΣ ǇΦ нруύ ŀƴŘ ŎƻƴǎǘǊǳŎǘƛƻƴ ǊŜǉǳƛǊŜǎ 
production. We see this idea of the machine being linked to our lives and 
ǎƻŎƛŜǘȅ ŎƻƴǘƛƴǳŜŘ ǘƻŘŀȅ ŀǎ ƛǎ ǊŜƛǘŜǊŀǘŜŘ ōȅ DƻƴȊŀƎŀΣ ΨǘƘǊƻǳƎƘ ŘŜǎƛǊŜΣ 
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 
ǎŜƎƳŜƴǘŀǊƛǘȅΣ ŀƴŘ ƳŀǘŜǊƛŀƭ ŀƴŘ ƛƳƳŀǘŜǊƛŀƭ Ŧƭƻǿ ƻŦ ŀƭƭ ƪƛƴŘǎΧǘƘŜ ǇǊƻŘǳŎŜǊ 
and the product are both the pǊƻŘǳŎǘǎ ƻŦ ƳŀŎƘƛƴƛŎ ǇǊƻŘǳŎǘƛƻƴΩ (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, 

ŀƴŘ ǘƘŜ ŎǊŜŀǘƛƻƴ ƻŦ ƻƴŜΩǎ ƛŘŜƴǘƛǘȅΦ ²ƘŜƴ ǿŜ ŀǘǘŜƳǇǘ ǘƻ ŘŜŦƛƴŜ ŀ ƴŀǘƛƻƴ ōȅ 
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 
ƳŀƴŀƎƛƴƎ ƻƴŜΩǎ ǿƻǊƭŘΣ Ǿƛŀ ƛŘŜƴǘƛǘȅΣ ƳŜƳƻǊȅΣ ǘƘŜ ǘŜƳǇƻǊŀƭΤ ǘƘŜ ƴŜƎƻǘƛŀǘƛƻƴ 
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 
ƭƻŎŀǘƛƻƴ ŀƴŘ ǇǊƻǇǊƛŜǘȅΣ ŀǎ aŀȅƻƭ ǎǘŀǘŜǎ ǘƘŀǘΣ ΨǘƘŜ ƴŜƛghbourhood thus 
appears as the place were one manifests a social ΨcommitmentΩ; 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 
ǊŜǇŜǘƛǘƛƻƴΧǇǊƻǇǊƛŜǘȅΧis at the level of behaviours, a compromise in which 
each person, by renouncing the anarchy of individual impulses, makes a 
Řƻǿƴ ǇŀȅƳŜƴǘ ǘƻ ǘƘŜ ŎƻƭƭŜŎǘƛǾƛǘȅΧǘƘŜ ŘǿŜƭƭŜǊ ōŜŎƻƳŜǎ ŀ ǇŀǊǘƴŜǊ ƛƴ ŀ ǎƻŎƛŀƭ 
contract that he or she consents to respect so that everyŘŀȅ ƭƛŦŜ ƛǎ ǇƻǎǎƛōƭŜΩΦ 
(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 
ŎƻƳƳǳƴƛǘȅΦ LŦΣ ŀǎ ŘŜ /ŜǊǘŜŀǳ ŀƴŘ DƛŀǊŘ ǎǘŀǘŜΣ Ψŀ ŎǳƭǘǳǊŜ ƛǎ ƧǳŘƎŜŘ ōȅ ƛǘǎ 
ƻǇŜǊŀǘƛƻƴǎΣΩ όмффуΣ ǇΦ нрпύ ǘƘŜƴ ǿƘƻ ǿŜ ŀǊŜ ƛǎ ŘŜfined 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 
9ǳǊƻǇŜŀƴ ƛŘŜƴǘƛǘƛŜǎΣ ǘƘŜ ŦƻǊŜƛƎƴΣ ǘƘŜ ƭŜŦǘΣ ōǳǘ ǘƘŜ ƛƴŦƭǳŜƴŎŜǎ ƻŦ ΨƴŜǿ 
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ŎǳƭǘǳǊŜǎΩ ŦƻǊǎŀƪƛƴƎ ǘǊŀŘƛǘƛƻƴ ŀƴŘ ŀƴ ŜǊŀ ǿƘŜƴ .Ǌƛǘŀƛƴ ǊǳƭŜŘΦ Lǘ ǿŀǎ ōŜƛƴƎ 
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 WWI 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 
ƻƴŜΩǎ ƛŘŜƴǘƛǘȅΦ As Bingham notes, ΨƻƴŎŜ ǘƘŜ ŎƻƴŦƭƛŎǘ ǿŀǎ ƻǾŜǊ ǘƘŜȅ ǿŜǊŜ 
unceremoniously sent Ψback to home and duty.Ω A post-war ΨbacklashΩ meant 
that traditional gender dichotomies were re-established, and an ethos of 
ΨdomesticityΩ pervaded poǇǳƭŀǊ ŎǳƭǘǳǊŜΦ Ω όнллпΣ ǇΦ ннрύΦ 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 
ŎƘŀƴƎƛƴƎ ŀǎ ƛŘŜƴǘƛŦƛŜŘ ōȅ WŜǊŜƳƛŀƘ ǿƛǘƘ ΨǘƘŜ ƛƳŀƎŜ ƻŦ ǘƘŜ ŦŀƳƛƭȅ ƛƴ ǘƘŜ 
context of home and as a consumer of products directs attention to the 
ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ǎƻŎƛŀƭ ƻǊŘŜǊ ŀƴŘ ǾŀƭǳŜǎΩΦ όнлллΣ ǇΦ офύ LƳǇƻǊǘŀƴǘƭȅΣ ΨǘƘŜ 
ƘƻǳǎŜ ǿŀǎ ǘƘŜ ƭŀǎǘ ǊŜŦǳƎŜ ŦƻǊ ŜȄǇǊŜǎǎƛƻƴΧƛƴŦƻǊƳŜŘ ōȅ ŀƴ ŜȄŀŎǘ 
ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ ƴŜŜŘǎ ƻŦ ŜǾŜǊȅŘŀȅ ƭƛŦŜΩΦ όƛōƛŘΦΣ ǇΦ тмύ IƻƳŜ ǎŜǿƛƴƎ ƛǎ ŀ 
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 
.ǳŎƪƭŜȅ ǎǳƎƎŜǎǘǎ ΨŘŜŦƛƴƛƴƎ ŘŜǎƛƎƴ ƛǎ ƴƻǘ Ƨǳǎǘ ŀōƻǳǘ ǘƘƛƴƎǎΣ ōǳǘ ǘƘŜ ƳŀǘǊƛȄ ƻŦ 
ƛƴŘŜǇŜƴŘŜƴǘ ǇǊŀŎǘƛŎŜǎΩ όнллтΣ ǇΦ тύΦ ¢Ƙƛǎ ƳŀǘǊƛȄ ŀƭƭƻǿǎ ŦƻǊ ǘƘŜ ǾƛǎǳŀƭƛȊŀǘƛƻƴ 
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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, 
ΨŘŜǎƛƎƴ ŘŜŎƛǎƛƻƴǎ ŀōƻǳǘ ǘƘŜ ŀǇǇŜŀǊŀƴŎŜ ƻŦ ŀ ƳŀƎŀȊƛƴŜ ƭŀȅƻǳǘ Ŏŀƴ ōŜ 
informed by a number of aestƘŜǘƛŎΣ ŜŎƻƴƻƳƛŎΣ ǇƻƭƛǘƛŎŀƭ ŀƴŘ ǎƻŎƛŀƭ ŦƻǊŎŜǎΦΩ 
(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 
ƘƛǎǘƻǊȅΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ ŜǾŜǊȅŘŀȅ ǇǊŀŎǘƛŎŜǎ ƛƴ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭΩǎ Řŀƛƭȅ 
ƭƛŦŜΦ ¢Ƙƛǎ ΨǊŜŀŘƛƴƎΩ ƻŦ ƳŜŘƛŀ ƛǎ ōŜǎǘ ǳƴŘŜǊǎǘƻƻŘ ǘƘǊŜŀŘŜŘ ǘƘǊƻǳƎƘƻǳǘ ƻǳǊ 
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. 



CARLA CESARE  

24 

 

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 requƛǊŜŘ ƎǊŜŀǘŜǊ ŜŦŦƛŎƛŜƴŎȅ ŦƻǊ ŀ ǿƻƳŀƴΩǎ ǊŀǇƛŘƭȅ 
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 
ΨǎǘŀǘǳǎΩΤ ƻǊΣ ƭƻƎƛŎŀƭƭȅ ƭƻŎŀǘŜŘ ŦƻǊ ǘƘŜ ōŜǎǘ ŀŎŎŜǎǎ ǘƻ ƭƛƎƘǘΦ Ψ¢Ƙƛǎ ŘƻŜǎ ƴƻǘ ƳŜŀƴ 
that the newer electric machines did not have lights, in The Big Book of 
Needlecraft ώмфонϐ ƛǘ ƳŜƴǘƛƻƴǎ ŀ {ƛƴƎŜǊ ƳŀŎƘƛƴŜ ǿƘƛŎƘ ƘŀŘ ŀ Ψ{ƛƴƎŜǊƭƛƎƘǘΩΣ 
Ψŀƴ ƛƴƎŜƴƛƻǳǎ ƭƛǘǘƭŜ ŜƭŜŎǘǊƛŎ ƭƛƎƘǘ ŦƛȄŜŘ ǘƻ ǘƘŜ ŀǊƳ ƻŦ ǘƘŜ {ŜǿƛƴƎ aŀŎƘƛƴŜ ƛƴ 
such a way as to throw a pleasant light just on the right part of the work 
ōŜƛƴƎ ǎŜǿƴΩΦ ό/ŜǎŀǊŜΣ нлмоΣ ǇΦ мсоύ 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 
ƻǇǘƛƻƴǎ ŦƻǊ ΨǊǳƴƴƛƴƎ ǳǇΩ ŀ ŘǊŜǎǎ ŀǘ ƘƻƳŜ ƛŦ ǎƘŜ ƘŀŘ ǘƘŜ ǎƪƛƭƭǎ ŀƴŘ ŎƻƴŦƛŘŜƴŎŜΣ 
ƻǊ ǘƻ Ǝƻ ǘƻ ŀ ŘǊŀǇŜǊΩǎ ǎƘƻǇ ƻǊ ŘŜǇŀǊǘƳŜƴǘ ǎǘƻǊŜ ǿƘŜǊŜ ǘƘŜȅ ǿƻǳƭŘ 
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 
ōŀǎŜŘ ǳǇƻƴ ŀ ǿƻƳŀƴΩǎ ǎƪƛƭƭΣ ǘƛƳŜ ŀƴŘ ǘƘŜ ōǳŘƎŜǘ ǘƻ ǎŜǿ ŀǘ ƘƻƳŜΦ 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 
ΨŀǊǘƛŦƛŎƛŀƭ ǎƛƭƪǎΩ ŀŘŘŜŘ ǘƻ ǘƘŜ ŘŜŎƛǎƛƻƴ ƳŀƪƛƴƎ ǇǊƻŎŜǎǎ ƻŦ ŘŜǎƛƎƴΦ ¢ƘŜ ŘƛŦŦŜǊŜƴǘ 
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. 
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Figure 2 ¢ƻōǊŀƭŎƻ CŀōǊƛŎ {ŀƳǇƭŜΣ мфнтΣ ŀǳǘƘƻǊΩǎ Ŏƻƭlection. 

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 
ǿƻǳƭŘ ǘƘŜƴ ǎŜǿ ƛƴǘƻ ŘǊŜǎǎŜǎΣ ΨƭƻǾŜƭȅΩ ǎƪƛǊǘǎ ƻǊ ōƭƻǳǎŜǎΦ όƛōƛŘΦΣ ǇΦ мсфύ 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 ¢ǊƛŎƻƭƛƴŜ ŀƴŘ wƛƎƘǘƻƴΩǎ ŀŘǾŜǊǘƛǎŜƳŜƴǘǎΣ ²ŜƭŘƻƴΩǎ .ŀȊŀŀǊΣ WǳƴŜ мфнпΣ 
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. 
!ƭŜȄŀƴŘŜǊΩǎ ƳŜƳƻǊȅ ƻŦ ƘŜǊ ŜƴǘƘǳǎƛŀǎƳ ŦƻǊ ǘŜƴƴƛǎ ǇƭŀȅƛƴƎΦ ¢Ƙƛǎ ǊŜǎŜŀǊŎƘ 
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 
ǎŜǿƛƴƎ ŀƴŘ ΨƴŜǿΩ ƭƛŦŜǎǘȅƭŜ ƻŦ ǎǇƻǊǘǎ ŀƴŘ ǿƻǊƪƛƴƎΦ 

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 ¢ƘŜ 5ǊŀǇŜǊΩǎ wŜŎƻǊŘ. The inexpensive fashion 
monthly ²ŜƭŘƻƴΩǎ .ŀȊŀŀǊ 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 
5ǊŀǇŜǊΩǎ wŜŎƻǊd. 
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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 ¢ƘŜ 5ǊŀǇŜǊΩǎ wŜŎƻǊŘ ƻŦ WŀƴǳŀǊȅ мфом ΨCŀǎƘƛƻƴ CƻǊŜŎŀǎǘǎΩ 
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 ŜƳǇƘŀǎƛȊŜŘ ǘƘŀǘ ƛǘ ǿŀǎ Ψ9ƴǘƛǊŜƭȅ .ǊƛǘƛǎƘΩΦ In the midst of the 
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internationalism was a focus on regionalism and an ŀǎǎŜǊǘƛƻƴ ƻŦ Ψ.ǊƛǘƛǎƘƴŜǎǎΩ 
(figure 5). 

 

Figure 5 .ǊƛǘƛǎƘ {ǘǊŀǿ Iŀǘ 5ȅŜΣ aŀōΩǎ CŀǎƘƛƻƴǎ ŦƻǊ /ƘƛƭŘǊŜƴΣ aŀȅ мфнсΣ .ŀƴƪŦƛŜƭŘ 
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 Ψ²Ƙȅ Dƻ ¢ƻ WŀǇŀƴΩ ǿƘŜǊŜ ƛǘ ǿŀǎ ǊŜǾŜŀƭŜŘ 
that some London firms were buying the much lower priced Japanese 
textiles, while in ΨLǘŀƭȅ ǘƻ /ƻƳōŀǘ WŀǇŀƴŜǎŜ /ƻƳǇŜǘƛǘƛƻƴΩ ƛǘ ƴƻǘŜŘ ǘƘŀǘΣ ǿƘƛƭŜ 
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 
5ǊŀǇŜǊΩǎ wŜŎƻǊŘ 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, 
мфопΣ ǇΦ нсύ CƻƭƭƻǿƛƴƎ ǘƘŜ ǎŀƭŜǎ ǇǊƻƧŜŎǘƛƻƴǎ ƛƴ Ψ!ƳŜǊƛŎŀƴ {ǘƻǊŜǎ tƭŀƴ .ƛƎƎŜǊ 
SŀƭŜǎ ƛƴ мфопΩ ƴƻǘŜŘ ǘƘŜ bŀǘƛƻƴŀƭ wŜǘŀƛƭ 5Ǌȅ DƻƻŘǎ !ǎǎƻŎƛŀǘƛƻƴ ǿŀǎ 
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-ннύ ¢ƘŜ ŀǇǇŜŀǊŀƴŎŜ ƻŦ ǘƘŜǎŜ ΨōŀȊŀŀǊΩ ǎǘȅƭŜ ǎǘƻǊŜǎ όŎƻ-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 
ŦǊƻƳ ŜŀǊƭƛŜǊ ǇŜǊƛƻŘǎΤ ŀŎŎƻǊŘƛƴƎ ǘƻ DƻƴȊŀƎŀΣ ΨhǳǊ ǿƻǊƭŘ ƛǎ ǎŀƛŘ ǘƻ ǊŜǇǊŜǎŜƴǘ ŀ 
distinct break from previous epochs with its frenzied mobility of goods, 
bodies, images, information, money and technology over porous remaking 
ŜǾŜǊȅŘŀȅ ǎǇŀŎŜǎ ŀƴŘ ƴƻ ōƻǊŘŜǊǎΩΦ όнллфΣ ǇΦ мύ ¢Ƙƛǎ ǊŜǎŜŀǊŎƘ ǎǳƎƎŜǎǘǎ ǘƘŀǘ 
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 
/ƻǊōǳǎƛŜǊ ǊŜŎƻƎƴƛȊŜŘ ǘƘŀǘ ΨƳƻŘŜǊƴ ƛƴŘǳǎǘǊȅ ǿŀǎ ƴƻǘ ƻƴƭȅ ǊŜƳŀƪƛƴƎ ŜǾŜǊȅ 
day spaces and things; it was also producing new kinds of consciousness and 
desiǊŜŘ ŀƴŘΣ ƛƴ ǘǳǊƴΣ ƴŜǿ ƛƴƘŀōƛǘŀƴǘǎ ŀƴŘ ŎƛǘƛȊŜƴǎΦΩ ό/Ǌƻǿley, 2006, p. 342). 

In the midst of this change these were often at odds with a desire to 
Ƴŀƛƴǘŀƛƴ ƻƴŜΩǎ ƭƻŎŀƭ ƻǊ ǊŜƎƛƻƴŀƭ ƛŘŜƴǘƛǘȅΣ ǘƘŜ ǳǎŜ ƻŦ ǘǊŀŘƛǘƛƻƴǎ ŀƴŘ ǘƘŜ 
ǾŜǊƴŀŎǳƭŀǊ ǊŜƎƛƻƴŀƭƛǎƳ ǿŀǎ ƻŦǘŜƴ Ψŀ Ŏƻƴscious response to the 
ƘƻƳƻƎŜƴƛȊƛƴƎ ŀƴŘ ǳƴƛǾŜǊǎŀƭƛȊƛƴƎ ŜŦŦŜŎǘǎ ƻŦ ƳƻŘŜǊƴƛǘȅΩΦ όƛōƛŘΦΣ ǇΦ опуύ ¢ƘŜ 
vernacular could be interpreted as a new form of democracy as some have 
ŘŜōŀǘŜŘ ƛƴ {ǿŜŘƛǎƘ ŘŜǎƛƎƴΣ ŀ ǘȅǇŜ ƻŦ ƭƛōŜǊǘȅ ƛƴ ǿƘŀǘ ǿŀǎ ǎŜŜƴ ǘƻ ōŜ Ψŀƴ 
increasingly aǳǘƘƻǊƛǘŀǊƛŀƴ ŀƎŜΩΦ όƛōƛŘΦΣ ǇΦ орлύΦ ²ƘŜǊŜŀǎ ƛƴ LǘŀƭȅΣ Ψƛƴ ǘƘŜ ŦŀǎŎƛǎǘ 
vision, the countryside was not sacred the site or autochthonous tradition 
from which italianitá (Italianess) could be drŀǿƴΧōǳǘ ŀ ǿƻǊƭŘ ǘƻ ōŜ 
ƛƳǇǊƻǾŜŘΩ (ibid., p. 354). Ψ²ƘƛƭŜ {ǿŜŘƛǎƘ aodernism accommodated local 
materials and craftsmanship, modern Italian architecture and design were 
applauded for ǘƘŜƛǊ ŘŜŜǇ ƘƛǎǘƻǊƛŎŀƭ ǊŜǎŜǊǾŜǎΩ (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 II. 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-ŜǾŀƭǳŀǘŜ ǘƘŜƛǊ ǊƻƭŜ ƛƴ ΨƴŀǘƛƻƴΩ ōǳƛƭŘƛƴƎΥ 
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 
ΨƳƻŘŜǊƴƛȊŜΩΦ bŜǿ ƳŀǘŜǊƛŀƭǎ ŀƴŘ ƛƳǇǊƻǾŜŘ ƳŀŎƘƛƴŜǊȅ ŀƭƭƻǿŜŘ ǿƻƳŜƴ ǘƻ 
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 
ǊŜŘŜŦƛƴŜ ƻƴŜΩǎ ǇŜǊǎƻƴŀƭ ŀƴŘ ŎǳƭǘǳǊŀƭ ōƻǳƴŘŀǊƛŜǎ ǘƘǊƻǳƎƘ ŘǊŜǎǎ ŀƴŘ ƘƻƳŜΣ 
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 
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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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Ψ²ŜΣ [Ω!ǉǳƛƭŀΩΥ tǊƻŘǳŎǘƛƻƴ ŀƴŘ 
ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ǳǊōŀƴ ǎǇŀŎŜ ǘƘǊƻǳƎƘ ŀ 
ǎƻŎƛŀƭ ƳŀǇ ǇƭŀǘŦƻǊƳ 

Manuela FARINOSI*a and Alessandra MICALIZZI b  

a 
Università degli Studi di Udine; 

b 
Università Cattolica del Sacro Cuore 

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 
ǘƘǊƻǳƎƘ ŀ ΨǎƻŎƛƻ-ǘŜŎƘƴƛŎŀƭ ƴŜǘǿƻǊƪΩ 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 ΨNoi, 
[Ω!ǉǳƛƭŀΩΣ ŎǊŜŀǘŜŘ ōȅ DƻƻƎƭŜ ŀŦǘŜǊ ǘƘŜ [Ω!ǉǳila earthquake of 6 April 2009. 

The main aim of the research is to verify how the urban space of [Ω!ǉǳƛƭŀ 
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  

мΦ [ΩŀǊŎƘƛǾƛƻ ŘƛƎƛǘŀƭŜ ŎƻƳŜ ǊŜŀƭǘŁ ƛƴǘŜǊŀǘǘƛǾŀ 
geolocalizzata: prassi e procedure della 
rimemorazione  
Si tende a considerare la memoria secondo due accezioni differenti: 

come competenza connessa alla capacità 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 ciò vale sia quando parliamo delƭΩƛƴŘƛǾƛŘǳƻ Ŝ ŘŜƭƭŀ ǎǳŀ ŜǎǇŜǊƛŜƴȊŀ 
όWŜŘƭƻǿǎƪƛΣ нллфύΣ ǎƛŀ ǉǳŀƴŘƻ ŀƳǇƭƛŀƳƻ ƭƻ ǎƎǳŀǊŘƻ ŎƻƴǎƛŘŜǊŀƴŘƻ ǳƴΩƛƴǘŜǊŀ 
comunità (Halbwachs, 1997). In questa sede, cercheremo di guardare 
soprattutto alle pratiche rimemorative e alle loro evoluzioni negli ambienti 
digiǘŀƭƛ ŜŘ ƛƴǘŜǊŀǘǘƛǾƛ ŘŜƭƭŀ wŜǘŜΣ ǇƻƴŜƴŘƻ ƭΩŀŎŎŜƴǘƻ ǎǳƭ ǾŀƭƻǊŜ ŜƭŀōƻǊŀǘƛǾƻ 
ŘŜƭƭŀ ŎƻƴŘƛǾƛǎƛƻƴŜ ƛƴ ǉǳŜǎǘƛ ǎǇŀȊƛ ǉǳŀƴŘƻ ƭΩŜǎǇŜǊƛŜƴȊŀ ŎƻƭƭŜǘǘƛǾŀ Ǌƛǎǳƭǘŀ 
traumatica. In modo particolare, ci soffermeremo sugli aspetti locativi: la 
memoria infatti può 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); è localizzabile ΨinternamenteΩ, 
ovvero in precise aree cerebrali, o ΨesternamenteΩ, in supporti di 
archiviazione di massa.  
[ΩŜƭŀōƻǊŀȊƛƻƴŜ Řƛ ǳƴΩŜǎǇŜǊƛŜƴȊŀ ƛƴ ǘŜǊƳƛƴƛ ƴŀǊǊŀǘƛǾƛ ŘƛǾƛŜƴŜ Ψun attivo 

ritornare del soggetto sulla propria storia che porta alla luce il sapere non-
ancora-ŎƻǎŎƛŜƴǘŜ Řƛ ŎƛƼ ŎƘŜ ŝ ǎǘŀǘƻΩ (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, 
ǊƛǎǇŜǘǘƻ ŀƭƭΩƻƎƎŜǘǘƻ Řƛ ǎǘǳŘƛƻ ǇǊŜǎŜƴǘŀǘƻ ƴŜƭƭŜ ǇǊƻǎǎƛƳŜ ǇŀƎƛƴŜΣ Ŏƻƛncide 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, però, la competenza narrativa viene meno, come 
sottolinea Jedlowski (2009, p. 20):  

queǎǘƻ ŘŜǇŜǊƛƳŜƴǘƻ ŘŜƭƭΩŜǎǇŜǊƛŜƴȊŀ ŝ ŎƛƼ ŎƘŜ ŀŎŎŀŘŜ ƴŜƭƭŜ ǎƛǘǳŀȊƛƻƴƛ 
ŀŎǳǘŜ Řƛ ŘƛǎŀƎƛƻΣ ŘƻǾŜ ƭΩƛƴŎŀǇŀŎƛǘŁ Řƛ ǊŜƴŘŜǊŜ Ŏƻƴǘƻ ŘŜƭ ǾƛǎǎǳǘƻΣ Řƛ 
stabilire le coordinate della propria esistenza, assume esattamente la 
forma dello spaesamento 

Da questo breve stralcio, Ǌƛǎǳƭǘŀ ŜǾƛŘŜƴǘŜ ƭΩƛƳǇǊŜǎŎƛƴŘƛōƛƭŜ ƭŜƎŀƳŜ ǘǊŀ 
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, è 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 più frammenti narrativi. E tali «artefatti digitali 
presentano caratteristiche peculiari a livello di composizione, autorialità, 
significato, circolazione, lettura, visualizzazione, navigazione, interattività ed 
espressività» (Burdick et al., 2012). Ma non solo. Secondo boyd (2007), lo 
spazio digitale è accostabile a quello geografico, pur presentando degli 
elementi che lo rendono unico e che sono la persistenza ς o permanenza ς 
la scalabilità, la replicabilità e infine la ricercabilità: tutti aspetti che 
intervengono sulla disponibilità 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 
ǎŜƭŜȊƛƻƴŜ Řƛ ƛƴŦƻǊƳŀȊƛƻƴƛ ǊƛƭŜǾŀƴǘƛΣ ƭΩŀǊƎƻƳŜƴǘŀȊƛƻƴŜ Řƛ ŘƛǾŜǊǎŜ ǇǊƻǎǇŜǘǘƛǾŜ Ŝ 
ƭΩƛƴǘŜǊŀȊƛƻƴŜ ǘǊŀ Ǝƭƛ ǳǘŜƴǘƛ ƳŜŘƛŀƴte gli strumenti messi a disposizione della 
piattaforma» (Ferron, 2013, p. 146). Per quanto dinamico e aperto, il 
processo rimemorativo in questo caso è più prossimo alla cosiddetta 
Ψmemoria di confermaΩ (Namer, 1996). 

Sia che si tratti di una mera opportunità 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 ΨbƻƛΣ [Ω!ǉǳƛƭŀΩ, descritto in modo approfondito nel prossimo 
paragrafo, dove si abbina alla rimemorazione, come pratica condivisa, 
ŀǇŜǊǘŀ Ŝ ǇŀǊǘŜŎƛǇŀǘŀΣ ƭΩƻǇǇƻǊǘǳƴƛǘŁ Řƛ ŎƻǎǘǊǳȊƛƻƴŜ Řƛ ǳƴ ŀǊŎƘƛǾƛƻ 
geolocalizzato delle memorie di una città ς [Ω!ǉǳƛƭŀ ς 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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нΦ /Ǌƛǎƛ ŘŜƛ ƭǳƻƎƘƛ Ŝ Ǿƛǎǎǳǘƛ ŘŜƭƭΩŜƳŜǊƎŜƴȊŀΥ ƭŀ 
ricostruzione digitale proposta da Google  
Un terremoto rappresenta un momento di distruzione e di crisi profonda 

ǇŜǊ ƭΩƛƴǘŜǊŀ ŎƻƳǳƴƛǘŁΣ ǳƴ ŜǾŜƴǘƻ ŎŀǘŀǎǘǊƻŦƛŎƻ ŎƘŜ ǎƻǾǾŜǊǘŜ ƛƭ ƴƻǊƳŀƭŜ ƻǊŘƛƴŜ 
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-ǇƻƭƛǘƛŎŀΣ ŘŜǎǘŀōƛƭƛȊȊŀ ƭΩƛƴǘŜǊƻ ǎƛǎǘŜƳŀ ǎƻŎƛŀƭŜ Ŝ ǎƻǘǘƻǇƻƴŜ ŀ ǳƴŀ 
Ψsituazione di stress collettivoΩ (Barton, 1970). Nei casi più 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 è esattamente quanto si è 
ǾŜǊƛŦƛŎŀǘƻ ŀ [Ω!ǉǳƛƭŀΣ ŎŀǇƻƭǳƻƎƻ abruzzese che la notte del 6 aprile 2009 è 
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 è stato oggetto di una serie di ordinanze di inagibilità 
ǊƛƎǳŀǊŘŀƴǘƛ ƭΩƛƴǘŜǊƻ ǇŀǘǊƛƳƻƴƛƻ ŜŘƛƭƛȊƛƻ ǇǳōōƭƛŎƻ Ŝ ǇǊƛǾŀǘƻ Ŝ Řƛ ŘƛǎǇƻǎƛȊƛƻƴƛ Řƛ 
divieto di accesso e percorrenza per i Ψnon addetti ai lavoriΩ ŀƭƭΩƛƴǘŜǊƴƻ Řƛ ǳƴŀ 
vasta area dichiarata Ψzona rossaΩ.  

In questo drammatico scenario prende forma ΨbƻƛΣ [Ω!ǉǳƛƭŀΩ (figura 1 - 
http://www.noilaquila.com), progetto sviluppato da Google in 
collaborazione con il /ƻƳǳƴŜ ŘŜƭƭΩ!ǉǳƛƭŀΣ ƭϥ!bC9 ό!ǎǎƻŎƛŀȊƛƻƴŜ bŀȊƛƻƴŀƭŜ 
Famiglie Emigrati), l'Università degli Studi dell'Aquila e l'architetto inglese 
.ŀǊƴŀōȅ DǳƴƴƛƴƎΦ [ΩƛƴƛȊƛŀǘƛǾŀΣ ōŀǎŀǘŀ ǇǊƛƴŎƛǇŀƭƳŜƴǘŜ ǎǳ ǳƴŀ ǇƛŀǘǘŀŦƻǊƳŀ 
online composta da una mappa digitale navigabile ed editabile, ha un 
duplice obiettivo: Ψricordare il passato della città e preservare il ricordo 
dell'Aquila prima del terremoto, al fine di tramandarlo alle generazioni 
future; e ispirare il futuro dell'Aquila, mobilitando la comunità italiana ed 
internazionale per stimolare il progetto di ricostruzione della città attraverso 
l'utilizzo di modelli 3D.Ω

1
.  

Fornendo le immagini a livello stradale a 360° acquisite da StreetView 
prima del verificarsi del disastro, Google vuole contribuire a far riscoprire - 
seppur digitalmente - ŀƎƭƛ ŀōƛǘŀƴǘƛ ŘŜƭƭΩ!ǉǳƛƭŀ ƭŀ ǎŜƴǎŀȊƛƻƴŜ Řƛ ŎŀƳƳƛƴŀǊŜ 
lungo strade che non sono più percorribili, rivedere posti in cui purtroppo 

                                                        
1 {ŜȊƛƻƴŜ Ψ5ƻƳŀƴŘŜ ŦǊŜǉǳŜƴǘƛΩ ŘŜƭ ǎƛǘƻ ƘǘǘǇΥκκǿǿǿΦƴƻƛƭŀǉǳƛƭŀΦŎƻƳκ 
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non potranno far ritorno, e ritrovare palazzi e monumenti che attualmente 
non esistono più, facendo in modo che quanto è andato distrutto non venga 
dimenticato e permettendo agli utenti di condividere online un loro ricordo. 

 

Figura 1 Schermŀǘŀ ƛƴƛȊƛŀƭŜ ŘŜƭƭŀ ǇƛŀǘǘŀŦƻǊƳŀ ΨbƻƛΣ [ϥ!ǉǳƛƭŀΩ. 

Potenzialmente il più grande merito di ΨNoi, [Ω!ǉǳƛƭŀΩ è quello di non 
considerare la città come un semplice spazio geografico, ma di vederla 
anche come una rete di relazioni, storie, desideri, dando visibilità 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 ΨbƻƛΣ [Ω!ǉǳƛƭŀΩ 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 ΨMirai e no kiokuΩ, ovvero ΨMemorie per il futuroΩ, consente di 
ŦŀǊŜ ǳƴŀ ŎƻƳǇŀǊŀȊƛƻƴŜ ǘǊŀ ƛƭ ǇǊƛƳŀ Ŝ ƛƭ ŘƻǇƻ Ŝ Řƛ ǾŜŘŜǊŜ ƭΩŀǘǘǳŀƭŜ ǎƛǘǳŀȊƛƻƴŜ 
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 Ψ911digitalarchiveΩ, una raccolta 
online di racconti, immagini, email, documenti, suoni e video relativi agli 
ŀǘǘŜƴǘŀǘƛ ǘŜǊǊƻǊƛǎǘƛŎƛ ŘŜƭƭΩмм ǎŜǘǘŜƳōǊŜ нллмΣ Ŝ ƛƴ ΨHDMB (Hurricane Digital 
aŜƳƻǊȅ .ŀƴƪύΣ ŀǊŎƘƛǾƛƻ ƻƴƭƛƴŜ ŎǊŜŀǘƻ ŀ ǎŜƎǳƛǘƻ ŘŜƭƭΩǳǊŀƎŀƴƻ YŀǘǊƛƴŀ ŎƘŜ ƴŜƭ 
2005 colpì la città di New Orleans.  

La piattaforma ΨbƻƛΣ [Ω!ǉǳƛƭŀΩ è composta da due sezioni specifiche 
(figura 1):  
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1) ΨEsplora e ricordaΩ, che, grazie alle immagini precedentemente 
catturate da Google Street View, consente alle persone di girovagare 
ǾƛǊǘǳŀƭƳŜƴǘŜ ǇŜǊ ƭŀ ŎƛǘǘŁ ǇǊƛƳŀ ŘŜƭ ǘŜǊǊŜƳƻǘƻΦ [ΩǳǘŜƴǘŜ Ƙŀ ƭŀ Ǉƻǎǎƛōƛƭità di 
selezionare uno o più luoghi e condividere memorie testuali o visuali legate 
al passato degli stessi;  

2) ΨIspira il futuroΩ, 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 città. 

Parlando di ΨbƻƛΣ [Ω!ǉǳƛƭŀΩ il sindaco Massimo Cialente ha sottolineato 
ŎƘŜ ƭΩƛƴƛȊƛŀǘƛǾŀ ǊŀǇǇǊŜǎŜƴǘŀ Ψun modo peǊ ŦŀǊ ŎƻƴƻǎŎŜǊŜ ŀƭ ƳƻƴŘƻ [Ω!ǉǳƛƭŀΦ 
ώΧϐ ¦ƴ ǇƻƴǘŜ ǘǊŀ ƴƻƛ Ŝ ƛƭ ŦǳǘǳǊƻΣ ǇŀǎǎŀƴŘƻ ǇŜǊ ǳƴŀ ƳŜƳƻǊƛŀ ŎƻƳǳƴŜ Ŧŀǘǘŀ Řƛ 
emozioni e di ricordi, che sono poi la base della nostra identità e del nostro 
ritrovarci come individui e come collettivitàΩ

2
. 

3. Uno sguardo empirico sul caso di ΨbƻƛΣ [Ω!ǉǳƛƭŀΩ 
[Ωŀƴŀƭƛǎƛ ŘŜƭƭŀ ǇƛŀǘǘŀŦƻǊƳŀΣ ǇǊƻǇƻǎǘŀ ƴŜƭƭŜ ǇǊƻǎǎƛƳŜ ǇŀƎƛƴŜΣ ŝ ŦƻŎŀƭƛȊȊŀǘŀ 

sulla prima sezione della piattaforma ΨbƻƛΣ [Ω!ǉǳƛƭŀΩ - ΨEsplora e ricordaΩ ς la 
sola ad essere stata popolata di contenuti creati dagli utenti

3
Φ [ΩƻōƛŜǘǘƛǾƻ 

generale è quello di comprendere le pratiche e gli ΨeffettiΩ ŘŜƭƭΩƛƴǘŜǊŀȊƛƻƴŜ 
utente-piattaforma, mettendo al centro la narrazione come strumento di 
costruzione e appropriazione di questo spazio digitale. I 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, ΨNoi, 
[Ω!ǉǳƛƭŀΩ 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 [ŀ ǎŜȊƛƻƴŜ ΨLǎǇƛǊŀ ƛƭ ŦǳǘǳǊƻΩΣ ǇƻǘŜƴȊƛŀƭƳŜƴǘŜ Ƴƻƭǘƻ ƛƴǘŜǊŜǎǎŀƴǘŜ ƛƴ ƻǘǘƛŎŀ {¢{Σ ǉǳŀƴŘƻ ŝ ǎǘŀǘŀ 
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 è stato pertanto possibile visualizzare e analizzare i modelli proposti 
dagli utenti della piattaforma.  
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- Gli elementi ΨlocativiΩ della memoria, per comprendere quanto la 
distribuzione dei ricordi potesse restituire una mappa topografica 
della memoria della città; 

- Le caratteristiche narrative dei frammenti condivisi attraverso la 
piattaforma; 

- La relazione con il passato, ovvero il ruolo della dimensione 
ǘŜƳǇƻǊŀƭŜ ŀƭƭΩƛƴǘŜǊƴƻ ŘŜƭƭŀ ƴŀǊǊŀȊƛƻƴŜ Ŝ ƴŜƭƭŀ ŎƻƴŘƛǾƛǎƛƻƴŜ ŘŜƛ 
processi di costruzione della memoria collettiva. 

 
[Ωŀƴŀƭƛǎƛ Ƙŀ ǊƛƎǳŀǊŘŀǘƻ ǘǳǘǘƛ ƛ Ǉƻǎǘ όbҐнтуύ ǇǳōōƭƛŎŀǘƛ ŀ ǇŀǊǘƛǊŜ Řŀ ƎƛǳƎƴƻ 

нлммΣ ƳŜǎŜ ŘŜƭ ƭŀƴŎƛƻ ŘŜƭƭΩƛƴƛȊƛŀǘƛǾŀΣ Ŧƛƴƻ ŀ ŦƛƴŜ ƴƻǾŜƳōǊŜ нлммΦ !ōōƛŀƳƻ 
adottato un approccio integrato, conducendo in prima istanza una lettura di 
tipo quantitativo e, successivŀƳŜƴǘŜΣ ǳƴΩŀƴŀƭƛǎƛ ǉǳŀƭƛǘŀǘƛǾŀ Řƛ ǎǘŀƳǇƻ 
narrativo (Corbetta, 2003; Silverman, 2011; Marvasti, 2004). Tale approccio 
metodologico consente di Ψsemplificare e ridurre una grande massa di dati in 
segmenti organizzatiΩ (Marvasti, 2004, p. 91). Per quanto riguŀǊŘŀ ƭΩŀƴŀƭƛǎƛ 
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 così su che tipo di spazi gli utenti hanno 
preferito concentrare il proprio ricordo.  
[ΩƛƴŘŀƎƛƴŜ ǉǳŀƭƛǘŀǘƛǾŀΣ ƛƴǾŜŎŜΣ Ƙŀ ǇŜǊƳŜǎǎƻ Řƛ ǎƻŦŦŜǊƳŀǊŎƛ ǎǳƭƭŜ 

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 varietà e la 
complessità 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 ΨbƻƛΣ [Ω!ǉǳƛƭŀΩ. Una 
prima lettura mette in luce il prevalere di spazi pubblici, parte della 
memoria storica della città, sottolineando la vocazione ΨcollettivaΩ e 
ŎƻƳǳƴƛǘŀǊƛŀ ŘŜƭƭΩƛƴƛȊƛŀǘƛǾŀ ƭŀƴŎƛŀǘŀ Řŀ DƻƻƎƭŜΦ  

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

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

Tabella 1 Distribuzioni di frequenza relativa alla locazione dei ricordi sulla 
piattaforma di ΨbƻƛΣ [Ω!ǉǳƛƭŀΩ. 

 
 

Scarsamente indicizzati sono i luoghi legati al post-sisma, come le 
tendopoli, quasi a marcare il valore rimemorativo della piattaforma, la cui 
finalità è appunto quella di offrire uno spazio per la ricostruzione della 
memoria della città. A nostro avviso, questa assenza può essere interpretata 
alla luce dei principali studi dedicati alla pratica narrativa a seguito di un 
trauma (Rimè, 2008) che dimostrano come un vissuto particolarmente 
ƭŀŎŜǊŀƴǘŜ Ŏŀǳǎŀ ǎǇŜǎǎƻ ǳƴŀ ŎƻƴǘǊŀǘǘǳǊŀ ƴŜƭƭΩŜǎǇǊŜǎǎƛƻƴŜ ƴŀǊǊŀǘƛǾŀΦ Lƴ fondo, 
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come suggeriscono diversi autori (Jedlowski, 2009; Demetrio, 2009), il 
processo del racconto ΨobbligaΩ il narrante a sottostare alle logiche lineari 
del testo e al contempo a oggettivare quello che è 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 
però precisare che, proprio in virtù della ricchezza narrativa di alcuni 
contributi, un singolo frammento poteva contenere diversi riferimenti 
locativi, mettendo in luce una forte dinamicità topografica dei ricordi 
ŎƻƴƴŜǎǎƛ ŀ [Ω!ǉǳƛƭŀΦ 9ŎŎƻ ŎƘŜ ŘǳƴǉǳŜ ŀ ǇŀǊǘƛǊŜ Řŀƛ Ǿƛǎǎǳǘƛ ƭŜƎŀǘƛ ŀ ǳƴŀ ǎǘǊŀŘŀΣ 
ƭΩŀǳǘƻǊŜ ŘŜƭ Ǉƻǎǘ ǊŀŎŎƻƴǘŀ ƛƭ ǇŜǊŎƻǊǎƻ ǇŜǊ ǊŀƎƎƛǳƴƎŜǊŜ ƭŀ ǎŎǳƻƭŀΣ ŎƻƴŘƛǾƛǎƻ 
con amici e compagni, per arrivare a parlare della sua casa o di altri luoghi 
significativi della città. Questa profondità narrativa che caratterizza la 
maggior parte dei frammenti ci ha spinti ad accostare a una Ψlettura 
distanteΩ una Ψlettura ravvicinataΩ (Burdick et al., 2012).  

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

1. Lƭ ǘŜƳǇƻ ŘŜƭ ǊŀŎŎƻƴǘƻΣ ƻǾǾŜǊƻ ƭŀ ŎƻƭƭƻŎŀȊƛƻƴŜ ǎǳƭƭΩŀǎǎŜ ǘŜƳǇƻǊŀƭŜ 
degli accadimenti riportati nel post. Ci è parso rilevante individuare 
una temporalità della narrazione collocabile su un immaginario 
continuum che va dal passato, il tempo per molti user deƭƭΩƛƴŦŀƴȊƛŀ 
Ŝ ŘŜƭƭΩŀŘƻƭŜǎŎŜƴȊŀΣ ŀƭ ǇǊŜǎŜƴǘŜΤ 

2. Il soggetto della memoria. I post presentano sostanzialmente due 
ǘƛǇƛ Řƛ ŎŜƴǘǊŀǘǳǊŀ ƴŀǊǊŀǘƛǾŀΥ ǎǳƭƭΩio del narratore o sul noi, di volta in 
volta associabile a diversi protagonisti;  

3. Il 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 complessità narrativa dei 
frammenti analizzati. 

Il vissuto personale include i post in cui il soggetto della narrazione è 
ƭΩŀǳǘƻǊŜ ŘŜƭ ǇƻǎǘΦ ±ƛ ŝ ǳƴŀ ŦƻǊǘŜ ŎŜƴǘǊŀǘǳǊŀ ǎǳƭƭΩLh Ŝ ǳƴ ƭŜƎŀƳŜ Ŏƻƴ ǉǳŜƎƭƛ 
ǎǇŀȊƛ ŎƻƴǎƛŘŜǊŀǘƛ ǇǊƛǾŀǘƛ ƳŀǊŎŀǘƛ ǎƻƭƛǘŀƳŜƴǘŜ ŘŀƭƭΩǳǎƻ Řƛ ǇƻǎǎŜǎǎƛǾƛ ŎƻƳŜ Ψla 
mia casaΩ, Ψla mia stradaΩ. Alcuni luoghi condivisi come la scuola, il quartiere 
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o il bar più 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 più complessa è 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 gravità 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 è ancora 
lì, io ho preso una strada nella vita e Francesca anche. Da quella 
estate, non ci siamo più incontrati. Ma il ricordo che rimane è sempre 
bellissimo. (autore: valmarco62 | luogo: Basilica di San Bernardino | 
data del post: 15/06/2011) 

In alcuni casi, infine, il vissuto personale è celato dietro una narrazione 
che sul piano enunciativo appare impersonale e contratta, ma dietro cui è 
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 è 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 realtà questo riferimento al collettivo, 
attraverso il pronome plurale, assume sfumature differenti. In alcuni casi, 
ƛƴŎƭǳŘŜ ƭŀ ŎŜǊŎƘƛŀ Řƛ ǎƻƎƎŜǘǘƛ ǇƛǴ ǾƛŎƛƴƛ ŀƭƭΩŀutore del post: gli amici del 
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quartiere, gli altri membri della famiglia, etc. In altri, è chiaro il riferimento a 
categorie sociali di persone, come ad esempio i molti rimandi nei post al 
Ψpopolo studentescoΩ. In questi casi il noi è aleatorio: abbraccia le proprie 
conoscenze più strette e anche tutti quegli sguardi anonimi che, per il fatto 
Řƛ ŎƻƴŘƛǾƛŘŜǊŜ ǳƴ ƭǳƻƎƻ ƻ ǳƴΩŜǎǇŜǊƛŜƴȊŀΣ ǊƛŜƴǘǊŀƴƻ ƴŜƭƭŀ ŎŀǘŜƎƻǊƛŀ ƛƴŘƛŎŀǘŀΦ 

La dimora che ci ha ospitato per tutto il nostro viaggio universitario, 
Ŧƛƴƻ ŀƭ с ŀǇǊƛƭŜ нллфΦ ώΧϐ {Ŝ ǉǳŜƭƭŀ Ŏŀǎŀ ǇƻǘŜǎǎŜ ǇŀǊƭŀǊŜΣ ǇŀǊƭŜǊŜōōŜ Řƛ 
noi, le ragazze di via chiassetto d'arischia che quella casa l'abbiamo 
vissuta al 100 per cento, di noi, che continuiamo a sentirci nonostante 
ƭŜ ŘƛǎǘŀƴȊŜ ώΧϐ όŀǳǘƻǊŜΥ ǎŎƳƛŀ μ ƭuogo: 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 è un noi impersonale. È marcato il senso di aǇǇŀǊǘŜƴŜƴȊŀ ŀƭƭΩƛŘŜƴǘƛǘŁ 
collettiva e comunitaria, alla città nel suo tradursi in spazio e in storia. Sono 
spesso narrazioni brevi e amare, dense sul piano emotivo e il cui tono è 
ƳŀǊŎŀǘƻ ŘŀƭƭΩǳǎƻ Řƛ ǳƴŀ ǇǳƴǘŜƎƎƛŀǘǳǊŀ ΨforteΩ come i punti esclamativi e le 
virgolette. 

Quel giorno la Piazza era VIVA col suo mercato, come le PERSONE che 
la frequentavano. Quando tornerà 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 
ŎŜƴǘǊƻ [Ω!ǉǳƛƭŀ ƛƴ ǉǳŀƴǘƻ ŎƛǘǘŁ Řƛ ƻǊƛƎƛƴŜ ƳŜŘƛŜǾŀƭŜΣ Ŏƻƴ ŜǾƛŘŜƴǘƛ ǊƛŎƘƛŀƳƛ ŀƭ 
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 città. Utilizzando Namer 
(1996) potremmo parlare in questo caso di una Ψmemoria di confermaΩ, una 
memoria che supporta una storia della città già testata e approvata, 
ƻŦŦǊŜƴŘƻ ǳƴ ƴǳƻǾƻ ŎƻƴǘŜǎǘƻΣ ŘƛƎƛǘŀƭŜ ǇŜǊ ƭΩŀǇǇǳƴǘƻΣ ǇŜǊ ƭŀ ǎǳŀ ŎƻƴŘƛǾƛǎƛƻƴŜ Ŝ 
conservazione. 

Le pratiche narrative messe in atto dai vari utenti possiedono però dei 
tratti comuni. Tutte, infatti, possono essere viste come forme emergenti di 
ǳƴ ƳƻŘƻ ǇƻǎǎƛōƛƭŜ Řƛ ŀŦŦǊƻƴǘŀǊŜ ƭΩŜƭŀōƻǊŀȊƛƻƴŜ ŘŜƭ ǘǊŀǳƳŀ ƭŜƎŀǘƻ ŀƭ 
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, 
ŀƳǇƭƛŦƛŎŀǊŜ ƛƭ ŎƻƳǇƛǘƻ ǎǾƻƭǘƻ ŘŀƭƭΩƛǇǇƻŎŀƳǇƻ όYǳƳŀǊŀ Ŝ aŀƎǳƛǊŜΣ нллрύΦ 

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). 

 

Figura 2 Le tipologie di memorie nel progetto bƻƛ [Ω!ǉǳƛƭŀ. 

 
In alto a sinistra possiamo collocare tutte quelle narrazioni che 

intercettano la memoria personale del soggetto. Sono stralci biografici con 
ǳƴ ŎƻƴǘŜƴǳǘƻ ŀƭǘŀƳŜƴǘŜ ŜƳƻǘƛǾƻ ŎƘŜ ǊŀŎŎƻƴǘŀƴƻ [Ω!ǉǳƛƭŀ ŀǘǘǊŀǾŜǊǎƻ Ǿƛǎǎǳǘƛ 
della gente, punto di incontro tra Storia della città 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. 
Ŏƻƴ ŦŀǘƛŎŀ Ŏƛ ǎƛŀƳƻ ǊŜƛƴǾŜƴǘŀǘŜ ώΧϐ ǇƻǎǎƛōƛƭŜ ŎƘŜ ƛƭ ǎŀŎǊƛŦƛŎƛƻ ƴƻƴ ǾŜƴƎŀ 
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. È 
ƭŀ ǾƻŎŜ ŘŜƭƭŀ ƎŜƴǘŜ ŎƘŜ ǊŀŎŎƻƴǘŀ Řƛ ǎŞΣ ŘŜǎŎǊƛǾŜƴŘƻ [Ω!ǉǳƛƭŀ ŎƻƳŜ ƛƭ ŎƻƴǘŜǎǘƻ 
di vissuti importanti per la propria storia. Possiamo definire questo tipo di 
memoria socio-biografica proprio perché in genere il racconto riporta 
ƳƻƳŜƴǘƛ ŎƘŜ Ŧŀƴƴƻ ǇŀǊǘŜ ŘŜƭƭŀ Ǿƛǘŀ ǎƻŎƛŀƭŜΣ ŎƻƳŜ ƭΩŀƴŘŀǊŜ ŀ ǎŎǳƻƭŀΣ ƛƭ 
frequentare gli scout, o vissuti affini. 

Io e mia sorella ci passavamo la maggior parte del nostro tempo 
ƭƛōŜǊƻΣ ƛƴǎƛŜƳŜ ŀ ǇƻŎƘƛ ŀƳƛŎƛ ŎƘŜ ŀōƛǘŀǾŀƴƻ ƭƜ ƛƴǘƻǊƴƻ ώΧϐ Ho passato 
ǘǳǘǘŀ ƭŀ Ƴƛŀ Ǿƛǘŀ ƛƴ ǉǳŜƭ ǉǳŀǊǘƛŜǊŜ Ŝ ŀƴŎƻǊŀ ŀŘŜǎǎƻ ŎŜ ƭΩƘƻ ƴŜƭ /¦hw9 
!!! (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 più persone. È il caso del ricordo 
accorato di Ψnoi migrantiΩ o di Ψnoi studenti fuori sedeΩ, Ψnoi della via xxxΩ. 
Tutte storie che sono ambientate in luoghi specifici, in genere, strade, vie e 
case, verso cui quel meccanismo semantico di demarcazione descritto poco 
ǎƻǇǊŀ ŝ ǇŀǊǘƛŎƻƭŀǊƳŜƴǘŜ ŦƻǊǘŜΦ [ΩŀǇǇǊƻǇǊƛŀȊƛƻƴŜ ǇƻǎǎŜǎǎƛǾŀ ŘŜƭƭƻ ǎǇŀȊƛƻ 
condiviso, o meglio il bisogno di esplicitarlo narrativamente, interviene sulle 
espressioni utilizzate. In questo modo i percorsi pedonali diventano Ψla 
nostra stradaΩ, le abitazioni Ψil nostro condominioΩ, e così 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 università, centinaia di amici, serate 
indimenticabili episodi unici, a volte paradossali, giornate sempre 
incredibili. Gli anni più 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 già citati di ricostruzioni storiche, ma anche alcuni 
vissuti riferiti a pratiche comuni, che appartengono alla ΨƎŜƴǘŜ ŘŜƭƭΩ!ǉǳƛƭŀΩ.  

Si ricostruisce attraverso il racconto dunque, una memoria urbana 
collettiva, la memoria della città e dei suoi abitanti. 
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5. Conclusioni 
! ƭƛǾŜƭƭƻ ƎŜƴŜǊŀƭŜ ƭΩŀƴŀƭƛǎƛ ŘŜƛ ŎƻƴǘŜƴǳǘƛ ǇǊŜǎŜƴǘƛ ŀƭƭΩƛƴǘŜǊƴƻ ŘŜƭƭŀ 

piattaforma ΨbƻƛΣ [Ω!ǉǳƛƭŀΩ 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 così quanto già emerso da studi precedenti 
(Farinosi e Micalizzi, 2013; Farinosi e Treré, 2014). Realtà materiale e realtà 
digitale si co-ŎƻǎǘǊǳƛǎŎƻƴƻ ŘƛŀƭŜǘǘƛŎŀƳŜƴǘŜ ƭΩǳƴ ƭΩŀƭǘǊŀΣ ŘŀƴŘƻ Ǿƛǘŀ ŀ ǉǳŜƭƭŀ 
che possiamo definire come Ψsocietà aumentataΩ (Jurgenson, 2012). 
LƴŘŀƎŀƴŘƻ ƭΩƛƴǘŜǊŎƻƴƴŜǎǎƛƻƴŜ ŜǎƛǎǘŜƴǘŜ ǘǊŀ ƴŀǊǊŀȊƛƻƴŜ Ŝ ǘŜŎƴƻƭƻƎƛŜΣ 

ŀōōƛŀƳƻ Ǉƻǘǳǘƻ ǾŜŘŜǊŜ ŎƻƳŜ ƭΩƛƴƛȊƛŀǘƛǾŀ ǇǊƻƳƻǎǎŀ Řŀ DƻƻƎƭŜ ŘƻǇƻ ƛƭ 
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. È 
emerso inoltre il ruolo importante giocato nella conservazione della storia 
individuale e collettivŀ ŘŜƭƭΩ!ǉǳƛƭŀΣ ƴŜƭƭŀ ǊŀŎŎƻƭǘŀ ŘŜƭƭŜ ŜǎǇŜǊƛŜƴȊŜ ǇŀǎǎŀǘŜ 
dei suoi cittadini, e nello sviluppo di pratiche di resilienza nella fase del post-
terremoto. Prima di concludere occorre però soffermarci su alcune ulteriori 
considerazioni. Se, infatti, da un lato, il progetto di Google si è rivelato uno 
strumento innovativo per condividere e conservare i ricordi relativi a 
[Ω!ǉǳƛƭŀ ǇǊƛƳŀ ŘŜƭ ǎƛǎƳŀ ŘŜƭ нллфΣ ŘŀƭƭΩŀƭǘǊƻ ōƛǎƻƎƴŀ ǊƛŎƻƴƻǎŎŜǊŜ ŎƘŜ Řŀƭ 
punto di vista quantitativo non è 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 è 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. 
ΨbƻƛΣ [Ω!ǉǳƛƭŀΩ, dunque, è 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 Ψtop-
downΩ. Pur presentando, per lo meno a livello strutturale, grandi 
ǇƻǘŜƴȊƛŀƭƛǘŁΣ ǎƛ ǇƻƴŜ ŎƻƳŜ ǳƴƻ ǎǘǊǳƳŜƴǘƻ Ŏŀƭŀǘƻ ŘŀƭƭΩŀƭǘƻ ŎƘŜ ƴƻƴ 
riesce a coinvolgere pienamente la popolazione locale. 
 

Futuri svƛƭǳǇǇƛ ŘŜƭƭŀ ǊƛŎŜǊŎŀ ǇǊŜǾŜŘƻƴƻ ƛƴ ǇǊƛƳŀ ƛǎǘŀƴȊŀ ƭΩŀƴŀƭƛǎƛ ŘŜƛ 
contenuti visuali condivisi dagli utenti sulla piattaforma, e, successivamente, 
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ƛƴ ǳƴΩƻǘǘƛŎŀ ŎƻƳǇŀǊŀǘƛǾŀΣ ƭΩŀƴŀƭƛǎƛ Řƛ ƛƴƛȊƛŀǘƛǾŜ ŀƴŀƭƻƎƘŜ Ŏƻƴdotte 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. 
Enrico GANDOLFI*a and Ilaria MARIANI b 

a 
Luiss ΨGuido CarliΩ University of Rome; 

b 
Politecnico di Milano 

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 Ψto play a gameΩ means, we would be rather in a 
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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 ¢ƛƭǘŦŀŎǘƻǊΩǎ aŀǎǎƛǾŜƭȅ aǳƭǘƛǇƭŀȅŜǊ ¦Ǌōŀƴ DŀƳŜs: 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 ς PGs and G4Cs in 
particular ς 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 
ǘƻ ōŜǘǘŜǊ ƻōǎŜǊǾŜ ŀƴŘ ǳƴŘŜǊǎǘŀƴŘ ǇƭŀȅŜǊǎΩ 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 
ǇƭŀȅŜǊǎΩ 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 ς and are often influenced by 
ς the game (Mayra, 2008). As every human practice, also the ludic one 
happens within a specific Ψhere and nowΩ; a dimension that constantly 
ŀŦŦŜŎǘǎ ǇƭŀȅŜǊǎΩ ōŜƘŀǾƛƻǳǊǎ ǘƘǊƻǳƎƘ ǘƘŜ ŘƛŀƭƻƎǳŜ ǘƘŀǘ ǘŀƪŜǎ ǇƭŀŎŜ ǿƛǘƘƛƴ ǘƘŜ 
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 
ŘƛǎŎƛǇƭƛƴŜΣ ōƻǊƴ ŀǘ ǘƘŜ ŜƴŘ ƻŦ ΨфллΣ ǿƘŜǊŜƛƴ ƪƴƻǿƭŜŘƎŜ ŦǊƻƳ ŀ ƭŀǊƎŜ ǎŜǘ ƻŦ 
backgrounds merges. As observed by Mayra (2008, p. 6), they are Ψa 
multidisciplinary field of study and learning with games and related 
phenomena as its subject matterΩ, 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: 
Ψ{ǳƳƳƛƴƎ ǳǇ ǘƘŜ ŦƻǊƳŀƭ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎǎ ƻŦ Ǉƭŀȅ ǿŜ ƳƛƎƘǘ Ŏŀƭƭ ƛǘ ŀ ŦǊŜŜ ŀŎǘƛǾƛǘȅ 
standing quite consciously outside "ordinary" life [...], but at the same time 
absorbing the player inteƴǎŜƭȅ ŀƴŘ ǳǘǘŜǊƭȅΩΦ !ƭƳƻǎǘ ǎŜǾŜƴǘȅ ȅŜŀǊǎ ƭŀǘŜǊΣ {ŀƭŜƴ 
and Zimmerman (2004, p. 366) recovered and evolved the magic circle 
concept and propose a remarkable definition that efficaciously describes 
play as: Ψ¢ƻ Ǉƭŀȅ ŀ ƎŀƳŜ ƛǎ ǘƻ ƳƻǾŜ ƛƴǘƻ ǘƘŜ ƳŀƎƛŎ ŎƛǊŎƭŜΣ ǘƻ ƳƻǾŜ ŦǊƻƳ ǘƘŜ 
ŘƻƳŀƛƴ ƻŦ ŜǾŜǊȅŘŀȅ ƭƛŦŜ ƛƴǘƻ ŀ ǎǇŜŎƛŀƭ ǇƭŀŎŜ ƻŦ ƳŜŀƴƛƴƎΩΦ Lƴ ǘƘŜ ƭƛƎƘǘ ƻŦ ǘƘŀǘΣ 
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 ς 
psychological, emotional, cognitive, behavioral, just to mention a few ς 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 
ƛǎƴΩǘ ŀŎǘǳŀƭƭȅ ŀ ŎƻƳƳƻƴ ŀƴŘ ƎŜƴŜǊŀƭƛȊŜŘ ŜȄǇŜǊƛŜƴŎŜΦ CŀǊ ŦǊƻƳ ƛǘΣ ŜŀŎƘ ƎŀƳŜ 
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 ΨcircleΩ, 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 ς 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 Ψsafe experienceΩ 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 Ilaria 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 ΨmappingΩ of the 
Ψexperiential cornerstonesΩ 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 ς above all ς 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 
Ŏŀƴ ƛƴŘŜŜŘ ōŜ ǳǎŜŦǳƭ ǘƻ ƻǳǘƭƛƴŜ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭΩǎ Ǉƭŀȅ ŜȄǇŜǊƛŜƴŎŜ ŀƴŘ ǘƘŜ 
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 Ψhere and nowΩ 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. ΨAs an element in the world, each pattern is 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 
relevantΩ (Alexander, 1979, p. 247). They can be developed 
personally and in group, anyway a significant role is played by the 
ΨaccountsΩ: 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 I drink my coffee, 
then I read the newspaper and finally I eat biscuits) or going to the 
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post-office (e.g., first I take the turn number, then I sit down waiting 
for the call, finally I 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.  

 

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 Ψtrial and errorΩ 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 
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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.  

 

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 ς 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 ς 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 ΨcapitalΩ in terms of rules, ability and predisposition when 
he/she begins a new one). 

Third level ς 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). 

 

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 
ŜȄǇŜǊƛŜƴŎŜ όƎǊŜȅ ǇŀǘƘύ ŎŀƴΩǘ ǿƻǊƪ ŀƴȅƳƻǊŜΦ ! ŎƘŀƴƎŜ ƻŎŎǳǊǎ ŀƴŘ ǇǊƻǾƻƪŜǎ 
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 
Ψanalytic paralysisΩ, 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 Ilaria 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 
ƳŜŀƴƛƴƎ ŀƴŘ ƛƴǘǊƻŘǳŎŜ ōŜƴŜŦƛǘǎ ƛƴ ǇƭŀȅŜǊǎΩ ƭƛǾŜǎ ŀƴŘ ŜǾŜǊȅŘŀȅ ŀŎǘƛǾƛǘƛŜǎΤ ŦƻǊ 
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 
ƛƳƳƛƎǊŀƴǘǎΩ ŎǊƛǘƛŎŀƭ ǎƛǘǳŀǘƛƻƴΣ ƛƴ ƻǊŘŜǊ ǘƻ ƛƴŎǊŜŀǎŜ ŜƳǇŀǘƘȅ ŀƴŘ 
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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Figure 4 The Evidence-Interpretation Matrix applied to the mission Ψbuy an appleΩ 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 Ψeveryday lifeΩ, 
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 Ψtaken for grantedΩ to Ψstranger-orientedΩ 
(ΨI am in a foreign country where anyone understands meΩ), 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.  

 

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 
increŀǎŜ ŎƻƴǎŎƛƻǳǎƴŜǎǎ ŀƴŘ ǎŜƴǎƛǘƛǎŜ ǘƘŜƳ ǘƻ ǘƘŜ ŎƻƳƳǳƴƛǘȅΩǎ ŜǾŜǊȅŘŀȅ 
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 ΨchangeΩ 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 ΨswitchΩ that is on the ground of a possible change of 
perspective happens. This observations becomes of clear evidence for the 
ŘŜǎƛƎƴŜǊ ǿƘƻ Ƙŀǎ ǘƻ ǳƴŘŜǊǎǘŀƴŘ ƛŦ ǘƘŜ tD ƻǊ Dп/Ωǎ ƳŜŎƘŀƴƛŎǎ ŀǊŜ ŜŦŦƛŎƛŜƴǘƭȅ 
woǊƪƛƴƎ ŀƴŘ ǎǳƎƎŜǎǘƛƴƎ ŀ ǊŜŦƭŜŎǘƛƻƴ ƻƴ ǇƭŀȅŜǊΩǎ Ƙŀōƛǘǎ ŀƴŘ ōŜƘŀǾƛƻǳǊǎΤ ŀƴŘ 
for the researcher ς if the researcher does not correspond to the designer ς 
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 
Congrès IntŜǊƴŀǘƛƻƴŀǳȄ ŘΩ!ǊŎƘƛǘŜŎǘǳǊŜ aƻŘŜǊƴŜ ό/L!aύΦ wŜŎŜƴǘ ǎǘǳŘƛŜǎ 
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 /ƻƴƎǊŝǎ LƴǘŜǊƴŀǘƛƻƴŀǳȄ ŘΩ!ǊŎƘƛǘŜŎǘǳǊŜ aƻŘŜǊƴŜ 
(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 ǳƴΩŀƭǘǊŀ ƳƻŘŜǊƴƛǘà, 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 II 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 
ǘŜŎƘƴƛŎŀƭ ŜȄǇŜǊǘǎ ǘƻ ŘƛǎǎŜƳƛƴŀǘŜ ƛǘǎ ǘƻǿƴ ǇƭŀƴƴƛƴƎ ƳŜǎǎŀƎŜΦ wƛōƻƭŘŀȊȊƛΩǎ 
account also demonstrates that ς with the positive exception of the IFHTP 
congress at Mexico City in 1938 ςthe transnational dialogue of the IFHTP 
ǿŀǎ ǊƻƻǘŜŘ ƛƴ ǘƘŜ ²ŜǎǘŜǊƴ ²ƻǊƭŘΣ ǿƛǘƘ ŘŜŦƛƴƛǘŜ ŀƴŎƘƻǊ Ǉƻƛƴǘǎ ƛƴ ΨƛƳǇŜǊƛŀƭ 
9ǳǊƻǇŜΩΦ wƛōƻƭŘŀȊȊƛ ŘƻŜǎ ƴƻǘ ŜƭŀōƻǊŀǘŜ ƻƴ ǘƘŜ ǎǘǊǳŎǘǳǊŜ ƻŦ ǘƘŜ LCI¢tΣ ƴƻǊ 
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 
ŎƻƴǾƛŎǘƛƻƴǎΦ Lƴ ǘƘŜ мфолǎΣ !ƳŜǊƛŎŀƴ ΨbŜǿ 5ŜŀƭŜǊǎΩ ŀǊƻǳƴŘ ǘƘŜ tǳōƭƛŎ 
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 Klöti 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 
ƳƻǘƛǾŜ ŘŜǊƛǾŜŘ ŦǊƻƳ ŀǊǘ ƘƛǎǘƻǊƛƻƎǊŀǇƘȅΣ ŀƴŘ WƻǎŜǇƘ {ŎƘǳƳǇŜǘŜǊΩǎ ŎƭŀǎǎƛŎ 
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'

1
. 

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 ōŜ ǳǎŜŘ ǘƻ ŦǳǊǘƘŜǊ ƻƴŜΩǎ Ǝƻŀƭǎ ŀǘ ƘƻƳŜΦ Lƴ Ƙƛǎ ƳŜƳƻƛǊǎ 
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 
9ƳƛƭŜ ±ƛƴŎƪ ŦǊƻƳ .ŜƭƎƛǳƳ ŀƴŘ Ƙƛǎ ΨƘŜƴŎƘƳŀƴΩ DŜƻǊƎŜ aƻƴǘŀƎǳ IŀǊǊƛǎΦ ¢ƘŜȅ 
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 Congrès 
Internationaux des Habitations à Bon Marché (CIHBM). They wanted to set 
up an Ψa circulatory regimeΩ: 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 drastiŎŀƭƭȅ ǇǊǳƴŜŘ ǘƘŜ ƳǳƴƛŎƛǇŀƭƛǘƛŜǎΩ ƭƛōŜǊǘƛŜǎ ƻŦ ŀŎǘƛƻƴ ƻƴ ǘƘŜ 
international stage. The UIV 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 
ƳŜƳōŜǊǎ ƻǊ ƘŀŘ ǘƻ ΨǎƘƻǇ ŀǊƻǳƴŘΩ ŀǘ ƻǘƘŜǊ ǘǊŀƴǎƴŀǘƛƻƴŀƭ ǇƭŀǘŦƻǊƳǎΦ !ǎ ŀ 
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 
ΨƛƳǇƻǎŜΩ ǘƘŜƛǊ ŘƻƳŜǎǘƛŎ ŀƎŜƴŘŀ ǳǇƻƴ ŀƴ ƛƴǘŜǊƴŀǘƛƻƴŀƭ ŀudience. 

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 
ǇƻƭƛŎȅ ƻŦ Ψǘƻǿƴ ǇƭŀƴƴƛƴƎ ƻƴ ƎŀǊŘŜƴ Ŏƛǘȅ ƭƛƴŜǎΩΣ ŘŜƭƛǾŜǊŜŘ ōȅ ǇǊƻǘŀƎƻƴƛǎǘǎ ƻŦ 
the British garden city movement.  

World War I 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 ς 
designers, administrators, lawyers, technicians et cetera ς 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 
planning

2
. 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 autonomy

3
. hōǾƛƻǳǎƭȅΣ ǘƘŜ ŎƻƴǘƛƴŜƴǘŀƭ ΨƘƻǳǎŜǊǎΩ ǘƘƻǳƎƘǘ ǘƘŜ LCI¢t 

was still too British. The IFHTP accepted these terms and subsequently the 
CIHBM formally transferred its activities to the IFHTP in 1926

4
. 

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 
ŀǳǘƘƻǊƛǘȅ ǘƻ ǎŜŎǳǊŜ ǎǳǇǇƻǊǘ ŦǊƻƳ ǘƘŜ ƘƻǎǘƛƴƎ ŎƻǳƴǘǊȅΦ ¢Ƙƛǎ ΨƘƻǳǎƛƴƎ 
ŎƻƴǘǊƻǾŜǊǎȅΩ ǿŀǎ ŀ ŘƛǊŜŎǘ ŎƻƴŦǊƻƴǘŀǘƛƻƴ ōŜǘǿŜŜƴ ǇƻƭƛǘƛŎŀƭ ŎƻƴǾƛŎǘƛƻƴǎΦ ¢ƘŜ 
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 23rd, 1925 and minutes of the 
Executive Committee, September 26th, 1925. 
3International Institute for Social History. Wibaut Papers. Folder 346. Correspondence between 
Wibaut and other CIHBM 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 city
5
 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.

6
 The IFHTP deliberately sought the vicinity of 

other major international events ς world exhibitions, international planning 
exhibitions and congresses, et cetera ς 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.

7
 

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 
ǘǊŀƴǎƴŀǘƛƻƴŀƭ ŜƴǾƛǊƻƴƳŜƴǘΦ Ψ¢ŜŎƘƴƻŎǊŀǘƛŎ ƛƴǘŜǊƴŀǘƛƻƴŀƭƛǎƳΩ ǊŜǇǊŜǎŜƴǘŜŘ ŀ 
language to transcend political convictions and national peculiarities (Schot 
and Lagendijk, 2008). 
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[ΩŀǇǇǊƻŎŎƛƻ ǎǘƻǊƛŎƻ ŀƭ ŘŜǎƛƎƴΦ {ǘŜǊŜƻǘƛǇƛΣ 
ŀǇƻǊƛŜΣ ǇŀǊŀŘƛƎƳƛ όΚύ  
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Politecnico di Milano 

Discrasie di storiografia del design coinvolgono altrettante problematiche 
circa le sue accezioni: dal disegno industriale alle più 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. Così emergono improprie disarticolazioni in quel 
continuum di processi, dinamiche, rotture talora sovvertitrici di paradigmi: 
non ravvisandosi in effetti sovversioni avulse da pulsioni anticipatrici. 
{ƛƳƛƭƳŜƴǘŜ ƻƎƴƛ ǎǘƻǊƛŀ ŘŜƭƭΩƛƴƴƻǾŀȊƛƻƴŜ ŜƳŜǊƎŜ Řŀ ǉǳŜƭƭŀ ŦŀǎŎƛŀ Řƛ 

confine che distingue ma non separa differenti fattualità operative, modi di 
ǇǊƻŘǳȊƛƻƴŜΣ ŜŎŎΦΥ ŎƻǎƜΣ ŀǘǘŜƎƎƛŀƳŜƴǘƛ ƴƻƴ ŘŜǘŜǊƳƛƴƛǎǘƛŎƛ ƴŜƭƭΩƛƴǘŜǊǇǊŜǘŀȊƛƻƴŜ 
dei processi storici si fondano anche sulle capacità di snidare antefatti che 
anticipano caratteri di epoche successive. Né le componenti socio-tecniche, 
ǎǇŜǎǎƻ ƛƴǾƻŎŀǘŜ ǇŜǊ ǳƴ ŎƻǊǊŜǘǘƻ ŀǇǇǊƻŎŎƛƻ ŀƭ ŘŜǎƛƎƴ Ŝ ŀƭƭΩƛƴƴƻǾŀȊƛƻƴŜΣ 
sfuggono a riduzionismi in ricognizioni lacunose di fatti storici: emergono 
invece, quanto più ridefinizioni storiografiche rimuovono lacune. Possono così 
restituirsi accezioni dinamicamente aggiornate di storia del design (e 
ŘŜƭƭΩƛƴƴƻǾŀȊƛƻƴŜύΣ Ŝ ǊƛŎƻǎǘǊǳȊƛƻƴƛ ŎƛǊŎŀ ƛƭ ǎŜƴǎƻ όƻ ƛ ǇŀǊŀŘƛƎƳƛΚύ ŘŜƭƭŜ ƭƻǊƻ 
ricorrenti connotazioni. 

Keywords: Storiografia; design; criticità 
 

Quella gerarchia di valori che presso Goethe o Winckelmann determina 
la ŎƻƴŎŜȊƛƻƴŜ ŘŜƭƭΩŀǊǘŜ, talora: 

 
ώΧϐ non esercita più alcun influsso. Certo, sarebbe errato ritenere che così 
ǾŜƴƎŀ ǎŎŀǊŘƛƴŀǘŀ ƭŀ ǎǘŜǎǎŀ ŎƻƴǎƛŘŜǊŀȊƛƻƴŜ ŘƛŀƭŜǘǘƛŎŀ ŘŜƭƭΩŀǊǘŜΦ /ƛƼ ƴƻƴ 
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può avvenire prima che i disiecta membra ŎƘŜ ƭΩƛŘŜŀƭƛǎƳƻ ŎŜǊŎŀ Řƛ ǘŜƴŜǊŜ 
insieme, la rappresentazione storica dŀ ǳƴ ƭŀǘƻ Ŝ ƭΩapprezzamento 
ŘŀƭƭΩŀƭǘǊƻΣ ǎƛŀƴƻ ŘƛǾŜƴǘŀǘƛ ǳƴΩǳƴƛŎŀ Ŝ ƳŜŘŜǎƛƳŀ Ŏƻǎŀ Ŝ ǎǳǇŜǊŀǘƛ ŎƻƳŜ ǘŀƭƛΦ 
La soluzione di questo problema rimane riservata a una scienza della 
storia che non abbia più come oggetto un groviglio di puri dati di fatto, 
bensì quel gruppo definito di fili che rappresenta la trama di un passato 
ƴŜƭƭΩƻǊŘƛǘƻ ŘŜƭ ǇǊŜǎŜƴǘŜ. (Benjamin, 1937, trad. it. p. 93) 

 
Qualcosa di simile può argomentarsi circa le discipline del design. Queste 

ultime peraltro ormai assumono connotazioni estremamente diversificate, e 
spesso in sostanziale discontinuità con assunti classici (o presunti tali) di 
disegno industriale. Qui in effetti quel groviglio di puri dati di fatto, che non 
può ancora rappresentare ƭŀ ǘǊŀƳŀ Řƛ ǳƴ Ǉŀǎǎŀǘƻ ƴŜƭƭΩƻǊŘƛǘƻ ŘŜƭ ǇǊŜǎŜƴǘŜ 
(Benjamin, 1937), si addensa tanto più a fronte di un flusso, pressoché 
incessante, che costantemente pervade ridefinizioni, connotazioni, sviluppi 
ŘƛǎŎƛǇƭƛƴŀǊƛΣ ǇǊƻǇǊƛ Řƛ ǉǳŜǎǘΩŀǊŜŀ Řƛ ƛƴǘŜǊŜǎǎŜ Ŝ ǇƻǎƛǘƛǾŀƳŜƴǘŜ ŜǎǇŀƴǎƛǾŀ όǇǳǊ 
con i problemi che, come in parte si vedrà, possono evincersi) dei suoi 
originari background e sedimentazioni esperenziali. Tuttavia, soprattutto le 
ǘǊŀŘƛȊƛƻƴƛ ǊŜƭŀǘƛǾŀƳŜƴǘŜ ǊŜŎŜƴǘƛ ŘŜƭƭŜ ŘƛǎŎƛǇƭƛƴŜ ŘŜƭ ŘŜǎƛƎƴ όŘŀƭƭΩoriginario 
industrial design al fashion design, al social design, ecc.), o ƭΩŀǎǎǳƴȊƛƻƴŜ Řƛ 
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 
Ǿƻƭǘŀ ƛƴǘƻǊƴƻ ŀƭ мфнт Řŀ 9ǊƴŜǎǘ 9ƭƳƻ /ŀƭƪƛƴǎ όtǳƭƻǎΣ мфуоύΣ ŀ ƛƴŘƛŎŀǊŜ ƭΩŜǎƛǘƻ 
ŘŜƭƭΩŀǘǘƛǾƛǘŁ Řƛ ǳƴ ǇǊƻƎŜǘǘƛǎǘŀ ŎƘŜ ƭŀǾƻǊŀ ŀ ŦƛŀƴŎƻ ŘŜƭƭΩƛƴŘǳǎǘǊƛŀ ƴŜƭƭŀ 
ŘŜŦƛƴƛȊƛƻƴŜ Řƛ ǳƴ ǇǊƻŘƻǘǘƻ Řƛ ǎŜǊƛŜΣ Ŏƻƴ ƭΩƻōƛŜǘǘƛvo 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 già in uso, è 
sostituito da una sua disinvolta traduzione, disegno industriale, nonostante 
tale locuzione (avendo il precedente di una sua sedimentata connotazione 
ƴŜƭƭΩŀƳōƛǘƻ ƻǇŜǊŀǘƛǾƻ ŘŜƭ Řƛǎegnatore industriale) potesse ingenerare non 
ǇƻŎƘŜ ǇŜǊǇƭŜǎǎƛǘŁΦ {ǳŎŎŜǎǎƛǾŀƳŜƴǘŜΣ Ŏƻƴ ƭΩŀŎŎǊŜŘƛǘƻ ŘŜƭ soft power 
ŀƳŜǊƛŎŀƴƻ Ŝ ƭŀ ƳŀƎƎƛƻǊ ŘƛŦŦǳǎƛƻƴŜ ŘŜƭƭŀ ƭƛƴƎǳŀ ƛƴƎƭŜǎŜ ǇŜǊ ƭΩǳǎƻ ŘŜƭƭŜ 
ƳƻŘŜǊƴŜ ǎǘǊǳƳŜƴǘŀȊƛƻƴƛ ƛƴŦƻǊƳŀǘƛŎƘŜΣ ƭΩƻǊƳŀƛ ŘŜǎǳŜǘƻ disegno industriale 
diviene (nella vulgata italica) design: termine certamente più rapido, ma 
suscettibile di altre impreviste promiscuità. 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 queƭƭƛ ŘŜƭƭΩƛƴŘǳǎǘǊƛŀƭ ŘŜǎƛƎƴΣ ǇŜǊƭƻƳŜƴƻ ƭŀŘŘƻǾŜ ƴƻƴ ƭƻ ǎƛ 
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 attività che implichi scelte e formalizzazioni 
ƻǊƎŀƴƛȊȊŀǘƛǾŜΣ ǉǳŜƭƭŀ ŘŜƭ ǇǊƻƎǊŀƳƳŀǘƻǊŜ ŜƭŜǘǘǊƻƴƛŎƻΣ ŘŜƭƭΩƛƴƎŜƎƴŜǊŜ 
gestionale, del bancario che individua rocamboleschi prodotti finanziari, e 
ǉǳŀƴǘΩŀƭǘǊƻΥ ŎƻǎƜ ŎƻƳŜ Ǝƭƛ atti creativi, che esulano da previsioni di serialità. 

Il mondo dei prototipi, degli oggetti vintage, degli artefatti artigianali con 
alto contenuto di ricerca ŦƻǊƳŀƭŜΣ ǊŜƎƛǎǘǊŀ ƛƴ ǉǳŜǎǘƛ ŀƴƴƛ ǳƴΩƛƳǇǊŜǾƛǎǘŀ 
fortuna grazie a un articolato network di selezionate gallerie artistiche, 
ŀƴǘƛǉǳŀǊƛΣ ŎŀǎŜ ŘΩŀǎǘŀΣ ŜŎŎΦΣ ŎƘŜΣ ǾŀƭƻǊƛȊȊŀǘƻ Řŀ ƛōǊƛŘƛ ŜǾŜƴǘƛ ŀƴƴǳŀƭƛ όDesign 
Miami, per esempio), sponsorizza ƭΩƻƎƎŜǘǘƻ ŎƻƳŜ ŜƭŜƳŜƴto di status symbol 
(lusso, esclusività, ecc.): il fenomeno, gonfiatosi a dismisura, richiede 
ǳƴΩetichetta, e si viene così accreditando come design art, con appagamento 
di operatori e clienti, ma ingenerando ulteriore confusione in uno contesto 
già 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 
ƭΩŜǎƻǊŘƛƻ ŘŜƭ ƴǳƻǾƻ ǎŜŎƻƭƻΣ ƛƭ ŘŜǎƛƎƴ ǎƛ ǇǊŜǎǘŀ ŀ ǳƭǘŜǊƛƻǊƛ ŘŜŎƭƛƴŀȊƛƻƴƛΣ ǉǳŜƭƭŀ 
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 
centralità 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 
ŘŜƭ ǎƻŎƛƻƭƻƎƻΣ ŘŜƭƭΩŜŎƻƴƻƳƛǎǘŀΣ ŘŜƭ ŘƛǊŜǘǘƻǊŜ Řƛ ƳǳǎŜƻΣ ŘŜƭ ǇƻƭƛǘƛŎƻΣ 
ǳƎǳŀƭƳŜƴǘŜ ŘŜǘŜǊƳƛƴŀƴǘƛ ƴŜƭƭΩŀǎǎǳƴȊƛƻƴŜ ŘŜƭƭŜ ŘŜŎƛǎƛƻƴƛ Ŝ ƴŜƭƭŀ ŘŜŦƛƴƛȊƛƻƴŜ 
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 
ǊŜƛǘŜǊŀ ƭΩŀǎǎŜƴȊŀ Řƛ ŦƛƎǳǊŜ ŎƘŜ ƻǇŜǊƛƴƻ ŎǊƛǘƛŎŀƳŜƴǘŜ ƴŜƭƭΩŀƳōƛǘƻ Řƛ 
ǳƴΩƻǇǇƻǊǘǳƴŀ ǇŜǊƛƳŜǘǊŀȊƛƻƴŜ Ŝ ŘŜŦƛƴƛȊƛƻƴŜ ŘŜƭƭŀ ŘƛǎŎƛǇƭƛƴŀΣ ŎƻǎƜ 
consentendo la sussistenza di ambiguità, come quella di prestazioni 
progettuali di fatto limitate ad attività di mera meta-progettazione, prive di 
credibili possibilità di emersione come tali (e delle salutari contromisure che 
credibilmente se ne opporrebbero), e dunque attivamente costitutive di una 
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più generale opacità di scenario. Anche la recente enfasi sul social design si 
presta a non poche ambiguità, 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 
finalità e funzioni di ogni attività di progetto. Né in tal senso vanno 
sottovalutati i fenomeni connessi alle attuali e crescenti disponibilità 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 già pur positivamente rimarcato, 
necessità 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 
ǘƛǇƻΣ ƴŜƭ нллу ƭΩL/{L5 - International Council of Societies of Industrial Design 
ritiene necessario mettere a punto una nuova definizione di design che, pur 
ribadendo le finalità pregresse (sociali, culturali, ecc.), amplia 
ƭΩƛƴǘŜǊǇǊŜǘŀȊƛƻƴŜ Řƛ industrial, riferendola tanto a industry (inteso come 
settore di produzione) quanto a industrious activity. Tutto ciò conferma gli 
slittamenti ai quali la disciplina è continuamente sottoposta, così 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 così di incorrere in letture 
stereotipate o aporetiche. 

Atteggiamenti aporetici, o ricorrenze di stereotipi, persistono dunque 
qualora, in ambiti inclusivi di attività 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 è anche la connotazione attribuibile ai concetti di innovazione, o di 
sviluppo (qui enfatizzandone gli assunti coerenti con orientamenti in senso 
ƛƴŘǳǎǘǊƛŀƭŜύΣ ŀ ǎŜŎƻƴŘŀ ŎƘŜΣ ǇŜǊ ŜǎŜƳǇƛƻΣ ǎƛ ǇǊƛǾƛƭŜƎƛ ƭΩǳƴŀ ƻ ƭΩŀƭǘǊŀ ŘŜƭƭŜ tre 
fasi ŘŜƭƭΩƛƴŘǳǎǘǊƛŀƭƛǎƳƻ ƳƻŘŜǊƴƻΣ ŎƻƳŜ ƎƛŁ ŘŜfinite da Argan: la prima, egli 
sostiene: 
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ώΧϐ ŝ ǉǳŜƭƭŀ ŘŜƭƭŀ ǊƛǇŜǘƛȊƛƻƴŜ ƳŜŎŎŀƴƛŎŀ ƻ ŘŜƭƭŀ ζǎǇŜǊǎƻƴŀƭƛȊȊŀȊƛƻƴŜη ŘŜƛ 
ƳƻǘƛǾƛ Ŝ ŘŜƛ ǇǊƻŎŜǎǎƛ ŦƻǊƳŀƭƛ ŘŜƭƭΩŀǊǘƛƎƛŀƴŀǘƻ ώΧϐ [ŀ ǎŜŎƻƴŘŀ ŝ ǉǳŜƭƭŀ ŎƘŜ 
constata il carattere razionale o scientifico dei processi meccanici, riduce 
il bello al pratico e il pratico al razionale; ammette che non vi può essere 
ōŜƭƭŜȊȊŀ ŦǳƻǊƛ ŘŜƭƭŀ ǊŀȊƛƻƴŀƭƛǘŁ ώΧϐ ! ƭƻǊƻ Ǿƻƭǘŀ όnella terza fase - nda) i 
processi pratici della produzione, che non possono che plasmarsi sui 
processi del pensiero, tendono a sormontare la «razionalità» 
tradizionale: ed ha, in questa sede, poca importanza stabilire se si tratti 
Řƛ ǳƴ ǇŀǎǎŀƎƎƛƻ Řŀƭ ǊŀȊƛƻƴŀƭŜ ŀƭƭΩƛǊǊŀȊƛƻƴŀƭŜ ώΧϐ ƻ Řƛ ǳƴŀ ŜǎǘŜƴǎƛƻƴŜ ŘŜƛ 
ŎƻƴŦƛƴƛ ŘŜƭ ǊŀȊƛƻƴŀƭŜ ώΧϐ. (Argan, 1965, 134-135) 

 
ciò che interessa è piuttosto rimarcare come la terza fase si connoti in 

quanto 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-
praticità, praticità-razionalità, ecc.), a configurazioni di nuovi scenari in 
certa misura paradigmaticamente (?) sovvertitori di concezioni tradizionali. 
9Ω ŜǾƛŘŜƴǘŜ ŎƻƳŜ ƭŀ ŘŜŦƛƴƛȊƛƻƴŜ ƛƴŘƛǎǘƛƴǘŀ Řƛ ŎƛŀǎŎǳƴŀ ŘŜƭƭŜ ǘǊŜ 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 esaustività/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 
ǎǘƻǊƛƻƎǊŀŦƛŎŀƳŜƴǘŜ ŀƴŎƻǊŀ ŎƻƴǘǊŀŘŘƛǎǘƛƴƎǳƻƴƻ ƭΩindustrial design richiedono 
una maggiore puntualizzazione, che riorganizzi letture ormai sedimentate 
benché frutto di punti di vista opinabili o parziali. Le marginalizzazioni di 
ŀƭŎǳƴŜ ŜǎǇŜǊƛŜƴȊŜ ƻ ƭΩŜƴŦŀǘƛȊȊŀȊƛƻƴŜ Řƛ ŀƭǘǊŜ ŘŜǘŜǊƳƛƴŀƴƻ ǳƴŀ ǎǘǊǳǘǘǳǊŀ 
storica che, consolidandosi, viene assunta senza alcun interesse verso 
esigenze di revisione critica, generando uno scenario pressoché inamovibile 
che incide anche sulla comprensione della contemporaneità. La Bauhaus per 
ŜǎŜƳǇƛƻ ƎƻŘŜ Řƛ ǳƴΩŀǘǘŜƴȊƛƻƴŜ ŀǎǎƻƭǳǘŀ Řŀ ǇŀǊǘŜ ŘŜƎƭƛ ǎǘƻǊƛŎƛΣ ŀǾǾŀƭƻǊŀǘŀ 
anche dalla sua musealizzazione grazie alla creazione del Bauhaus-Archiv a 
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Berlino, a scapito però di altre realtà (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 realtà autonoma gestita da Walter Gropius, e non appare 
disarticolata rispetto a quel tessuto culturale della Germania del II Reich che 
continua a persistere negli anni di Weimar: riposizionarne la presenza in un 
contesto contraddistinto da altre scuole, da realtà di produzione industriale, 
da attività 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, è 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 così 
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 ƭΩŀƭǘǊƻ ǎǳƻ 
ǎƛƎƴƛŦƛŎŀǘƻΣ ǉǳŜƭƭƻ Řƛ ǎǘǳŘƛƻ ƳƛǊŀǘƻ ŀ ƳƛƎƭƛƻǊŀǊŜ ƭΩŜŦŦƛŎƛŜƴȊŀ Řƛ ǳƴ ǇǊƻŎŜǎǎƻΣ 
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 
ŘΩŀƭǘŀ ƳƻŘŀ όŜ ƳŀǊƎƛƴŀƭƛȊȊŀƴŘƻƴŜΣ ǇŜǊ ŜǎŜƳǇƛƻΣ ǉǳŜǎǘƛƻƴƛ Řƛ ǎǘǊŀǘŜƎƛŀ 
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 realtà). 
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Parimenti, e come in parte già 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 più 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 è tuttavia quello 
di assecondare obliterazioni di tali antefatti soprattutto in loro possibili 
propensioni a rappresentare un novero di esperienze eventualmente foriere 
Řƛ ƛƴŜŘƛǘŜ ƛƴŘƛŎŀȊƛƻƴƛΣ ǎǳƎƎŜǊƛƳŜƴǘƛΣ Ŝ ǉǳŀƴǘΩŀƭǘǊƻΣ ŎƛǊŎŀ ǳƭǘŜǊƛƻǊƛ ƻǇǇƻǊtunità 
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, è quello inerente il mercato (spesso adducendo motivazioni di 
difficoltà nel reperimento di dati e informazioni utili in merito): è 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 
Ǉŀǎǎŀǘƻ ƴŜƭƭΩƻǊŘƛǘƻ ŘŜƭ ǇǊŜǎŜƴǘŜ (Benjamin, 1937). Tale considerazione 
riporta cronologicamente alla meǘŁ ŘŜƭƭΩhǘǘƻŎŜƴǘƻΣ Ŝ ǊƛƎǳŀǊŘŀ ƭΩ9ǎǇƻǎƛȊƛƻƴŜ 
Universale di Londra del 1851: qui i prodotti presentati, in particolare quelli 
ŘŜƭƭΩƛƴŘǳǎǘǊƛŀ ƛƴƎƭŜǎŜΣ ǾŜƴƎƻƴƻ ŀŘŘƛǘŀǘƛ ŎƻƳŜ ǎƛƎƴƛŦƛŎŀǘƛǾŜ ŜǎŜƳǇƭƛŦƛŎŀȊƛƻƴƛ Řƛ 
scarsa attenzione alla qualità formale, soprattutto per quanto emerge dal 
ǊŀŦŦǊƻƴǘƻ Ŏƻƴ ƭŜ ǇǊƻŘǳȊƛƻƴƛ ŦǊŀƴŎŜǎƛ όŘƛ ŦŀǘǘƻΣ Řƛ ǘƛǇƻ ŀǊǘƛƎƛŀƴŀƭŜύΤ ŎƻƳΩŝ 
noto, ne scaturisce un dibattito sui processi di produzione meccanizzata, a 
cui si addebitano responsabilità di scarsa qualità formale, contrariamente a 
quanto 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 può motivarsi con il gusto 
ŘŜƭƭΩŜǇƻŎŀ όƻ ƳŜƎƭƛƻΣ Ŏƻƴ ƭŀ ŘƛŦŦǳǎƛƻƴŜ Řƛ ŘŜǘŜǊƳƛƴŀǘƛ ƳƻŘŜƭƭƛ ŎǳƭǘǳǊŀƭƛ ǇǊƻǇǊƛ 
di quel periodo storico), condizionato dalla libera ripresa degli stili storici e 
così 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. Così, 
le critiche di Henry Cole o di William Morris andrebbero piuttosto 
interpretate, anziché mediante stereotipate antitesi fra industria e 
artigianatoΣ ŜǎǇƭƛŎƛǘŀƴŘƻƴŜ ƭŀ ƭƻǊƻ ŎƘƛŀǊŀ ŎƻƭƭƻŎŀȊƛƻƴŜ ƴŜƭƭΩŀƳōƛǘƻ Řƛ ƭƻƎƛŎƘŜΣ 
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 probabilità, 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 realtà 
manifatturiera delle diverse nazioni, ne conseguirebbero letture, chiarimenti 
e interpretazioni maggiormente attendibili circa le stesse scelte produttive 
ŜŦŦŜǘǘǳŀǘŜΦ [ΩŜƴŦŀǎƛΣ ǘǳǘǘŀ ǎǘƻǊƛƻƎǊŀŦƛŎŀΣ ǊƛǾƻƭǘŀ ƛƴ ŀƭŎǳƴƛ Ŏŀǎƛ όƻ ǇŜǊƛƻŘƛ 
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 possibilità 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 
ƛƳǇǊŜǎŀΣ ǇƻƭƛǘƛŎƘŜ Řƛ ƳŀǊƪŜǘƛƴƎΣ ƻ ǉǳŀƴǘΩŀƭǘǊƻΣ ŎƘŜ ǇŜǊ ŜǎŜƳǇƛƻ ƳƻǘƛǾŀƴƻ ƭŀ 
non disponibilità di quelle aziende pur tecnologicamente attrezzate allo 
scopo ma consapevoli, semplicemente, del loro non gradimento: in questo 
ƳƻŘƻΣ ǘŀƭƛ ƳŀƴǳŦŀǘǘƛ ŎƻƴǎŜǊǾŜǊŜōōŜǊƻ ƛƴ ŎŜǊǘŀ ƳƛǎǳǊŀ ǳƴΩŜƴŦŀǎƛ ƎƛǳǎǘƛŦƛŎŀōƛƭŜ 
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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ǇǊŜƳƛŀǘŜ Řŀƛ ƳŜǊŎŀǘƛ ŘŜƭƭΩŜǇƻŎŀΣ ŀƴŎƻǊŎƘŞ ƳŀǊƎƛƴŀƭƛȊȊŀǘƛ Řŀƭƭŀ storiografia 
corrente. 

Se la consapevolezza di 
 
ώΧϐ scardinare il continuum della storia è propria delle classi 

ǊƛǾƻƭǳȊƛƻƴŀǊƛŜ ƴŜƭƭΩŀǘǘƛƳƻ ŘŜƭƭŀ ƭƻǊƻ ŀȊƛƻƴŜ ώΧϐ (Benjamin, 1940, trad. it. p. 
47) 

 
e dunque la sua negazione assume connotazione di dignità fattuale nel 

concreto dispiegamento dei fatti storici, è innegabile come la comprensione 
Ŝ ƭΩinterpretazione Řƛ ǉǳŜǎǘΩǳƭǘƛƳƻ ƴƻƴ Ǉƻǎǎŀƴƻ ƻōƭƛǘŜǊŀǊŜ ǉǳŜƭ Ŧƭǳǎǎƻ 
incessante di processi, dinamiche, rotture che pure talora sovvertono 
paradigmi consolidati (né procedere per sue improprie disarticolazioni), e 
ŎƘŜ ŎƻǎƜ ŀǇǇŀǊŜ ǇǊŜǎŎƛƴŘŜƴŘƻ ŘŀƭƭΩineliminabile portata metafisica circa la 
complessità ultima del problema della storiaΥ ŀƭƭΩAngelus Novus, dipinto da 
Paul Klee e rappresentativo della possente figura allegorica che sta al centro 
delle Tesi sul concetto di storia (Benjamin, 1940), è affidato 

 
ώΧϐ ƛƭ ŎƻƳǇƛǘƻ Řƛ ŀƭƭǳŘŜǊŜ ŀƭƭŀ ŎƻƳǇƭŜǎǎƛǘŁ ǳƭǘƛƳŀ ŘŜƭ ǇǊƻōƭŜƳŀ ŘŜƭƭŀ 

storia e di indicarne, segnalando la discrasia nella percezione dei fenomeni, 
ƭΩƛƴŜƭƛƳƛƴŀōƛƭŜ ǇƻǊǘata metafisica. Infatti dove gli uomini vedono una 
ǎǳŎŎŜǎǎƛƻƴŜ Řƛ ŜǾŜƴǘƛΣ ƭΩŀƴƎŜƭƻ ƴƻƴ ǾŜŘŜ ŎƘŜ ǳƴ ŎǊŜǎŎŜƴǘŜ ŀƳƳŀǎǎƻ Řƛ ǊƻǾƛƴŜΦ 
hŎŎŀǎƛƻƴŀƭƳŜƴǘŜ ǎƛ Řŀƴƴƻ ƳƻƳŜƴǘƛ ώΧϐ ƴŜƛ ǉǳŀƭƛ ŀƴŎƘŜ ƭΩǳƻƳƻ ŝ ƛƴ ƎǊŀŘƻ Řƛ 
ǇŜǊŎŜǇƛǊŜ ƭŀ ǎǘƻǊƛŀ ƛƴ ǉǳŜǎǘƻ ǎǳƻ ŀǎǇŜǘǘƻ ǘŜǊǊƛōƛƭŜ ώΧϐ aŀ ƴŜƭƭΩƛƴǘǳƛȊƛƻƴŜ Řƛ 
.ŜƴƧŀƳƛƴ ƭΩŀƴƎŜƭƻ ŘŜƭƭŀ ǎǘƻǊƛŀ ǾŜŘŜ ǊƻǾƛƴŜ ǎŜƳǇǊŜΣ ǇŜǊǎƛƴƻ ǉǳŀƴŘƻ ŀƎƭƛ ƻŎŎƘƛ 
umani si palesa solo la normalità del divenire storico. (Bonola e Ranchetti, 
1997, XVII) 

 
Ogni modificazione che contraddistingue il flusso solitamente percepibile 

degli eventi (Bonola e Ranchetti, 1997), da quelle più facilmente 
individuabili e/o prevedibili fino ai sovvertimenti maggiormente inattesi e 
radicali, non è priva in effetti, nei più svariati ambiti in cui può 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 ǎǘƻǊƛŀ ŘŜƭƭΩƛƴƴƻǾŀȊƛƻƴŜ, sia che questa si dipani 
attraverso fasi progressive di perfezionamenti, ottimizzazioni, ecc., che 
tramite rotture rilevanti (e mediante ricorsi, ossimori, contraddizioni, debole 
linearità di eventi o decisa non linearità 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 
quŜǎǘΩǳƭǘƛƳƻ ŘŜōōŀ Ǉƛǳǘǘƻǎǘƻ ŎƻƴǎƛŘŜǊŀǊǎƛ ŎƻƴǘǊŀŘŘƛǎǘƛƴǘƻ Řŀ ǳƴŀ ŘǳǇƭƛŎŜ 
funzione  

 
ώΧϐ ŜΣ ƛƴ ǇŀǊǘƛŎƻƭŀǊŜΣ ǉǳŜƭƭŀ ǇŜǊ Ŏǳƛ Ŝǎǎŀ ǎƛ ǇǊŜǎŜƴǘŀ ƴƻƴ ŎƻƳŜ ƭƛƴŜŀ Řƛ 

demarcazione, bensì come Ψponte sottileΩ, fattore di contatto e di scambio 
tra domini differenti e di creazione, proprio in virtù di questo scambio, di un 
nuovo ambito trasversale che li attraversa e li coinvolge entrambi, ponendosi 
Ψa cavalloΩ tra di essi. (Tagliagambe, 2008, 25-26) 

 
In tal senso, e con opportuna trasposizione in ambiti di ricerca 

storiografica, è in quella fascia di confine, o spazio di realtà intermedie 
(Tagliagambe, 2008), in cui convivono e si relazionano peculiarità (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 
aǾǳƭǎƛ Řŀ ǎǘŜǊŜƻǘƛǇƛύ ƴŜƭƭΩƛƴǘŜǊǇǊŜǘŀȊƛƻƴŜ ŘŜƛ ǇǊƻŎŜǎǎƛ ŎƘŜ 
contraddistinguono la successione dei fatti storici convergono anche, 
pertanto, nelle capacità di snidare quegli antefatti, quelle esperienze, o 
quegli eventi episodici, pure cronologicamente ascrivibili a epoche 
precedenti (soprattutto a fronte della scarsa numerosità 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 
ƭΩŀƎƎƛƻǊƴŀƳŜƴǘƻ ŘŜƭƭŜ ǘƛǇƻƭƻƎƛŜ Ři produzione. È un periodo felice nel senso 
delle proposte e delle iniziative, il cui futuro, tutto da delineare, ispira 
comunque un clima diffuso di fiducia, è 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 possibilità effettive di distribuzione dei prodotti, ecc., il 
medium ŘŜƭƭΩŀǊŎƘƛǘŜǘǘƻ-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 sottolineerà come design 
driven, e assolute autrici e protagoniste della fortuna del made in Italy. Le 
ȊƻƴŜ ŘΩƻƳōǊŀ ŎƘŜ ǊƛƳŀƴƎƻƴƻ ǎƻƴƻ ǇŜǊƼ ǉǳŜƭƭŜ ǊŜƭŀǘƛǾŜ ŀƭƭŀ ƭƻǊƻ ŎŀǇŀŎƛǘŁ Řƛ 
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) si impone la 
scelta di privilegiare un mercato esclusivamente borghese, obliterando di 
fatto ogni possibilità 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 
¢ǊƛŜƴƴŀƭŜ ŘŜƭ мфптΣ ŎƘŜ ƛƴŘƛŎŀ ŎƻƳǳƴǉǳŜ ƴŜƭƭΩŀǊŜŀ ōǊƛŀƴȊƻƭŀ ƭΩŜǎƛǎǘŜƴȊŀ Řƛ 
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 è se tali 
ǎŎŜƭǘŜ ǎƛŀƴƻ ǎǘŀǘŜ ŎŀǳǎŀǘŜ ŘŀƭƭΩƛƴŎŀǇŀŎƛǘŁ ŘŜƭƭŜ ƛƳǇǊŜǎŜ Řƛ ƛƳǇŜƎƴŀǊǎƛ ƛƴ 
concreti processi di industrializzazione, oppure se le responsabilità 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 
opportunità 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, può 
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 modalità attuative e risultati conseguiti, dei periodi di passaggio 
fra scenari (o elementi di scenario) differenti. Una linea di confine, più 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, è quella che interessa il ruolo del 
ŘŜǎƛƎƴ ƛǘŀƭƛŀƴƻ ŘΩŀǾŀƴƎǳŀǊŘƛŀΦ bŜƎƭƛ ǳƭǘƛƳƛ ŀƴƴƛ {Ŝǎǎŀƴǘŀ ǾŜƴƎƻƴƻ ŜŘƛǘŀǘƛ 
una serie di arredi, frutto tanto della ricerca sulle possibilità applicative dei 
ƳŀǘŜǊƛŀƭƛ ǇƭŀǎǘƛŎƛΣ ǉǳŀƴǘƻ ŘŜƭƭΩƛǊƻƴƛŀ Ŝ ŘŜƭƭŀ 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 
personalizzatiΣ ƛƴ ǉǳŀƴǘƻ ǊƛŦŜǊƛǘƛ ǎƻƭƻ ŀƭƭΩƛƳǇŜƎƴƻ Řƛ ŀƭŎǳƴƛ ǇǊƻƎŜǘǘƛǎǘƛ ǊƛǎǇŜǘǘƻ 
ai molti che pure proponevano soluzioni parimenti significative, che tale 
lettura diviene un golem difficilmente disinnescabile dŀƭƭΩƻǇƛƴƛƻƴŜ ǇǳōōƭƛŎŀ 
corrente (e da quella degli stessi studiosi e specialisti) e foriero poi di 
ǎǳŎŎŜǎǎƛǾŜ ŜƴŦŀǘƛȊȊŀȊƛƻƴƛ Ŝ ƳǳǎŜƛŦƛŎŀȊƛƻƴƛ ŘŜƭƭΩƻǇŜǊŀΣ ŦǊŀ ǘŀƴǘƛΣ ŘŜƎƭƛ ǎǘŜǎǎƛ 
attori deliberatamente in causa: un primo (e a quanto risulta unico) 
tentativo di reale comprensione di quella stagione, scevra da 
ŎƻƴŘƛȊƛƻƴŀƳŜƴǘƛ Ŝ ƴŜƭƭΩŀƭǾŜƻ Řƛ ǳƴ ŎƻƴǘŜǎǘƻ ǇƛǴ ƎŜƴŜǊŀƭŜ ǉǳŀƭŜ ƛƭ ŘŜǎƛƎƴ ŘŜƭ 
ǇŜǊƛƻŘƻΣ ǾƛŜƴŜ ŎƻƴŘƻǘǘƻ Řŀ 9Ƴƛƭƛƻ !ƳōŀǎȊ Ŏƻƴ ƭΩƻǊƎŀƴƛȊȊŀȊƛƻƴŜ ŘŜƭƭŀ aƻǎǘǊŀ 
del MoMA del 1972, senza però che si verifichi alcun seguito. Tale 
situazione, sostanzialmente priva di alcuna riflessione realmente oppositiva 
circa quel convenzionalismo instaurato dalla cosiddetta critica militante 
ŘŜƭƭΩŜǇƻŎŀΣ ŘƛǾƛŜƴŜ Ǉƻƛ ǊŜǎǇƻƴǎŀōƛƭŜ Řƛ ƛƴŎŜƴǘƛǾŀȊƛƻƴƛ Ŝ valorizzazioni 
esclusivamente appannaggio di contributi di definizione incerta fra ambiti 
artistici, artigianali, di produzione elitaria (Alchymia, Memphis), e così 
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 può evincersi da 
quanto già fin qui trattato), solitamente (e formalmente) invocate come 
costitutive Řƛ ǳƴ ŎƻǊǊŜǘǘƻ ŀǇǇǊƻŎŎƛƻ ŀƭ ŘŜǎƛƎƴ Ŝ ŀƭƭΩƛƴƴƻǾŀȊƛƻƴŜΣ ǎŦǳƎƎƻƴƻ ŀ 
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, è quanto sostiene 
Benjamin nel saggio su Fuchs: il  
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ώΧϐ ǇŜŎǳƭƛŀǊŜ ǊƛƭƛŜǾƻ Ŏƻƴ Ŏǳƛ ƭŀ ǎǘƻǊƛŀ Řella cultura presenta i suoi 
ŎƻƴǘŜƴǳǘƛ ŝ ώΧϐ ǳƴ ǊƛƭƛŜǾƻ ŀǇǇŀǊŜƴǘŜ Ŝ ŦƻƴŘŀǘƻ Řŀ ǳƴŀ Ŧŀƭǎŀ ŎƻǎŎƛŜƴȊŀ ώΧϐ Lƭ 
materialista lo considera con diffidenza. A questa diffidenza egli sarebbe 
autorizzato già da una mera ispezione di ciò che è stato: tutto ciò che 
delƭΩŀǊǘŜ Ŝ ŘŜƭƭŀ ǎŎƛŜƴȊŀ ŜƎƭƛ ǇǳƼ ŎƻƴǘǊƻƭƭŀǊŜ Ƙŀ ǎŜƳǇǊŜ ǳƴΩƻǊƛƎƛƴŜ ŎƘŜ ŜƎƭƛ 
non può considerare se non con orrore. Perché tutto ciò deve la sua esistenza 
ƴƻƴ ǎƻƭǘŀƴǘƻ ŀƭƭŀ ŦŀǘƛŎŀ ŘŜƛ ƎǊŀƴŘƛ ƎŜƴƞ ŎƘŜ ƭΩƘŀƴƴƻ ŎǊŜŀǘƻΣ Ƴŀ ŀƴŎƘŜ ώΧϐ 
ŀƭƭΩŀƴƻƴƛƳŀ ǎŜǊǾƛǘǴ ŘŜƛ ƭƻǊƻ Ŏontemporanei. Non è mai un documento di 
cultura senza essere insieme un documento di barbarie. (Benjamin, 1937, 
trad. it. p. 90-91) 

 
La centralità di tali componenti può dunque emergere, e con evidenza 

decisamente fattuale, o tanto più fattuale quanto più ridefinizioni e 
interpretazioni storiografiche tendano a rimozioni di lacune, consuetudini 
cristallizzate, ecc., indagando e recuperando invece il reale portato che ruoli, 
ŦǳƴȊƛƻƴƛΣ ŎƻǎǘŜƭƭŀȊƛƻƴƛ Řƛ ŜǾŜƴǘƛΣ Ŝ ǉǳŀƴǘΩŀƭǘǊƻΣ ǎǾƻƭƎƻƴƻ όŜ Ƙŀƴƴƻ ǎǾƻƭto) nei 
cambiamenti e nel complessivo flusso dei fatti storici. In questo modo, e in 
termini più generali, possono restituirsi accezioni dinamicamente 
aggiornate, e tendenzialmente non obliterative, di storia del design (e 
ŘŜƭƭΩƛƴƴƻǾŀȊƛƻƴŜ). 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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ŎǳƭǘǳǊŀƭŜ ƛǘŀƭƛŀƴƻ 

Gianluca GRIGATTI*  

Università degli Studi di Genova 

Con la ƳŜǘƻŘƻƭƻƎƛŀ ŘŜƭ ΨŘŜǎƛƎƴ ǇŜǊ ƭŀ ǾŀƭƻǊƛȊȊŀȊƛƻƴŜ ŘŜƭ ǇŀǘǊƛƳƻƴƛƻ 
ŎǳƭǘǳǊŀƭŜΩ ǎƛ ǾƻƎƭƛƻƴƻ ŎƻƴŦƛƎǳǊŀǊŜ ǎŎŜƴŀǊƛ Řƛ ǇǊƻƎŜǘǘƻ ŜǎǇƭƛŎƛǘŀƴǘƛ ǳƴΩƛŘŜŀ Řƛ 
valorizzazione non intesa come applicazione di una fattispecie normativa, ma 
assunta come una questione progettuale. In particolare, essa costruisce la 
ŎƛŦǊŀ ŜǘƛŎŀ ŘŜƭƭŀ ǇǊƻǇǊƛŀ ŀȊƛƻƴŜ ǇƻƴŜƴŘƻǎƛ ƭΩƻōƛŜǘǘƛǾƻ Řƛ ǇŜǊǎŜƎǳƛǊŜ ƭŀ ǊƛŎŜǊŎŀ 
ŘΩŜǉǳƛƭƛōǊƛƻ ǘǊŀ ŀȊƛƻƴƛ Řƛ ŎƻƴǎŜǊǾŀȊƛƻƴŜ ŜŘ ŀȊƛƻƴƛ Řƛ ŦǊǳƛȊƛƻƴŜΦ 

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 potrà esplicitare la propria 
valenza (matter). 

Per attuarsi, questo indirizzo metodologico necessita di un dispositivo 
teso verso la realizzazione di situazioni future più efficaci ed efficienti delle 
attuali, in virtù del coinvolgimento di risorse umane (people raising), 
materiali (partnership), economiche che si identifica con il fundraising. 
¢ǊŀŘƻǘǘƻ ƛƴ ƛǘŀƭƛŀƴƻ Ŏƻƴ ƭΩŜǎǇǊŜǎǎƛƻƴŜ ΨǊŀŎŎƻƭǘŀ ŦƻƴŘƛΩΣ ƛƭ ŦǳƴŘǊŀƛǎƛƴƎ ƴƻƴ ŝ 

una questua poiché il suo nucleo centrale non coincide, esclusivamente, con 
la richiesta di denaro, bensì 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 
ǇŀǘǊƛƳƻƴƛƻ ŎǳƭǘǳǊŀƭŜΣ ǎŀƭǾŀƎǳŀǊŘŀƴŘƻƭƻ ƴŜƭƭΩƛŘŜƴǘƛǘŁ ŜŘ ƛƴǘŜƎǊƛǘŁΦ 

Keywords: Patrimonio culturale; valorizzazione; design; fundraising 

ΨPetrolio vs ossigenoΩ: la nuova identità del 
patrimonio culturale italiano. 
Nel 1980 venne scritto il libro Verfassungslehre als Kulturwissenschaft di 

Peter Haeberle. tǳōōƭƛŎŀǘƻ ƛƴ ƛǘŀƭƛŀƴƻ ǎƻƭǘŀƴǘƻ ƴŜƭ нллм Řŀ ǇŀǊǘŜ ŘŜƭƭΩŜŘƛǘƻǊŜ 
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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 
ŜǳǊƻǇŜƻ ǘǊŀ ǉǳŀƴǘƛ ƭƻ ŘŜŦƛƴƛǊƻƴƻ ΨƭΩǳƭǘƛƳŀ ŘƻǘǘǊƛƴŀ ŘŜƭ ǎŜŎƻƭƻ ǾŜƴǘŜǎƛƳƻΩ ŜŘ 
ŀƭǘǊƛ ǇŜǊ ƛ ǉǳŀƭƛ ŜǊŀ Ψƭŀ ǇǊƛƳŀ ŘŜƭ ǾŜƴǘǳƴŜǎƛƳƻΩΦ Lƴ ƻƎƴƛ Ŏŀǎƻ ƭΩƻǇŜǊŀ Ƙŀ 
ǊŀǇǇǊŜǎŜƴǘŀǘƻ ƭΩŀŦŦŜǊƳŀȊƛƻƴŜ ŜŘ ƛƭ ŎƻƴǎƻƭƛŘŀƳŜƴǘƻΣ ƭǳƴƎƻ ǘǳǘǘŀ ƭΩŀǘǘƛǾƛǘŁ 
ǎŎƛŜƴǘƛŦƛŎŀ ŘŜƭƭΩŀǳǘƻǊŜΣ Řƛ ǳƴ ŀǳǘŜƴǘƛŎƻ ǇǊƻƎǊŀƳƳŀ Řƛ ǊƛŎŜǊŎŀΣ ǘŀƴǘƻ ŎƘŜ ǇŜǊ 
ŎƻƴŦŜǊƳŀǊƴŜ ƭΩƛƳǇƻǊǘŀƴȊŀ ŀŎǉǳƛǎita alcuni critici come il giurista tedesco 
WƻǊƎ [ǳǘƘŜǊ ǎƛ ǎƻƴƻ ǎǇƛƴǘƛΣ ŀŘŘƛǊƛǘǘǳǊŀΣ ŀ ŎƻƴƛŀǊŜ ƭΩŜǇƛǘŜǘƻ Řƛ ΨǎŎƛŜƴȊŀ 
ƘŀōŜǊƭƛŀƴŀ ŘŜƭƭŜ ŎƻǎǘƛǘǳȊƛƻƴƛΩ ό/ƻƳŀƴŘǳŎŎƛ Ŝ DǳŀǎǘƛƴƛΣ нллмύΦ 

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

La risposta è imputabile alla tematica intorno alla quale si articola la 
riflessione di IŀŜōŜǊƭŜΥ ƭΩƛŘŜŀ Řƛ ŎǳƭǘǳǊŀΦ {ŜŎƻƴŘƻ ƭΩŀǳǘƻǊŜΣ ƛƴŦŀǘǘƛΣ Ψ{Ŝ Řŀƭ 
punto di vista giuridico un popolo ha una Costituzione, dal più ampio punto 
di vista culturale un popolo è ƛƴ ǳƴŀ /ƻǎǘƛǘǳȊƛƻƴŜΩΥ ŎƻƴǎƛŘŜǊŀȊƛƻƴƛ ŎƘƛŀǊŜΣ 
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 
identità civica, sancito anche in uno dei principi fondamentali della 
/ƻǎǘƛǘǳȊƛƻƴŜΣ ƭΩŀǊǘƛŎƻƭƻ фΣ ƛƴ ōŀǎŜ ŀƭ ǉǳŀƭŜΥ Ψ[ŀ wŜǇǳōōƭƛŎŀ ǇǊƻƳǳƻǾŜ ƭƻ 
sviluppo della cultura e la ricerca scientifica e tecnica. Tutela il paesaggio e il 
ǇŀǘǊƛƳƻƴƛƻ ǎǘƻǊƛŎƻ Ŝ ŀǊǘƛǎǘƛŎƻ ŘŜƭƭŀ bŀȊƛƻƴŜΩΦ 
9ƴŎƻƳƛŀǎǘƛŎŀƳŜƴǘŜ ŘŜŦƛƴƛǘƻ Řŀ /ŀǊƭƻ !ȊŜƎƭƛƻ /ƛŀƳǇƛ ΨƭΩŀǊǘƛŎƻƭƻ ǇƛǴ 

ƻǊƛƎƛƴŀƭŜ ŘŜƭƭŀ ƴƻǎǘǊŀ /ƻǎǘƛǘǳȊƛƻƴŜ wŜǇǳōōƭƛŎŀƴŀΩΣ Ŝǎǎƻ ŜǎǇlicita un principio 
ƎƛǳǊƛŘƛŎƻ ŦƻǊǘŜƳŜƴǘŜ ŀƭƭΩŀǾŀƴƎǳŀǊŘƛŀ ƴŜƭ 5ƛǊƛǘǘƻ /ƻƳǇŀǊŀǘƻ ŘŜƭƭŜ /ƻǎǘƛǘǳȊƛƻƴƛ 
9ǳǊƻǇŜŜΣ Ŝ ǊƛƴǘǊŀŎŎƛŀōƛƭŜ Ŧƛƴƻ ŀƭ мфпу όŀƴƴƻ ŘΩŜƴǘǊŀǘŀ ƛƴ ǾƛƎƻǊŜ ŘŜƭƭŀ ƴƻǎǘǊŀ 
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 modernità di questo principio consiste nel riconoscimento a categorie 
come cultura, ricerca e sviluppo dƛ ǳƴΩŀǇǇŀǊǘŜƴŜƴȊŀ ŎƻƳǳƴŜ ŜŘ ƛƴǎŎƛƴŘƛōƛƭŜ 
ŀŘ ǳƴΩƛŘŜŀ Řƛ ǘǳǘŜƭŀ ƴƻƴ ƛƴǘŜǎŀ ŀƭƭŀ ǎǘǊŜƎǳŀ Řƛ ǳƴŀ ƳŜǊŀ ΨŎǊƛǎǘŀƭƭƛȊȊŀȊƛƻƴŜΩΣ 
bensì 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 Attività Culturali e del Turismo 
che il 15 Aprile 2014 nel corso della presentazione alla VII Commissione 
Ψ/ǳƭǘǳǊŀΣ {ŎƛŜƴȊŀΣ LǎǘǊǳȊƛƻƴŜΩ ŘŜƭƭŀ /ŀƳŜǊŀ ŘŜƛ 5ŜǇǳǘŀǘƛ ŘŜƭƭŜ ƭƛƴŜŜ 
programmatiche del Dicastero, ha elogiato la lungimiranza dei Padri 
Costituenti i quali,  

ƴŜƭƭΩŀǊǘƛŎƻƭƻ ф ŘŜƭƭŀ /ƻǎǘƛǘǳȊƛƻƴŜ - il faro per chi lavora in questo 
settore ς hanno messo due concetti che non sono in alcun modo in 
contrasto: tutela e valorizzazione, usando la parola promozione. Si 
ǇǳƼ Ŝ ǎƛ ŘŜǾŜ ŀǎǎƻƭǳǘŀƳŜƴǘŜ ǘǳǘŜƭŀǊŜ ƭŀ ōŜƭƭŜȊȊŀ Ŝ ƭΩƛƴǘŜƎǊƛǘŁ ŘŜƭ 
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 ς ha 
aggiunto ς Per questo motivo vorrei che alla parola petrolio, che ho 
ǳǎŀǘƻ ŀƴŎƘΩƛƻ ŀ ǇǊƻǇƻǎƛǘƻ ŘŜƛ tŀŜǎƛ ŎƘŜ Ƙŀƴƴƻ ŎƻƳŜ ƳŀǘŜǊƛŀ ǇǊƛƳŀ ƭŜ 
risorse petrolifere (parola che però può 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 
Ǉƻǎǎƻƴƻ ŜǎǎŜǊŜ ƭΩƻǎǎƛƎŜƴƻ ǇŜǊ ƭŀ ƴƻǎǘǊŀ ŜŎƻƴƻƳƛŀ ŘŜƭ ŦǳǘǳǊƻ.  

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 
più contraddistinto, per quanto concerne un settore come quello dei Beni, 
delle Attività Culturali e del Paesaggio, dal moloch della crisi, la 
ΨǇǊƻǾƻŎŀȊƛƻƴŜΩ ǎǳƭ ǊƛǎŎƘƛƻ ŘΩƛƴŦŀǊǘƻ ŀ Ŏǳi 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 überall das Gleiche, 
(letteralmente [ΩƛƴŦŀǊǘƻ ŘŜƭƭŀ ŎǳƭǘǳǊŀΦ ¢ǊƻǇǇƻ Řƛ ǘǳǘǘƻ Ŝ ƻǾǳƴǉǳŜ ƭŜ ǎǘŜǎǎŜ 
cose). 
{ŎǊƛǘǘƻ Řŀ 5ƛŜǘŜǊ IŀǎŜƭōŀŎƘΣ ŘƻŎŜƴǘŜ Řƛ {ƻŎƛƻƭƻƎƛŀ ǇǊŜǎǎƻ ƭŀ ΨtƘƛƭƛǇǇǎ 

¦ƴƛǾŜǊǎƛǘŀǘΩ Řƛ aŀǊōǳǊƎƻΣ ŘƛǊŜǘǘƻǊŜ ŘŜƭƭΩL/D /ǳƭǘǳǊǇƭŀƴ 
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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ǎǳƭƭΩ9ŎƻƴƻƳƛŀ ŘŜƭƭŀ /ǳƭǘǳǊŀ ƴŜƭƭŀ wŜǇǳōōƭƛŎŀ CŜŘŜǊŀƭŜ Řƛ DŜǊƳŀƴƛŀ ǇŜǊ Ŏƻƴǘƻ 
del Bundestag, con Der Kulturinfarkt ǎƛ ŝ Ǉƻǎǘƻ ƭΩƻōƛŜǘǘƛǾƻ Řƛ ŦƻŎŀƭƛȊȊŀǊŜ 
ƭΩŀǘǘŜƴȊƛƻƴŜ ŘŜƭƭΩƻǇƛƴƛƻƴŜ ǇǳōōƭƛŎŀ ǘŜŘŜǎŎŀ ǎǳƭƭŀ ǎƛǘǳŀȊƛƻƴŜ ŎǳƭǘǳǊŀƭŜ 
ƴŀȊƛƻƴŀƭŜ Ŏƻƴ ǇŀǊǘƛŎƻƭŀǊŜ ǊƛŦŜǊƛƳŜƴǘƻ ŀƭƭΩŀƳōƛǘƻ ǘŜŀǘǊŀƭŜΣ ƳŜǘǘŜƴŘƻ ƛƴ 
ŜǾƛŘŜƴȊŀ ŎƻƳŜ ǉǳŜǎǘΩƻŦŦŜǊǘŀ ŎǳƭǘǳǊŀƭŜ ŦƻǎǎŜ ƛǇŜǊǘǊƻŦƛŎŀ ƴǳƳŜǊƛŎŀƳŜƴǘŜΣ Ŝ 
sostanzialmente uguale in ogni Lander per quanto concerneva i titoli delle 
rappresentazioni.  
bŜƭƭΩŜŘƛȊƛƻƴŜ ƛǘŀƭƛŀƴŀΣ ǇǳōōƭƛŎŀǘŀ ǇŜǊ Ŏƻƴǘƻ Řƛ aŀǊǎƛƭƛƻ 9ŘƛǘƻǊŜΣ ǇǳǊ 

lasciando inalterato il titolo, Kulturinfarkt, si è voluto adeguare il sottotitolo 
alla realtà del nostro Paese trasformandolo in Azzerare i fondi pubblici per 
far rinascere la culturaΣ Ƴŀ ŎƛƼ Ƙŀ ǊŜǎƻ ƭΩƛƴǘŜǊǊƻƎŀǘƛǾƻ ŀƴŎƻǊŀ ǇƛǴ ǳǊƎŜƴǘŜΥ ƛƭ 
ǇŀǘǊƛƳƻƴƛƻ ŎǳƭǘǳǊŀƭŜ ƛǘŀƭƛŀƴƻ ǊƛǎŎƘƛŀ ŘŀǾǾŜǊƻ ƭΩƛƴŦŀǊǘƻΚ 

Per rispondere con cognizione di causa alla domanda è necessario 
chiarire il significato dei termini in questione. 
[ΩƛƴŦŀǊǘƻ ŎƻǊǊƛǎǇƻƴŘŜ ŀƭƭŀ ƳƻǊǘŜ Řƛ ŀƭŎǳƴŜ ŎŜƭƭǳƭŜ ǇŜǊ ŀƴƻǎǎƛŀΣ ƻǾǾŜǊƻ ŀ 

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 
quantità 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 più 
velocemente contestualmente alla presenza di fattori di rischio quali 
diabete, fumo, ipertensione arteriosa, obesità, 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 
ǇŀǎǎŀƎƎƛƻ ŘŜƭ ǎŀƴƎǳŜ ŜΣ ǉǳƛƴŘƛΣ ŘŜƭƭΩƻǎǎƛƎŜƴƻΦ Da qui ne consegue la morte 
per anossia delle cellule rimaste senza nutrimento. 

Nonostante una casistica fortemente variegata, poiché una persona può 
essere soggetta a più 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 
ŦŀǘǘƻǊŜ ǘŜƳǇƻ όǇǊƛƳŀ ƭΩŀǊǘŜǊƛŀ ƻŎŎƭǳǎŀ ǾƛŜƴŜ ǊƛŀǇŜǊǘŀ ǇƛǴ ǇƛŎŎƻƭƻ ǎŀǊŁ ƛƭ 
Řŀƴƴƻ Ŏŀǳǎŀǘƻ ŘŀƭƭΩƛƴŦŀǊǘƻ ŜΣ ǉǳƛƴŘƛΣ ƳŀƎƎƛƻǊƛ ƭŜ ǇƻǎǎƛōƛƭƛǘŁ Řƛ ǎƻǇǊŀǾǾƛǾŜƴȊŀ 
e di buona qualità di vita del soggetto, analogamente qualsiasi ritardo nel 
soccorso potrebbe esporre il soggetto a lesioni irreversibili con conseguente 
peggioramento della qualità 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 
ƛŘŜƴǘƛŦƛŎŀǘƛ Ŏƻƴ ƭΩŀǇǇŜƭƭŀǘƛǾƻ Řƛ ΨƳŀƭƛ ŘŜƭƭΩŀōōƻƴŘŀƴȊŀΩΣ ƳǳǘǳŀƴŘƻ ǉǳŜǎǘŀ 
ŘŜƴƻƳƛƴŀȊƛƻƴŜ ǇǊƻǇǊƛƻ ŘŀƭƭΩŀƳōƛǘƻ ŎǳƭǘǳǊŀƭŜΣ Ŏƻƴ ǊƛŦŜǊƛƳŜƴǘƻ ŀƭƭΩƻƳƻƴƛƳƻ 
ǎŀƎƎƛƻ ǎŎǊƛǘǘƻ ŘŀƭƭΩŀǊŎƘŜƻƭƻƎŀ !ƴŘǊŜƛƴŀ wƛŎŎƛ όмффсύΦ 

Ma nel settore culturale quali sono i fattori rischio da eliminare? 
Come ha indicato Marco Eugenio Di Giandomenico, docente di 

Ψ9ŎƻƴƻƳƛŀ ŜŘ hǊƎŀƴƛȊȊŀȊƛƻƴŜ !ȊƛŜƴŘŀƭŜΩ ǇǊŜǎǎƻ ƛƭ tƻƭƛǘŜŎƴƛŎƻ Řƛ aƛƭŀƴƻ ŜŘ 
autorevole esperto di valorizzazione territoriale, nel corso del convegno 
Ψ/ǊƛǘƛŎƛǘŁ Ŝ ±ŀƭƻǊƛȊȊŀȊƛƻƴŜ ŘŜƭ tŀǘǊƛƳƻƴƛƻ /ǳƭǘǳǊŀƭŜΩ ǎǾƻƭǘƻǎƛ ŀ CƛǊŜƴȊŜ ƴŜƭ 
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 possibilità 
Řƛ ǾŜǊƛŦƛŎŀ Řƛ ŜǾŜƴǘƛ Řŀƴƴƻǎƛ Řƛ ǉǳŀƭǎƛǾƻƎƭƛŀ ŘŜǊƛǾŀȊƛƻƴƛ όƭΩǳǎƻ ǎƳƻŘŀǘƻ 
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 opportunità economiche, sociali, culturali, di 
sostenibilità 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 
ǉǳŜƭƭΩƻǎǎƛƳƻǊƻ ǘǊŀ ǘǳǘŜƭŀ Ŝ ǾŀƭƻǊƛȊȊŀȊƛƻƴŜ ǊŀǾǾƛǎŀǘƻ Řŀ !ƴǘƻƴƛƻ DƻŘƻƭƛ 
όнллсύΣ 5ƛǊŜǘǘƻǊŜ ŘŜƭ 5ƛǇŀǊǘƛƳŜƴǘƻ Ψ!ǊŎƘƛǘŜǘǘǳǊŀ ŜŘ !ƭƭŜǎǘƛƳŜƴǘƛ 
aǳǎŜƻƎǊŀŦƛŎƛΩ ǇǊŜǎǎƻ ƭŀ DŀƭƭŜǊƛŀ ŘŜƎƭƛ ¦ŦŦƛȊƛ Řƛ CƛǊŜƴȊŜΥ  

 

Se si compie azione di tutela per conservare al meglio una 
ǘŜǎǘƛƳƻƴƛŀƴȊŀ ŘΩŀǊǘŜ Ŝ Řƛ ǎǘƻǊƛŀΣ ƭŀ ǾŀƭƻǊƛȊȊŀȊƛƻƴŜΣ ŎƘŜ Ƙŀ ƭƻ ǎŎƻǇƻ Řƛ 
ŦŀǊ ŎƻƴƻǎŎŜǊŜ ǉǳŜƛ ŎŀǊŀǘǘŜǊƛ ŘΩŀǊǘŜ Ŝ Řƛ ǎǘƻǊƛŀΣ ǎŜ ƴƻƴ ƻǇǇƻǊǘǳƴŀƳŜƴǘŜ 
controllata, rischia di comprometterli portando alla loro perdita. 

/ƻƴ ƭΩƛƴǘǊƻŘǳȊƛƻƴŜ ŘŜƭƭŀ ƳŜǘƻŘƻƭƻƎƛŀ ŘŜƭ Ψ5ŜǎƛƎƴ ǇŜǊ ƭŀ ǾŀƭƻǊƛȊȊŀȊƛƻƴŜ ŘŜƭ 
tŀǘǊƛƳƻƴƛƻ /ǳƭǘǳǊŀƭŜΩ ǎƛ ǎǘŀ ǘŜƴǘŀƴŘƻ Řƛ ŀŦŦǊƻƴǘŀǊŜ Ŝ ǎŎƛƻƎƭƛŜǊŜ ƭΩƻǎǎƛƳƻǊƻΣ 
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configurando non solo azioni progettuali indaganti gli aspetti legati 
ŀƭƭΩŜǎǇŜǊƛŜƴȊŀ Řƛ ŦǊǳƛȊƛƻƴŜΣ ōŜƴǎƜ ƛƴƴƻǾŀǘƛǾƛ Ŝ ǇƻƛŜtici (da poiesis, ovvero in 
grado di generare nuove ipotesi di senso) scenari di progetto esplicitanti 
ǳƴΩƛŘŜŀ Řƛ ǾŀƭƻǊƛȊȊŀȊƛƻƴŜ ƴƻƴ ƛƴǘŜǎŀ ŎƻƳŜ ƭΩŀǇǇƭƛŎŀȊƛƻƴŜ Řƛ ǳƴŀ ŦŀǘǘƛǎǇŜŎƛŜ 
normativa, bensì assumendola in qualità di questione progettuale. 

In particolŀǊŜ Ŝǎǎŀ ǎƛ ǇƻƴŜ ƭΩƻōƛŜǘǘƛǾƻ Řƛ ǇŜǊǎŜƎǳƛǊŜ ƭŀ ǊƛŎŜǊŎŀ Řƛ ǳƴ 
equilibrio tra azioni di conservazione ed azioni di fruizione, nel contesto 
delle quali viene a costituirsi la cifra etica della azione di valorizzazione 
stessa. 
bŜƭ ǎƻƭŎƻ ŘŜƭƭΩƛƴŘƛǊƛȊȊƻ ǘǊŀŎŎƛŀǘƻ viene a sostanziarsi un campo ancora 

fortemente inesplorato da parte del design ma in cui esso può, e sempre più 
potrà 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 più efficaci ed efficienti 
delle attuali, in virtù 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 
ƭΩŜǎǇǊŜǎǎƛƻƴŜ ΨǊŀŎŎƻƭǘŀ ŦƻƴŘƛΩΣ Ƴŀ ǘŀƭŜ ƭƻŎǳȊƛƻƴŜ ƴƻƴ ǊƛŜǎŎŜ ŀŘ ŜǎǇǊƛƳŜǊŜ 
ǘƻǘŀƭƳŜƴǘŜ ƛƭ ǎƛƎƴƛŦƛŎŀǘƻ ƻǊƛƎƛƴŀǊƛƻ ŎƻƴǘŜƴǳǘƻ ƴŜƭƭΩŜǎǇǊŜǎǎƛƻƴŜ ƛƴƎƭŜǎŜΦ 
Lƭ ǾŜǊōƻ Ψǘƻ ǊŀƛǎŜΩ ƴƻƴ ŝ ǎƻƭǘŀƴǘƻ ǎƛƴƻnimo di raccogliere, ricevere o 

ŀŎŎŜǘǘŀǊŜ όŜǎǇǊŜǎǎƛƻƴŜ ŎƘŜ ƛƴ ǘŀƭ Ŏŀǎƻ ŀǾǊŜōōŜ ŀǾǳǘƻ ǳƴΩƛƴǘǊƻŘǳȊƛƻƴŜ ǇƛǴ 
ŎƻǊǊŜǘǘŀ Ŏƻƴ ƭΩŀǳǎƛƭƛƻ ŘŜƛ ǾŜǊōƛ Ψǘƻ ŎƻƭƭŜŎǘΩ ƻ Ψǘƻ ǊŜŎŜƛǾŜΩύ Ƴŀ ǊŀŎŎƘƛǳŘŜ ƛƴ ǎŞ 
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 ciò 
stesso che sia anche più fedele a ciò che è detto. Una traduzione è 
fedele solo se le parole parlano il linguaggio della cosa in causa. 

Il fundraising non è una questua poiché il suo nucleo centrale non 
coincide, esclusivamente, con la richiesta di denaro, bensì 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 
ŎƻƳǇƛǳǘƻ ǎŀƭǾŀƎǳŀǊŘŀƴŘƻƴŜ ƭΩƛŘŜƴǘƛǘŁ Ŝ ƭΩƛƴǘŜƎǊƛǘŁΦ 
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Ciò pone il fundraising nel novero di quelle metodologie le quali, se da 
un lato possono ascriversi nella casistica di un design più implicito che 
ǇŀƭŜǎŜΣ ǎŜŎƻƴŘƻ ǉǳŀƴǘƻ ƛƴŘƛŎŀǘƻ Řŀ IŀƴǎƧƻǊƎ .ǳƭŘƛƎŜǊ όмффоύΣ ŘŀƭƭΩŀƭǘǊƻ ǎƛ 
ǊƛǘǊƻǾŀƴƻ ŀ ǇƛŜƴƻ ǘƛǘƻƭƻ ƴŜƭ ŎŀƳǇƻ ŘΩŀȊƛƻƴŜ ŘŜƭ ŘŜǎƛƎƴ ǎǘǊŀǘŜƎƛŎƻΥ ǳƴ ŘŜǎƛƎƴ 
ŎƘŜ ǇŜǊ ǎǳŀ ƴŀǘǳǊŀ Ψǎŀ ƛƴǘŜǊǇǊŜǘŀǊŜ ƭŀ ŎƻƳǇƭŜǎǎƛǘŁ ŎƻƎƭƛŜƴŘƻƴŜ strutture di 
senso, sa indicare una strada rendendola visibile, sa comunicare e gestire i 
ǇǊƻŎŜǎǎƛ Řƛ ŎƻƴŘƛǾƛǎƛƻƴŜ ŘŜƭƭŜ ǎŎŜƭǘŜ ŘŜƴǘǊƻ ƭΩƻǊƎŀƴƛȊȊŀȊƛƻƴŜΩΣ ŎƻƳŜ 
evidenzia Francesco Zurlo ŀƭƭŀ ǾƻŎŜ ΨŘŜǎƛƎƴ ǎǘǊŀǘŜƎƛŎƻΩ ŎƻƴǘŜƴǳǘŀ ƴŜƭƭŀ 
versione on-ƭƛƴŜ ŘŜƭƭΩ9ƴŎiclopedia 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 è rappresentato, tenendo conto di 
come esso implichi anche il definirsi della figura del designer e del suo 
ruolo (Pasca e Trabucco, 1995). 

/ƻƴ ǉǳŜǎǘŜ ǇŀǊƻƭŜΣ ƴŜƭ мффмΣ ǘŜǊƳƛƴŀǾŀ ƭΩopen lecture presentata da 
Vanni Pasca al 1º Convegno internazionale di studi storici sul design 
ƛƴŎŜƴǘǊŀǘƻ ǎǳƭ ǘŜƳŀ Ψ{ǘƻǊƛŀ Ŝ ǎǘƻǊƛƻƎǊŀŦƛŀΩΦ {ŜōōŜƴŜ 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 può 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.I.-Fondo Ambiente Italiano del 2006, si pone 
ǎǳƭƭŀ ǎǘŜǎǎŀ ƭǳƴƎƘŜȊȊŀ ŘΩƻƴŘŀ Řƛ ǘǳǘŜla, gestione e valorizzazione in quanto 
ΨƳƻƳŜƴǘƛ ƛƴǘƛƳŀƳŜƴǘŜ ŎƻƴƴŜǎǎƛ Řƛ ǳƴ ǇǊƻŎŜǎǎƻ ǳƴƛŎƻΣ ώŜϐ ŎƘŜ Ƙŀƴƴƻ ǎŜƴǎƻ 
solo se ispirati da un'istanza unificante: la ricerca conoscitiva sui beni da 
ǘǳǘŜƭŀǊŜ Ŝ ƎŜǎǘƛǊŜΩΦ 
bŜƭƭΩƻǘǘŜƳǇŜǊŀƴȊŀ Řƛ ǘŀƭŜ ƛƴŘƛǊƛȊȊƻ ǎƛ ǇƻƴƎƻƴƻ ǉǳƛƴŘƛ ƛ Ŏŀǎƛ ǎǘǳŘƛƻ ǊŜƭŀǘƛǾƛ 

ŀƭƭΩŀƴŦƛǘŜŀǘǊƻ CƭŀǾƛƻ Řƛ wƻƳŀ ό/ƻƭƻǎǎŜƻύ Ŝ ŀƎƭƛ ǎŎŀǾƛ ŀǊŎƘŜƻƭƻƎƛŎƛ Řƛ 9ǊŎƻƭŀƴƻ 
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 
ŎƻƴǘǊŀŘŘƛǎǘƛƴƎǳƻƴƻ ƭΩƛƴǘŜǊŀ ŀƭǘŜȊȊŀ ŘŜƭƭΩ!ƴŦƛǘŜŀǘǊƻΦ 
{ǳŎŎŜǎǎƛǾŀƳŜƴǘŜ ŀ ǉǳŜƭƭΩŜǎǇŜǊƛŜƴȊŀΣ ǎƛ ŝ ŘƻǾǳǘƻ ŀǎǇŜǘǘŀǊŜ Ŧƛƴƻ ŀƭ п 

agosto del 2010 quando sulla Gazzetta Ufficiale e, contemporaneamente, su 
alcuni quotidiani nazionali, è 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 
ǎŜǊǾƛȊƛ ƴŜƭƭΩƻōƛŜǘǘƛǾƻ Řƛ ΨŜǎǘŜǊƴŀƭƛȊȊŀǊŜ ƴŜƭƭŀ ǇƛŀȊȊŀ ŘŜƭ /ƻƭƻǎǎŜƻΩ ƭŜ ŀǘǘƛǾƛǘŁ Řƛ 
supporto alla visita (accoglienza, biglietteria, bookshop, servizi igienici) posti, 
ŀǘǘǳŀƭƳŜƴǘŜΣ ŀƭƭΩƛƴǘŜǊƴƻ ŘŜƭ ƳƻƴǳƳŜƴǘƻ 

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 
ǇŜǊ ƭΩƛƴǾƛƻ ŘŜƭƭŜ ǇǊƻǇƻǎǘŜ όолΦмлΦнлмлύ ŀǾŜǾŀƴƻ ǇŀǊǘŜŎipato solo 2 gruppi: il 
DǊǳǇǇƻ ¢ƻŘΩǎ Ŝ wȅŀƴŀƛǊΣ Ƴŀ ŘƻǇƻ ǳƴ ŀǘǘŜƴǘƻ ŜǎŀƳŜ ƴŜǎǎǳƴŀ ŘŜƭƭŜ н ƻŦŦŜǊǘŜ 
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 possibilità: sospendere la 
procedura e astenersi dal procedere, in attesa di migliori condizioni di 
mercato; prorogare il termine per la presentazione delle offerte; rivedere i 
ǘŜǊƳƛƴƛ ŘŜƭƭΩŀǾǾƛǎƻ ǇǳōōƭƛŎƻΤ ŜΣ ƛƴŦƛƴŜΣ ǇǊƻŎŜŘŜǊŜ ŀ ǘǊŀǘǘŀǘƛǾa privata essendo 
ŀǎǎƻƭǘƻ Ŏƻƴ ƭŀ ǇǳōōƭƛŎŀȊƛƻƴŜ ŘŜƭ ōŀƴŘƻ ƴŜƭƭΩŀƎƻǎǘƻ нлмл ƭΩƻƴŜǊŜ ǇǊŜ-
concorrenziale di trasparenza 
Lƭ {ƻƎƎŜǘǘƻ ŀǘǘǳŀǘƻǊŜ ŘŜŎƛǎŜ Řƛ ƛƴǘǊŀǇǊŜƴŘŜǊŜ ǉǳŜǎǘΩǳƭǘƛƳŀ ǎǘǊŀŘŀ 

innescando una procedura negoziata con 3 soggetti: i due che avevano 
preceŘŜƴǘŜƳŜƴǘŜ ŎƻƴŎƻǊǎƻ ƻǾǾŜǊƻΣ ƛƭ DǊǳǇǇƻ ¢ƻŘΩǎ Ŝ wȅŀƴŀƛǊΣ ǇƛǴ ǳƴ ǘŜǊȊƻ 
soggetto: IDeA FIMIT SGR S.p.A, società 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 
ǎǇƻƴǎƻǊƛȊȊŀȊƛƻƴŜ ŀƭ ƎǊǳǇǇƻ ¢ƻŘΩǎ ŀ ŦǊƻƴǘŜ Řƛ ǳƴΩƻŦŦŜǊǘŀ Řƛ нр Ƴƛƭƛƻƴƛ Řƛ 9ǳǊƻ 
per i lavori. 

Il caso del Colosseo avrebbe potuto rappresentare, non soltanto per 
ƭΩƛƳǇƻǊǘŀƴȊŀ ŘŜƭ ƳƻƴǳƳŜƴǘƻ ŀ ƭƛǾŜƭƭƻ ƛƴǘŜǊƴŀȊƛƻƴŀƭŜΣ ƭΩŀǳǘŜƴǘƛŎƻ ŜŘ 
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 più identificata, in un 
primo tempo, come sponsorizzazione tecnica, ovvero in cui lo sponsor 
ǎΩƛƳǇŜƎƴŀΣ ƻƭǘǊŜ ŎƘŜ ŀ ŜǊƻƎŀǊŜ ǳƴ ŎƻƴǘǊƛōǳǘƻΣ ŀ ǎǾƻƭƎŜǊŜ ŀƴŎƘŜ ƭΩŀǘǘƛǾƛǘà di 
ǇǊƻƎŜǘǘŀȊƛƻƴŜ Ŝ ǊŜŀƭƛȊȊŀȊƛƻƴŜ ŘŜƭƭΩƛƴǘŜǊǾŜƴǘƻΣ Ƴŀ ǇƻƛΣ ŀ ǎŜƎǳƛǘƻ ŘŜƭ 
passaggio a trattativa privata tramutatasi in sponsorizzazione pura e risolta 
Ŏƻƴ ƭΩŜǎŎƭǳǎƛǾŀ ŜǊƻƎŀȊƛƻƴŜ Řƛ ǳƴ ŎƻƴǘǊƛōǳǘƻ ƛƴ ŘŜƴŀǊƻ ƛƴ ŎŀƳōƛƻ ŘŜƭƭƻ 
sfruttamento degli spazi a fini commerciali, differentemente da ciò che, 
ŎƻƴǘŜƳǇƻǊŀƴŜŀƳŜƴǘŜ ǎǘŀǾŀ ŀǾǾŜƴŜƴŘƻ ŀ ǇƻŎŀ ŘƛǎǘŀƴȊŀ ŘŀƭƭΩ!ǊŜŀ 
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, è avvenuto ad 
opera della Fondazione Bracco il recupero e la valorizzazione del ciclo 
ǊŀŦŦƛƎǳǊŀƴǘŜ ƭŜ ǎǘƻǊƛŜ ŘŜƭƭΩ!ƴǘƛŎƻ ¢ŜǎǘŀƳŜƴǘƻ ŘƛǇƛƴǘŜ Řŀ tƛŜǘǊƻ Řŀ /ƻǊǘƻƴŀ 
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 
delƭŀ ǎƛǘǳŀȊƛƻƴŜ ƴŜƭƭΩŀǊŜŀ ƛƴ ƻƎƎŜǘǘƻΦ DǊŀƴŘŜ Ŧǳ ƭϥŜƳƻȊƛƻƴŜ ƴŜƭƭƻ ǎŎƻǇǊƛǊŜ ŎƘŜ 
sotto le superfetazioni napoleoniche vi erano tracce di decorazioni del 
Seicento perfettamente conservate ed appartenenti ad uno degli esempi più 
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 
ŀǘǘŜǎǘŀƴǘŜ Řŀƭƭŀ Řŀǘŀ ΨмсрсΩ Řŀƭ ƴƻƳŜ ŘŜƭ ŎƻƳƳƛǘǘŜƴǘŜ Ψ!ƭŜȄŀƴder VII-
tƻƴǘƛŦŜȄ hǇǘƛƳǳǎ aŀȄƛƳǳǎΩ ǊƛǘǊƻǾŀǘŀ ǎƻǘǘƻ ƭŀ ŦƛƴŜǎǘǊŀ ŘŜƭƭΩŀǘǘƛƎǳŀ {ŀƭŀ Řƛ 
Augusto): un salone lungo più di 60 mt intervallato da una serie di Sale (Sala 
degli Ambasciatori, Sala di Augusto o del Trono e la Sala Gialla) affrescate 
dal più importante esponente del barocco romano, Pietro da Cortona, e 
posto come cardine della cosiddetta ala Sista.  

Conclusosi nel 2011, il recupero del ciclo cortonesco è stato reso 
ǇƻǎǎƛōƛƭŜ ŘŀƭƭΩƛƴǘŜǊǾŜƴǘƻ ŘŜƭƭŀ CƻƴŘŀȊƛƻƴŜ .ǊŀŎŎƻ ŎƘŜ ǉǳƛ Ƙŀ ƛƴǘǊŀǇǊŜǎƻ ǳƴ 
percorso di fundraising ŎƻƴǘǊŀǎǎŜƎƴŀǘƻ ŘŀƭƭΩŀǇǇƭƛŎŀȊƛƻƴŜ ŘŜƭƭŜ ƳŜǘƻŘƻƭƻƎƛŜ 
ŘŜƭ ǇǊƻƎŜǘǘƻ Ψ!Ǌǘ ŦǊƻƳ ƛƴǎƛŘŜΩΣ ƳǳǘǳŀƴǘŜ ǉǳŜƭƭŜ ƎƛŁ ǎǾƛƭǳǇǇŀǘŜ Ŝ 
sperimentate dal Gruppo Bracco stesso nel campo della diagnostica medica 
Ŏƻƴ ƭŀ ŘŜƴƻƳƛƴŀȊƛƻƴŜ Řƛ Ψ[ƛŦŜ ŦǊƻƳ ƛƴǎƛŘŜΩ ŜŘ ŀǾŜƴǘƛ ƭΩƻbiettivo di portare il 
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ŦǊǳƛǘƻǊŜ ŀŘ ŜƴǘǊŀǊŜ ΨŘŜƴǘǊƻΩ ƭΩƻǇŜǊŀ ǇƛǘǘƻǊƛŎŀΣ ǎŜŎƻƴŘƻ ǉǳŀƴǘƻ ŎƻƳǇƛǳǘƻ 
Řŀƭƭŀ ǎǘŜǎǎŀ ŦƻƴŘŀȊƛƻƴŜ ƛƴ ŀƭǘǊƛ ŎŀǇƻƭŀǾƻǊƛ ŘŜƭƭΩŀǊǘŜ ƛǘŀƭƛŀƴŀΥ ŎƻƳŜ ǉǳŜƭƭƛ Řƛ 
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. 
[ΩIŜǊŎǳƭŀƴŜǳƳ /ƻƴǎŜǊǾŀǘƛƻƴ tǊƻƧŜŎǘ ŝ ǳƴ ǇǊƻƎŜǘǘƻ ǇǳōōƭƛŎƻπǇǊƛǾŀǘƻ 

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 (già Soprintendente Archeologo di Pompei), e redatto da 
AndrŜǿ ²ŀƭƭŀŎŜπIŀŘǊƛƭƭ ό5ƛǊŜǘǘƻǊŜ ŘŜƭƭŀ .ǊƛǘƛǎƘ {ŎƘƻƻƭ ŀǘ wƻƳŜύ ƛƴǾƛǘŀǘƻ ŀŘ 
ŀǎǎǳƳŜǊƴŜ ƭŀ ŘƛǊŜȊƛƻƴŜ ǎƻǘǘƻ ƭΩŜƎƛŘŀ Řƛ ǳƴ /ƻƳƛǘŀǘƻ {ŎƛŜƴǘƛŦƛŎƻ Řƛ 
importanza internazionale, il progetto sta tracciando una nuova strada 
ƴŜƭƭΩƻōƛŜǘǘƛǾƻ Řƛ ŘƛƳƻǎǘǊŀǊŜ ŎƘŜΣ Ŏƻƴ ƛƭ Ǝƛǳǎǘo peso dato alle qualità ed alle 
ƳŜǘƻŘƻƭƻƎƛŜ ŎƻƴǎŜǊǾŀǘƛǾŜ ǇƛǴ ŜŦŦƛŎƛŜƴǘƛΣ ŎƻƴǘŜǎǘǳŀƭƳŜƴǘŜ ŀƭƭΩŀǇǇƭƛŎŀȊƛƻƴŜ 
efficace delle normative in materia di Beni Culturali, il coinvolgimento dei 
soggetti privati può aprire nuove potenzialità 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 città 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 
ǎƛ ŝ ŜǎǘŜǎŀ ŀƴŎƘŜ ΨŜȄǘǊŀ ƳƻŜƴƛŀΩ ƭǳƴƎƻ ǘǳǘǘŀ ƭΩŀǊŜŀ ŘŜƭƭΩ9ǊŎƻƭŀƴƻ ƳƻŘŜǊƴŀ Ŝ 
contemporanea restituendo ΨƎƭƛ ǎŎŀǾƛ ŀƭƭŀ ŎƛǘǘŁΩΣ ƳƛƎƭƛƻǊŀƴŘƻ ƭΩŜǎǇŜǊƛŜƴȊŀ Řƛ 
fruitiva dei visitatori che ogni anno fanno tappa nella città vesuviana. 
hƭǘǊŜ ŀ ǘǊŀǘǘŜƎƎƛŀǊŜ ǳƴ ǇƻǎǎƛōƛƭŜ ǎŎŜƴŀǊƛƻ ŦǳǘǳǊƻ ƭΩƛƭƭǳǎǘǊŀȊƛƻƴŜ Řƛ ǉǳŜǎǘƛ 

Ŏŀǎƛ ǎƛ ǇƻƴŜ ŀƴŎƘŜ ƭΩƻōƛŜǘǘƛǾƻ Řƛ ǎƻǘǘƻƭƛƴŜŀǊŜ ƭŀ ƴŜŎŜǎǎƛǘŁ Ŝ ƭΩǳǊƎŜƴȊŀ Řƛ 
ǊŜŎǳǇŜǊŀǊŜ ƭΩŀƴǘƛŎŀ ŦƛƭƻǎƻŦƛŀ ŎƘŜ ƭΩƛŘŜŀǘƻǊŜ ŘŜƭ aƛƴƛǎǘŜǊƻΣ DƛƻǾŀƴƴƛ {ǇŀŘƻƭƛƴƛΣ 
ǇƻǎŜ ƴŜƭ мфтп ŀƭƭŀ ōŀǎŜ ŘŜƭƭΩƛǎǘƛǘǳȊƛƻƴŜ ǎǘŜǎǎŀ ŘŜƭ 5ƛŎŀǎǘŜǊƻΣ Ŝ ŎƘŜ ǎƛ ǘǊƻǾŀ 
scritto nelle carte personali del Professore conservate presso la Biblioteca 
ŘŜƭƭŀ ǎǳŀ Ǿƛƭƭŀ όƻǊŀ CƻƴŘŀȊƛƻƴŜύ ŀ tƛŀƴ ŘŜƛ DƛǳƭƭŀǊƛΥ ƭΩƛŘŜŀ Řƛ ŎǊŜŀǊŜ ƴƻƴ ǘŀƴǘƻ 
un Dicastero dei Beni Culturali ed Ambientali quanto un Ministero per i Beni 
Culturali ed Ambientali: differenza che se a primo achito può apparire alla 
stregua di un sofisma puramente grammaticale, esplicita invece la sua ferma 
ŜŘ ŀǳǘƻǊŜǾƻƭŜ ŎŀǇŀǊōƛŜǘŁ ƴŜƭƭŀ ŎǊŜŀȊƛƻƴŜΥ Ψbƻƴ ώΧϐ Řƛ ǳƴ ŎŜƴǘǊƻ Řƛ ǇƻǘŜǊŜΣ 
Ƴŀ Řƛ ǳƴ ŎŜƴǘǊƻ ŘΩƛƴƛȊƛŀǘƛǾŀ ƛƴǘŜƭƭŜǘǘǳŀƭŜ Ŝ ǇƻƭƛǘƛŎŀΣ ƛƭ ǇƛǴ ǇƻǎǎƛōƛƭŜ 
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ǎōǳǊƻŎǊŀǘƛȊȊŀǘƻΣ ƛƭ ǇƛǴ ǇƻǎǎƛōƛƭŜ ǘŜŎƴƛŎƻΦ vǳŀǎƛ ǳƴΩŀƎŜnzia in senso 
ŀƴƎƭƻǎŀǎǎƻƴŜΩ ό/ŜŎŎǳǘǘƛΣ нлмнύΦ 

Ed è nel contesto di questa futura factory che il design potrà esplicitare 
tutta la propria valenza strategica (matter). 
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LŘŜƴǘƛǘŁ ǾƛǎƛǾŜ ƎŜƴŜǊŀǘƛǾŜΦ tǊƻƎǊŀƳƳŀǊŜ ƭŀ 
ŎƻǊǇƻǊŀǘŜ ƛŘŜƴǘƛǘȅ 

Francesco E. Guida*  

Politecnico di Milano 

bŜƛ ǇǊƻŎŜǎǎƛ ǇǊƻƎŜǘǘǳŀƭƛ ƴŜƭƭΩŀǊŜŀ ŘƛǎŎƛǇƭƛƴŀǊŜ ŘŜƭ ŘŜǎƛƎƴ ŘŜƭƭŀ 
ŎƻƳǳƴƛŎŀȊƛƻƴŜ ǾƛǎƛǾŀ ƭΩǳǘƛƭƛȊȊƻ ŘŜƭƭŀ ǇǊƻƎǊŀƳƳŀȊƛƻƴŜ ƛƴŦƻǊƳŀǘƛŎŀ ǎǘŀ 
determinando interessanti cambiamenti. In particolare in questo paper si 
ƛƴǘŜƴŘŜ ŎƻƴŎŜƴǘǊŀǊŜ ƭΩŀǘǘŜƴȊƛƻƴŜ ǎǳƭ ŦŜƴƻƳŜƴƻ ŘŜƭ generative design 
applicato allo specifico ambito del progetto di identità visiva. In anni recenti 
infatti si sono moltiplicati i casi di identità visive, spesso definite come 
dinamiche o post-logo, in cui alla sedimentata e convenzionale applicazione 
ripetitiva di un elemento visivo di riconoscibilità come il marchio si preferisce 
ƭΩŀŘƻȊƛƻƴŜ Řƛ ƭƛƴƎǳŀƎƎƛ ƳŀƎƎƛƻǊƳŜƴǘŜ ŦƭǳƛŘƛ ŜŘ ŜǎǇǊŜǎǎƛǾƛΣ ǎŜƳǇǊŜ ǇƛǴ 
ŦǊŜǉǳŜƴǘŜƳŜƴǘŜ ƳŜŘƛŀƴǘŜ ƭΩǳǘƛƭƛȊȊƻ 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 
ǊƛŦƭŜǎǎƛƻƴŜ ǎǳ ǉǳŜƭƭŀ ŎƘŜ ǎƛ ǊƛǘƛŜƴŜ ǳƴŀ ŘƛǊŜȊƛƻƴŜ ŜǾƻƭǳǘƛǾŀ ŘŜƭ ΨƳŜǎǘƛŜǊŜ ŘŜƭ 
ƎǊŀŦƛŎƻΩΦ 

Keywords: Generative design; corporate identity; identità visiva; design della 
comunicazione 

Introduzione 
bŜƛ ǇǊƻŎŜǎǎƛ ǇǊƻƎŜǘǘǳŀƭƛ Řƛ ŘŜǎƛƎƴŜǊΣ ŀǊŎƘƛǘŜǘǘƛ Ŝ ŀǊǘƛǎǘƛ Ǿƛǎǳŀƭƛ ƭΩǳǘƛƭƛȊȊƻ ŘŜƛ 

computer e dei relativi tool, come potremmo definire i software, è ad oggi 
pratica estesa nella concezione e nella produzione di forme. Principalmente 
viene però utilizzato software proprietario, le cui possibilità sono limitate 
agli usi previsti dagli sviluppatori dei pacchetti e peǊ ƭΩǳǘƛƭƛȊȊƻ Řƛ ƳŜǘŀŦƻǊŜ 
visive come il tavolo da disegno nei sitemi CAD. Queste limitazioni, che si 
ǊƛŦƭŜǘǘƻƴƻ ƛǊƻƴƛŎŀƳŜƴǘŜ ƴŜƭƭΩŜǎǇǊŜǎǎƛƻƴŜ ΨŦƻǊƳ Ŧƻƭƭƻǿǎ ǎƻŦǘǿŀǊŜΩ ό¢ŞƭƭŜȊ Ŝ 
Bohórquez, 2011) hanno evidenziato la necessità di sperimentare nuovi 
utilizzi che sfruttino pienamente le possibilità offerte dalla programmazione 
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open sourceΣ ƻǾǾŜǊƻ ƴŜƭƭΩǳǘƛƭƛȊȊƻ Řƛ ŎƻŘƛŎƛ ǎƻǊƎŜƴǘƛ ƭƛōŜǊƛ Řŀ ŘƛǊƛǘǘƛΦ  
wŜŀǎ όнлмлύ ŜǎǇǊƛƳŜ ŜŦŦƛŎŀŎŜƳŜƴǘŜ ǉǳŜǎǘƻ ŎƻƴŎŜǘǘƻΥ ΨtǊƻǇǊƛŜǘŀǊȅ ǎƻŦǘǿŀǊŜ 
products are general tools designed for the production of specific types of 
ŦƻǊƳǎ ώΧϐ ¢ƻ Ǝƻ ōŜȅƻƴŘ ǘƘŜǎŜ ƭƛƳƛǘŀǘƛƻƴǎΣ ƛǘ ƛǎ ƴŜŎŜǎǎŀǊȅ ǘƻ ŎǳǎǘƻƳƛȊŜ 
ŜȄƛǎǘƛƴƎ ŀǇǇƭƛŎŀǘƛƻƴǎ ǘƘǊƻǳƎƘ ǇǊƻƎǊŀƳƳƛƴƎ ƻǊ ǘƻ ǿǊƛǘŜ ȅƻǳǊ ƻǿƴ ǎƻŦǘǿŀǊŜΩΦ 
¦ƴŀ ǘŜƴǎƛƻƴŜ ŎƘŜ DŀƭŀƴǘŜǊ όнллоύ ǎƛƴǘŜǘƛȊȊŀ ŎƻǎƜΥ ΨLǘ ǿŀǎ ǎŜŜƳƛƴƎƭȅ 
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 
ŀƭƎƻǊƛǘƘƳǎ ŦƻǊ ǘƘŜ ŎǊŜŀǘƛƻƴ ŀƴŘ ǎŜƭŜŎǘƛƻƴ ƻŦ ǾŀǊƛŀǘƛƻƴǎΩΦ  

In queste parole è indicata di fatto una direzione che si registra da una 
ŘŜŎƛƴŀ ŘΩŀƴƴƛ ƛƴ Ƴƻƭǘƛ ŀƳōƛǘƛ ŘŜƭ ǇǊƻƎŜǘǘƻ Ŝ ƛƴ ǇŀǊǘƛŎƻƭŀǊŜ ƛƴ ǉǳŜƭƭƻ Řƛ 
comunicazione visiva e che è propria di quella che si è definita come 
DŜƴŜǊŀȊƛƻƴŜ ¸ όƻǾǾŜǊƻ ŘŜƛ ƴŀǘƛ ǘǊŀ ƛƭ мфул Ŝ ƛƭ мффсύ ǇŜǊ ƛ ǉǳŀƭƛ ƭΩǳǘƛƭƛȊȊƻ ŘŜƭƭŀ 
tecnologia ŝ ƴŀǘǳǊŀƭŜ ǎŜ ƴƻƴ ƻǾǾƛƻ ό²ƛŎƘǘΣ нлммύΦ [ΩƛƴǘǊƛƎŀƴǘŜ ǎŎŜƴŀǊƛƻ 
attuale vede quindi designer grafici utilizzare la programmazione nella 
definizione e nella costruzione di progetti di identità visiva i cui risultati sono 
caratterizzati da variabilità, flessibilità, dinamicità e molteplicità delle forme. 
[ŀ ǇŜŎǳƭƛŀǊƛǘŁ Řƛ ǘŀƭŜ ŦŜƴƻƳŜƴƻΣ ƻƭǘǊŜ ƭΩǳǘƛƭƛȊȊƻ ŘŜƭƭŀ ǇǊƻƎǊŀƳƳŀȊƛƻƴŜΣ ŝ 

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 ςcome si vedrà a seguireς 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, 
ƛƴ ǊŜŀƭǘŁ ƴƻƴ ŝ ǉǳŀƭŎƘŜ Ŏƻǎŀ ƴŀǘƻ Ŏƻƴ ƛƭ ŎƻƳǇǳǘŜǊΣ ǇŜǊ ǉǳŀƴǘƻ ƭΩǳǘƛƭƛȊȊƻ Řƛ 
strumenti informatici ne rende estremamente efficace in termini di risultati 
ƭΩŀǇǇǊƻŎŎƛƻ ƳŜǘƻŘƻƭƻƎƛŎƻΦ {ŜŎƻƴŘƻ DŀƭŀƴǘŜǊ όнллоύ ƭΩŀǊǘŜ ƎŜƴŜǊŀǘƛǾŀ 
(generative artύ ǎƛ ǊƛŦŜǊƛǎŎŜ ŀ ǉǳŜƭƭŜ ǇǊŀǘƛŎƘŜ ƛƴ Ŏǳƛ ƭΩŀǊǘƛǎǘŀ ǳǘƛƭƛȊȊŀ ǳƴ 
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 
ŎƻƳǇƭŜǘŀ ŘŜŦƛƴƛȊƛƻƴŜ Řƛ ǳƴΩƻǇŜǊŀΦ ¢ŀƭŜ ŘŜŦƛƴƛȊƛƻƴŜ ŜƴŦŀǘƛȊȊŀ ƛƭ Ǌǳƻƭƻ 
ǇǊƻŀǘǘƛǾƻ ŘŜƭƭΩŀǊǘƛǎǘŀ ƴŜƭƭŀ ŘŜŦƛƴƛȊƛƻƴŜ Řƛ ǊŜƎƻƭŜ ƻ ƭƛƴŜŜ-guida che 
consentono di produrre molteplici soluzioni coerenti con il framework 
(Wicht, 2011). Questo approccio è proprio delle pratiche del generative 
design. Quando questo è applicato ad esempio al contesto del progetto di 
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identità visiva il designer definisce un sistema più o meno articolato di 
regole sulla base di parametri in grado di produrre molteplici variazioni 
formali, talvolta non prevedibili in tutte le loro possibili varietà. Sempre 
DŀƭŀƴǘŜǊ όнлмнύ ǎƻǎǘƛŜƴŜ ŎƘŜ Ψgenerative art happens when the artist give 
some part of control to another system so as the result would differ from an 
art creation of ǎǇƻƴǘŀƴŜƻǳǎ ŘŜŎƛǎƛƻƴǎ ƻŦ ŀƴ ŀǊǘƛǎǘΩΦ Negli ambiti del 
generative design questo altro sistema è rappresentato dagli ambienti di 
programmazione informatici, che per definizione sono in grado di generare 
una molteplicità di soluzioni formali, di impostare processi di automazione e 
ripetizione, di scalabilità e variazione (Manovich, 2001). Sistemi che sono 
però da intendersi come strumenti di facilitazione del processo creativo, dal 
momento che consentono di dedicare più tempo alla sperimentazione, alla 
ricerca, che alla produzione, e il risultato finale può essere di maggiore 
soddisfazione per il designer e comunque coerente con le ambizioni e le 
richieste progettuali (Reas, 2010).  

Il designer non è più 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 però le questioni tecniche restano sullo sfondo a favore 
ŘŜƭƭΩŀǎǘǊŀȊƛƻƴŜ Ŝ ŘŜƭƭŀ ǇŀǊŀƳŜǘǊƛȊȊŀȊƛƻƴŜ Řƛ ŘŀǘƛΣ ǉǳƛƴŘƛ Řƛ ǳƴ Ǉƛŀƴƻ ƳŜǘŀ-
ǇǊƻƎŜǘǘǳŀƭŜΦ [ΩƛƴǘǊƻŘǳȊƛƻƴŜ ŘŜƭƭŀ ǇǊƻƎǊŀƳƳŀȊƛƻƴŜ ƴŜƛ ǇǊƻŎŜǎǎƛ ŎǊŜŀǘƛǾƛ Ŝ 
progettuŀƭƛΣ ƛƴ ǇŀǊǘƛŎƻƭŀǊŜ ƴŜƭƭΩŀƳōƛǘƻ ŘŜƭ ŘŜǎƛƎƴ ŘŜƭƭŀ ŎƻƳǳƴƛŎŀȊƛƻƴŜ ǾƛǎƛǾŀΣ 
arricchisce le possibilità del designer, liberato dalle costrizioni di strumenti 
predefiniti e con una maggiore libertà creativa nella costruzione di metafore 
visive (Duro et al., 2012). Il ruolo del designer è quindi quello di chi definisce 
ƛ ǇŀǊŀƳŜǘǊƛ Řƛ ƎŜƴŜǊŀȊƛƻƴŜ ŦƻǊƳŀƭŜ ǎŜƴȊŀ ǇŜǊƼ ǇŜǊŘŜǊŜ Řƛ ǾƛǎǘŀΣ ƴŜƭƭΩŀƳōƛǘƻ 
ŎƘŜ Ŏƛ ǊƛƎǳŀǊŘŀΣ ƭΩƻōƛŜǘǘƛǾƻ ǇǊƛƴŎƛǇŀƭŜ Řƛ ǳƴ ǎƛǎǘŜƳŀ Řƛ ƛŘŜƴǘƛǘŁ ǾƛǎƛǾŀΣ ƻǾǾŜǊƻ 
la identificazione e la riconoscibilità di una organizzazione (Téllez e 
Bohórquez, 2011). 

La corporate identity: tradizione vs innovazione 
bŜƭƭΩŀǊŜŀ ŘƛǎŎƛǇƭƛƴŀǊŜ ŘŜƭ ŘŜǎƛƎƴ ŘŜƭƭŀ ŎƻƳǳƴƛŎŀȊƛƻƴŜ ƭŜ ǇǊƛƴŎƛǇŀƭƛ 

applicazioni del generative design sono per la visualizzazione di dati 
(information graphics) o, è ed ciò che interessa maggiormente, per le 
identità visive flessibili. Proprio negli ultimi anni infatti si sono moltiplicati i 
Ŏŀǎƛ Řƛ ƛŘŜƴǘƛǘŁ ǾƛǎƛǾŜΣ ǎǇŜǎǎƻ ŘŜŦƛƴƛǘŜ ŎƻƳŜ ΨŦƭǳƛŘŜΩ ό[ŀǇŜƴǘƛƴƻΣ нлммύΣ 
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dinamiche o post-logo, in cui alla sedimentata e convenzionale applicazione 
ripetitiva di un elemento visivo di riconoscibilità come il marchio si 
ǇǊŜŦŜǊƛǎŎŜ ƭΩŀŘƻȊƛƻƴŜ Řƛ ƭƛƴƎǳŀƎƎƛ ƳŀƎƎƛƻǊƳŜƴǘŜ ŦƭǳƛŘƛ ŜŘ ŜǎǇǊŜǎǎƛǾƛΣ 
caratterizzati da variabilità, riferimento al contesto, processualità, 
performabilità, non-linearità, coerenza e varietà (Felsing, 2010).  

Si registrano quindi delle tendenze di pensiero e di atteggiamento 
ǇǊƻƎŜǘǘǳŀƭŜ ŎƘŜ ǘŜƴŘƻƴƻ ŀƭƭΩƛƴƴƻǾŀȊƛƻƴŜΥ Ψƛƭ ōǊŀƴŘ ƴƻƴ ŝ ǇƛǴ ǎŜƳǇƭƛŎŜƳŜƴǘŜ 
un logo bello e pulito che si attacca nello stesso posto ogni volta. Il brand è 
una piattaforma, il brand è flessibile, il brand è un luogo di scambio, e non è 
fisso, per cui non vi è un unico marchio. Vi sono modalità che consentono di 
avere una forma, una comunicazione e dei comportamenti riconoscibili, ma 
non si ǘǊŀǘǘŀ ǇƛǴ Řƛ ǉǳŀƭŎƘŜ Ŏƻǎŀ Řƛ ŎƻǎǘǊŜǘǘƻ Ŝ ŦƛǎǎŀǘƻΩ ό{ƘŀǳƎƘƴŜǎǎȅΣ нллуύΦ  

La classica struttura della corporate identity, quindi della 
rappresentazione di un soggetto mediante una serie di elementi primari ςe 
primo fra tutti il marchioς e sussidiari la cui espressione normativa è nel 
manual (Henrion e Parkin, 1967; Anceschi, 1985), viene riattivata 
ŘŀƭƭΩŀŘƻȊƛƻƴŜ Řƛ ǎǘǊǳƳŜƴǘƛ Ŝ ǇǊƻŎŜǎǎƛ Řƛ ŎƻǎǘǊǳȊƛƻƴŜ ŦƻǊƳŀƭŜ ǇƛǴ ǾƛŎƛƴƛ ŀ 
matrici meta-progettuali che segnano il passaggio da sistemi chiusi a sistemi 
aperti (Ciuccarelli, 2007).  

Inoltre il progettista può programmare non solo le due o le tre 
dimensioni, ma anche la quarta, quella del tempo che modifica il 
manifestarsi di una image, non più in un modo semplicemente controllato 
ma, appunto, programmato. Secondo paradigmi, non nuovi per quanto 
estremamente attuali (già nella seconda metà degli anni Sessanta si 
registrano casi di identità visive flessibili: Chiappini e Cioffi, 2006), più vicini 
ŀƛ ƳŜǘƻŘƛ ŘƛǾŜǊƎŜƴǘƛ ΨƛƴǘŜǊŜǎǎŀǘƛ ŀƭƭŀ ǇǊƻŘǳȊƛƻƴŜ Řƛ ƳƻƭǘŜǇƭƛŎƛǘŁΣ Řƛ ǾŀǊƛŜǘŁΩ Ŝ 
meno al pensiero convergente, operazionalista e pragmatista; più vicina 
ŀƭƭΩŀǇǇǊƻŎŎƛƻ ǎƻŦǘ ōŜƘŜǊŜƴǎƛŀƴƻΣ ŘŜƭƭΩƘƻǳǎŜ-style, in cui sovente il 
progettista diventa corresponsabile o almeno fiduciario del manager, e 
ƳŜƴƻ ŀƭ Ƴŀƴǳŀƭ ƛƴǘŜǎƻ ŎƻƳŜ ΨǎǘǊǳƳŜƴǘo tecnico-ōǳǊƻŎǊŀǘƛŎƻΩ ό!ƴŎŜǎŎƘƛΣ 
1981).  

I 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 
multidimensionalità 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 più 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 
ǎǳƭƭΩƛŘŜƴǘƛǘŁ ŎƻƳǇƭŜǎǎƛǾŀΣ Řƛ ǉǳŜƭƭŜ ΨƳŀƴƻǇƻƭŜ Řƛ ŎƻƳŀƴŘƻΩ ŎƘŜ ƎŜƴŜǊŀƴƻ ƭŀ 
varietà e che garantiscano le costanti dellΩƛŘŜƴǘƛǘŁ ό/ƛǳŎŎŀǊŜƭƭƛΣ нллтύΦ 

 

Figura 1  Logo generator ςsviluppato in Processingς per la Casa da Musica, design 
Sagmeister (2007). 

Da un punto di vista cronologico uno dei primi è quello per la Casa da 
Musica di Oporto (Portogallo) ideato da Stefan Sagmeister (2007) che 
consente di gestire il marchio ς ŎƘƛŀǊŀƳŜƴǘŜ ƛǎǇƛǊŀǘƻ ŀƭƭŀ ŦƻǊƳŀ ŘŜƭƭΩŜŘƛŦƛŎƛƻ 
progettato da Rem Koolhas ς 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 è di ospitare differenti iniziative legate al mondo 
della musica (dal jazz, alla musica classica, alle espressioni più 
contemporanee), rivolte a pubblici differentiΣ ƭΩƛŘŜƴǘƛǘŁ ǾƛǎƛǾŀ ƴƻƴ ǇǳƼ ŜǎǎŜǊŜ 
statica. Il sistema messo a punto da Sagmeister infatti consente di 
selezionare da immagini tematiche una paletta di colori personalizzata per 
ƭΩŜǾŜƴǘƻ ƻ ƭΩƛƴƛȊƛŀǘƛǾŀ ǎǇŜŎƛŦƛŎŀΦ !ƴŀƭƻƎŀƳŜƴǘŜ ǾŜƴƎƻƴƻ ƎŜǎǘƛǘŜ ŀƭŎǳƴŜ 
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 
varietà di soluzioni sia a cƘƛ ƭΩƛŘŜƴǘƛǘŁ ƭŀ ŘŜǾŜ ƎŜǎǘƛǊŜ ƴŜƭ ǉǳƻǘƛŘƛŀƴƻ ŎƘŜ ŀ ŎƘƛ 
ƭΩƛŘŜƴǘƛǘŁ ƭŀ ŦǊǳƛǎŎŜΦ  

 

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

¦ƴ ŀƭǘǊƻ Ŏŀǎƻ ŝ ǉǳŜƭƭƻ ŘŜƭƭΩƛŘŜƴǘƛǘŁ ǾƛǎƛǾŀ ǇŜǊ ƭŀ ǇŜƴƛǎƻƭŀ Řƛ bƻǊŘƪȅΣ Ǉƻǎǘŀ 
ŀƭƭΩŜǎǘǊŜƳƻ ƴƻǊŘ ŘŜƭƭŀ bƻǊǾŜƎƛŀΣ ƴƻn lontano dal Circolo Polare Artico, e in 
cui vi si trovano due piccoli paesi (Gamvik e Lebesky). Le due municipalità 
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 
ǇǊƻǇƻǎǘŀ ǎǳ ŘǳŜ ǇǊƛƴŎƛǇŀƭƛ ƛƴƎǊŜŘƛŜƴǘƛΥ ƛƭ ǇŀȅƻŦŦ Ψ²ƘŜǊŜ ƴŀǘǳǊŜ ǊǳƭŜǎΩ Ŝ ƛ Řŀǘƛ 
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 
ƎŜƴŜǊŀǘƻǊ ŀǘǘǊŀǾŜǊǎƻ Ŏǳƛ ƭΩŜƴǘŜ ƎŜǎǘƻǊŜ ±ƛǎƛǘ bƻǊŘƪȅƴ può scaricare il 
marchio aggiornato in tempo reale alle condizioni climatiche. I parametri di 
riferimento che modificano il marchio e di conseguenza la retorica 
ŘŜƭƭΩƛŘŜƴǘƛǘŁ ǾƛǎƛǾŀ ǎƻƴƻ ǉǳŜƭƭƛ ƴƻƴ ŎƻƴǘǊƻƭƭŀōƛƭƛ ƭŜƎŀǘƛ ŀƭ ŎƭƛƳŀΣ Ŏƻǎŀ ŎƘŜ Řƛ 
fatto determina una difficilmente definibile in termini numerici varietà di 
forme, pur su una struttura piuttosto rigida di costruzione della forma base. 
[ΩƛƴǇǳǘ ŀƭ ǎƻŦǘǿŀǊŜ ŀǊǊƛǾŀ ǉǳƛƴŘƛ Řŀ ŘŀǘƛΣ ƛƴŦƻǊƳŀȊƛƻƴƛΣ real-time e 

ƭΩƛŘŜƴǘƛǘŁ ǊƛŦƭŜǘǘŜ ƛƭ ƳƻƴŘƻ ŎƛǊŎƻǎǘŀƴǘŜ Ŝ ǎƛ ŀŘŀǘǘŀ ŀƛ ǎǳƻƛ ŎŀƳōƛŀƳŜƴǘƛΣ ƛƭ 
marchio diventa vivo (van Nes, 2012).  
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Probabilmente il più noto è quello per il Mit Media Lab (Thegreeneyl, 
2011), il cui marchio è basato su un algoritmo che produce un marchio unico 
per ciascuna facoltà, 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) è 
stata creata una pagina web che consente di creare anche animazioni 
personalizzate. I 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 
ŘŜǾŜ ǳǘƛƭƛȊȊŀǊƭƻ ƛƴ ǊŀǇǇǊŜǎŜƴǘŀƴȊŀ ŘŜƭƭΩƛǎǘƛǘǳȊƛƻƴŜΦ  

 

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 delƭΩLǘŀƭƛŀ ǎŜ ƴŜ ǾƻƎƭƛƻƴƻ ƳŜƴȊƛƻƴŀǊŜ 
due. Il primo è Index Urbis dello studio pugliese FF3300 per la Festa 
ŘŜƭƭΩ!ǊŎƘƛǘŜǘǘǳǊŀ Řƛ wƻƳŀ όŦƛƎǳǊŜ 4), per il quale è stato predisposto un 
ǎƻŦǘǿŀǊŜ ƛƴ ƎǊŀŘƻ Řƛ ΨǘǊŀŘǳǊǊŜ ƛƴ ǎŜƎƴƻ ƭŀ ŎƻƳǇƭŜǎǎƛǘŁ ŘŜƭƭŜ ƳƻǊŦƻƭƻƎƛŜ 
urbane, di restituire pezzi di epoche diverse che convivono nello stesso 
spazio, di raccontare la molteplicità e la Ŏƻƴǘƛƴǳŀ ǾŀǊƛŀōƛƭƛǘŁ ŘŜƭƭΩ¦ǊōŜΦ 
Ψbƻƴ Ǿƛ ŝ ŀƭŎǳƴ Ǌƛǎǳƭǘŀǘƻ ŦƛƴŀƭŜΣ ǎƻƭƻ ǳƴŀ ǎǳŎŎŜǎǎƛƻƴŜ Ŏƻƴǘƛƴǳŀ Řƛ ŦŀǎƛΩ 

(FF3300, 2010). Dove il segno che muta costantemente nelle varie 
applicazioni è tipografico, un logogramma variabile.  
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Figura 4 Lƭ ƭƻƎƻƎǊŀƳƳŀ ǾŀǊƛŀōƛƭŜ ǇŜǊ ƛƭ CŜǎǘƛǾŀƭ ŘŜƭƭΩ!ǊŎƘƛǘŜǘǘǳǊŀ Řƛ wƻƳŀΣ ŘŜǎƛƎƴ 
FF3300 (2010). 

 

Figura 5  [ΩŀƭŦŀōŜǘƻ ǾƛǎƛǾƻ Ŝ ŀƭŎǳƴŜ ǾŀǊƛŀȊƛƻƴƛ ŘŜƭ ǇǊƻƎǊŀƳƳŀ Řƛ ƛŘŜƴǘƛǘŁ ǇŜǊ Ψŝ 
.ƻƭƻƎƴŀΩΣ ŘŜǎƛƎƴ .ŀǊǘƻƭƛ Ŝ tŀǎǘƻǊŜ όнлмоύΦ 

Il secondo è 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 città, sono alla base di un sistema 
Řƛ ǎŎǊƛǘǘǳǊŀ ŎƘŜ ǎƻǎǘƛǘǳƛǎŎŜ ŀƛ ƎǊŀŦŜƳƛ ŘŜƭƭΩŀƭŦŀōŜǘƻ ƭŀǘƛƴƻ ŘŜƛ ǎŜƎƴƛ ŀǎǘǊŀǘǘƛ 
caratterizzanti riconducibili a un immaginario storico tipicamente italiano.  
Le forme infatti riprendono liberamente alcuni archetipi figurativi della città 
italiana e più 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 
Ŏƻǎŀ Ψŝ .ƻƭƻƎƴŀΩΣ ŦŀŎŜƴŘƻǎƛ ǇŀǊǘŜ ŀǘǘƛǾŀ ŘŜƭ ǇǊƻŎŜǎǎƻ Řƛ ŎƻǎǘǊǳȊƛƻƴe 
ŘŜƭƭΩƛŘŜƴǘƛǘŁ ǾƛǎƛǾŀ ŘŜƭƭŀ ŎƛǘǘŁΦ tŜǊ ŘƛǊƭŀ Ŏƻƴ ƭŜ ǇŀǊƻƭŜ Řƛ ǳƴƻ ŘŜƛ ŘǳŜ 
ǇǊƻƎŜǘǘƛǎǘƛ Ψƴƻƴ ǎƛ ǘǊŀǘǘŀ ǎƻƭƻ ǳƴ Řƛ ǎƛǎǘŜƳŀ ŘΩƛŘŜƴǘƛǘŁ ŀŘŀǘǘƛǾƻ Ŝ ŦƭŜǎǎƛōƛƭŜΣ 
ώΧϐ Ƴŀ ŀƴŎƘŜ ǇŀǊǘŜŎƛǇŀǘƛǾƻΩ ό.ŀǊǘƻƭƛΣ нлмоύΦ 
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Una sperimentazione progettuale 
/ƻŜǊŜƴǘŜƳŜƴǘŜ Ŏƻƴ ƭΩŀƳōƛǘƻ Řƛ ŀǇǇƭƛŎŀȊƛƻƴŜ Ŝ ǎǇŜǊƛƳŜƴǘŀȊƛƻƴŜ 

ǇǊƻƎŜǘǘǳŀƭŜ Ŧƛƴ ǉǳƛ ŘŜǎŎǊƛǘǘƻΣ ǎƛ ŝ ƛƳǇƻǎǘŀǘƻ ƛƭ ǘŜƳŀ ŘΩŀƴƴƻ ǇŜǊ ǳƴ 
Laboratorio di Sintesi Finale del Corso di Laurea in Design della 
Comunicazione Visiva (a.a. 2013-нлмпύΦ [ΩƻōƛŜǘǘƛǾƻ Řŀǘƻ ŜǊŀ ǉuello di 
progettare sistemi di identità visiva per luoghi, organizzazioni o eventi 
interpretandone visivamente la ricchezza, la pluridimensionalità, la 
ƳƻƭǘŜǇƭƛŎƛǘŁ ŘŜƎƭƛ ŀǎǇŜǘǘƛΣ ƭΩŜǾŜƴǘǳŀƭŜ ǊƛŦŜǊƛƳŜƴǘƻ ŀƭ ŎƻƴǘŜǎǘƻΦ [ŀ ŎƭŀǎǎŜ ŝ 
stata organizzata in una quindicina di gruppi, ciascuno dei quali aveva in 
ŎŀǊƛŎƻ ǳƴ ǘŜƳŀ όŘŀƭƭŀ ƴŀȊƛƻƴŜ ŀƭƭΩŜǾŜƴǘƻ ǎǇƻǊǘƛǾƻΣ ŘŀƭƭΩŜǎŜǊŎƛǘƻ ŀƭ ǎƛǎǘŜƳŀ 
valutario, al partito politico) da sviluppare prima definendone 
ƭΩŀǊǘƛŎƻƭŀȊƛƻƴŜΣ Ǝƭƛ ƻōƛŜǘǘƛǾƛΣ ƛ ǾŀƭƻǊƛΣ ǉǳƛƴŘƛ ŎƻƴŎŜǘǘǳŀƭƳŜƴǘŜ Ŝ Ǉoi 
progettualmente, lavorando sui canali e gli strumenti comunicativi.  
/ƛŀǎŎǳƴ ǇǊƻƎŜǘǘƻ ŘƻǾŜǾŀ ǎǾƛƭǳǇǇŀǊŜ Ǝƭƛ ŜƭŜƳŜƴǘƛ Řƛ ōŀǎŜ ŘŜƭƭΩƛŘŜƴǘƛǘŁ 

visiva programmandone (mediante VVVV) le variazioni, quindi definendo a 
priori i criteri, le modalità e i parametri che avrebbero determinato tali 
variazioni.  

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

 

Figura 6 Il sistema di identità visiva per una micronazione e, a destra, alcune 
variazioni della bandiera generativa, design M. Posani, G. Ponzetta, E. 
Sciolto (2014). 
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tŜǊ ƛƭ ǇǊƻƎŜǘǘƻ ŘŜƭƭΩƛŘŜƴǘƛǘŁ ǾƛǎƛǾŀ ǇŜǊ ǳƴŀ ƛǇƻǘŜǘƛŎŀ ƳƛŎǊƻƴŀȊƛƻƴŜ ƘŀŎƪŜǊ 
localizzata in un gruppo di piccole isole scandinave (le Westman Islands, a 
ǎǳŘ ŘŜƭƭΩLǎƭŀƴŘŀύΣ ƛƭ ŎƻŘƛŎŜ ǾƛǎƛǾƻ ǎƛ ōŀǎŀ ǎǳ ŘǳŜ ŜƭŜƳŜƴǘƛΥ ǳƴ ŀƭŦŀōŜǘƻ Řƛ ǎŜƎƴƛ 
ispirato ai Vegvisir (il talismano-bussola usato dai vichinghi che si mettevano 
in viaggio per mare) e un elemento grafico di coordinamento (ispirato al 
glitchΣ ƭΩŜǊǊƻǊŜ ƛnformatico che distorce la visualizzazione delle immagini 
bitmap). I 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 può usare per comporre ςŘŀƭƭΩalto verso il basso 
giustificando i segni centralmenteς parole o per rappresentare i singoli 
ŎƛǘǘŀŘƛƴƛ όƛƴ ǳƴŀ ǎƻǊǘŀ Řƛ ŎƻŘƛŎŜ ŦƛǎŎŀƭŜ ǎŜƎƴƛŎƻύΦ [ΩŜƭŜƳŜƴǘƻ Řƛ 
coordinamento ispirato al glitch è stato sviluppato programmando un 
software che modifica le forme in base a input sonori: due rettangoli 
ŎŜƴǘǊŀƭƛ ǾŀǊƛŀƴƻ ƛƴ ōŀǎŜ ŀƭ ǾƻƭǳƳŜ Ŝ ŀƭ ǘƻƴƻ ŎƻƳǇƭŜǎǎƛǾƻ ŘŜƭƭΩŀǳŘƛƻΣ 
seguendo la voce di uno speaker vicino al microfono ricevente; i pixel di 
ΨŘƛǎǘǳǊōƻΩ ŀǳƳŜƴǘŀƴƻ Řƛ ƴǳƳŜǊƻ Ŝ ŎƻƴŎŜƴǘǊŀȊƛƻƴŜ ǎŜƎǳŜƴŘƻ ƛƭ ǊǳƳƻǊŜ Řƛ 
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 ς
momenti di voto o di riunione pubblicaς che si modifica in base al numero di 
persone e al rumore che producono. Una rappresentazione visiva e 
ǇŜǊŎŜǇƛōƛƭŜ ŘŜƭƭŀ ǇŀǊǘŜŎƛǇŀȊƛƻƴŜ ŀƭƭΩŜǎŜǊŎƛȊƛƻ ŘŜƭƭŀ ŘŜƳƻŎǊŀȊƛŀΦ 

 

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). 

[ΩŀƭǘǊƻ ŜǎŜƳǇƛƻ ǊƛƎǳŀǊŘŀ ƛƴǾŜŎŜ ǳƴ ǘŜƳŀ Řƛ ǘǳǘǘΩŀƭǘǊƻ ƎŜƴŜǊŜΥ ǳƴŀ 
organizzazione farmaceutica produttrice di farmaci ispirati alle pratiche 
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alchemiche medievali e denominata Nyvold (parola composta dai termini 
islandesi ny e völd Ŝ ƛƭ Ŏǳƛ ǎƛƎƴƛŦƛŎŀǘƻ ŝ ΨƴǳƻǾƛ ǇƻǘŜǊƛΩύΦ [ŀ ŦƻǊƳŀ ōŀǎŜ ŘŜƭ 
marchio prende spunto dalla pietra filosofale ed è rappresentato con un 
decaedro. Mediante una applicazione sviluppata appositamente il marchio 
assume tridimensionalità ricevendo e traducendo in forme geometriche di 
tre differenti colori che si sovrappongono tra di loro i dati relativi alla 
ǘŜƳǇŜǊŀǘǳǊŀ ŎƻǊǇƻǊŜŀΣ ŀƭƭŀ ŦǊŜǉǳŜƴȊŀ ŎŀǊŘƛŀŎŀΣ ŀƭƭΩƛŘǊŀǘŀȊƛƻƴŜ ŘŜƭƭŀ ǇŜƭƭŜΦ Lƭ 
marchio rappresenta visivamente i feed relativi ai cambiamenti di stato di 
chi utilizza i farmaci, visualizzando un temporaneo contatto tra chi comunica 
Ŝ ǇǊƻŘǳŎŜ όƭΩƻǊƎŀƴƛȊȊŀȊƛƻƴŜύ Ŝ ŎƘƛ ǊƛŎŜǾŜ Ŝ ǳǎŀ ƛ ǇǊƻŘƻǘǘƛ όƎƭƛ ƛƴǘŜǊƭƻŎǳǘƻǊƛύΦ 
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 identità visiva ςdiciamo fino a tutti gli 

ŀƴƴƛ ΨфлΣ ŦŀǘǘŜ ŀƭŎǳƴŜ ŜŎŎŜȊƛƻƴƛς il modus operandi era sostanzialmente 
ƛƴǾŀǊƛŀǘƻ ƴŜƭ ǇŀǎǎŀƎƎƛƻ ŘŀƭƭΩŀƴŀƭƻƎƛŎƻ ŀƭ ŘƛƎƛǘŀƭŜΣ ƛƴ ǉǳŜƭƭŀ ŎƘŜ ŝ ǎǘŀǘŀ 
ŘŜŦƛƴƛǘŀ ŎƻƳŜ ΨŜǇƻŎŀ ŘŜƭƭŀ ǘǊŀƴǎƛȊƛƻƴŜΩ ό.ŀǳƭŜΣ нлммύΣ ƻƎƎƛ ǎƛ Ǉƻǎǎƻƴƻ 
riscontrare alcuni cambiamenti. Ovvero tradizionalmente un progettista di 
comunicazione viǎƛǾŀ όƛƭ ΨƎǊŀŦƛŎƻΩύ ƴŜƭ ǇǊƻƎŜǘǘŀǊŜ ǳƴ ƳŀǊŎƘƛƻ ƻ ǳƴŀ ƛŘŜƴǘƛǘŁ 
visiva articolata sintetizza visivamente contenuti e valori relativi a una 
ƻǊƎŀƴƛȊȊŀȊƛƻƴŜ ƳŜŘƛŀƴǘŜ ƭΩǳǘƛƭƛȊȊƻ Řƛ ǎŜƎƴƛΣ ǊŜŀƭƛȊȊŀǘƛ Ŏƻƴ Ǝƭƛ ǎǘǊǳƳŜƴǘƛ ǇǊƻǇǊƛ 
ŘŜƭ ΨƳŜǎǘƛŜǊŜΩΦ {Ŝ ƛƴ ǇǊŜŎŜŘŜƴȊŀ ŜǊŀƴƻ 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 identità visiva 
deve essere formalizzata, ma lo strumento stesso che consente tale 
ŦƻǊƳŀƭƛȊȊŀȊƛƻƴŜΦ bƻƴ ǳǘƛƭƛȊȊŀ ǉǳƛƴŘƛ ΨǇŀǎǎƛǾŀƳŜƴǘŜΩΣ Ŏƻƴ ƳŀǊƎƛƴƛ ǊŜƭŀǘƛǾƛ ƛƴ 
termini di risultato, il software, lo strumento del mestiere, ma lo progetta 
piegandolo alle proprie necessità, in termini di risultato formale e di 
interpretazione dei contenuti / valori a cui dare un volto. Quindi vi è una 
innovazione del processo creativo di artefatti estetici e funzionali, quali 
possono essere definiti gli elementi di una identità visiva. Del resto ancora 
Galanter (2003, p. сύ ǎƻǘǘƻƭƛƴŜŀ ŎƘŜ ΨDŜƴŜǊŀǘƛǾŜ ŀǊǘ ǊŜŦŜǊǎ ǘƻ ŀ ǿŀȅ ǘƻ ŎǊŜŀǘŜ 
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ŀǊǘ ǊŀǘƘŜǊ ǘƘŀƴ ŀƴ ŀǊǘ ǎǘȅƭŜΩΦ [ΩƛƴƴƻǾŀȊƛƻƴŜ ƴƻƴ ŝ ǘŀƴǘƻ ƴŜƭ ǊƛǎǳƭǘŀǘƻΣ ǉǳŀƴǘƻ 
nel processo.  
5ŀ ǳƴ Ǉǳƴǘƻ Řƛ Ǿƛǎǘŀ ƳŜǊŀƳŜƴǘŜ ŦƻǊƳŀƭŜΣ ƭΩǳǘƛƭƛȊȊƻ ŘŜƛ ǎƻŦǘǿŀǊŜ Řƛ 

elaborazione grafica non ha prodotto fino ad oggi artefatti molto differenti 
rispetto al passato. Le regole di istruzione di una identità visiva sono restate 
immutate ςun 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 
più), due famiglie tipografiche di riferimento e cosi viaς, quindi una 
organizzazione degli elementi visivi estremamente rigida, sulla base di un 
set di regole di combinazione e di utilizzo predefenite. Leggeri cambiamenti 
sono intervenǳǘƛ ƛƴ ǘŜǊƳƛƴƛ ŦƻǊƳŀƭƛ Ŏƻƴ ƭΩǳǘƛƭƛȊȊƻ ŘŜƭƭŜ ǘǊŀǎǇŀǊŜƴȊŜΣ ŀŘ 
ŜƴŦŀǘƛȊȊŀǊŜ ǉǳŜƭƭŀ ǎǳƎƎŜǎǘƛƻƴŜ ΨƭƛǉǳƛŘŀΩΣ ƛƳƳŀǘŜǊƛŀƭŜΣ ŘŜƭƭΩŀƳōƛŜƴǘŜ ŘƛƎƛǘŀƭŜ 
(quel multiply che simula la sovrastampa offset), o la resa tridimensionale 
ŘŜƛ ƳŀǊŎƘƛ ƳŜŘƛŀƴǘŜ ƭΩǳǘƛƭƛȊȊƻ Řƛ ǎŦǳƳŀǘǳǊe e gradienti di colori (un effetto 
né più né meno efficace di quanto si poteva ottenere con un aerografo 
ǳǘƛƭƛȊȊŀǘƻ Řŀ Ƴŀƴƛ ǎŀǇƛŜƴǘƛύΦ Lƭ ǇǊƻƎŜǘǘƛǎǘŀ ŝ ǉǳƛƴŘƛ ΨŎƻǎǘǊŜǘǘƻΩ Řŀ ǳƴ Ǉǳƴǘƻ Řƛ 
vista compositivo e formale in un recinto di possibili soluzioni suggerite dagli 
strumenti che ha a disposizione che simulano, riproducono con precisione e 
ŀƭƭΩƛƴŦƛƴƛǘƻ ǎƻǎǘŀƴȊƛŀƭƳŜƴǘŜ ǎǘǊǳƳŜƴǘƛ Ŝ ƳƻŘŀƭƛǘŁ ŀƴŀƭƻƎƛŎƘŜΦ  
[ΩǳǘƛƭƛȊȊƻ ŘŜƭƭŀ ǇǊƻƎǊŀƳƳŀȊƛƻƴŜ Ŝ ŎƻƳǳƴǉǳŜ Řƛ ǳƴ ŀǇǇǊƻŎŎƛƻ Řƛ ǘƛǇƻ 

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 
ŀǘǘŜƎƎƛŀƳŜƴǘƻ ŎƘŜ 5ƻƴŀƭŘ {ŎƘǀƴ Ƙŀ ŘŜŦƛƴƛǘƻ Řƛ ΨǇǊŀǘƛŎŀ ǊƛŦƭŜǎǎƛǾŀΩΣ ǉǳƛƴŘƛ 
fortemente rivolto alla sperimentazione procedurale e formale. Dove per 
ǎǇŜǊƛƳŜƴǘŀȊƛƻƴŜ ǎƛ ƛƴǘŜƴŘŜǊŜ Ψǳƴ ƳƻŘƻ ǇŜǊ ǇǊƻǾŀǊŜ ǉǳŀƭŎƻǎŀΣ Řƛ ƎƛƻŎŀǊŜΦ {ƛ 
tratta di innovazione ma non è sempre formalizzata né vi si trovano delle 
ǊŜƎƻƭŜΦ ώΧϐ L Ǌƛǎǳƭǘŀǘƛ ǇƻǘǊŀƴƴƻ ŦƻǊƴire indicazioni di strategie o metodi 
ŀǘǘǊŀǾŜǊǎƻ Ŏǳƛ ŘŜǎƛƎƴŜǊ ώΧϐ ŀǇǇǊƻŎŎƛŀƴƻ ƭŜ ƭƻǊƻ ŀǘǘƛǾƛǘŁΩ ό¢ǊƛƎƎǎΣ нллоύΦ  

È da sottolineare, infine, che vi è una prevalenza di ambito di 
applicazione di un approccio generative oriented al progetto di identità 
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 
pluridimensionalità della propria personalità come un valore da condividere. 

Ed è per questo che molti casi mostrati nelle pagine precedenti fanno 
riferimento a organizzazioni culturali, di pubblico interesse e anche a 
territori o città.  
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Quanto emerge da queste considerazioni è che il designer di 
ŎƻƳǳƴƛŎŀȊƛƻƴŜ ǾƛǎƛǾŀ όƛƭ ΨƎǊŀŦƛŎƻΩ Řƛ ǳƴ ǘŜƳǇƻύ ƴŜŎŜǎǎƛǘŀ ƭΩŀŎǉǳƛǎƛȊƛƻƴŜ Řƛ ǳƴŀ 
nuova conoscenza che determina una nuova competenza. Una figura 
professionale, la cui autorevolezza è 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, può acquisire un nuovo sapere. Ma per far questo deve 
ǊƛǾŜǎǘƛǊŜ ƛ Ǉŀƴƴƛ ŘŜƭƭΩΩŀǊǘƛƎƛŀƴƻΩ ŎƻǎƜ ŎƻƳŜ ƭƻ Ƙŀ ŘŜŦƛƴƛǘƻ {ŜƴƴŜǘǘ όнллуύΦ  
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{ǘǊŜŜǘ CǳǊƴƛǘǳǊŜ ŀƴŘ ǘƘŜ bŀǘƛƻƴ {ǘŀǘŜΥ ! 
Dƭƻōŀƭ tǊƻŎŜǎǎ 

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 ς 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 ƭƻŎŀƭ ƛŘŜƴǘƛǘȅΦ CǊƻƳ tŀǊƛǎΩ 
ƳŜǘǊƻ ŜƴǘǊŀƴŎŜǎΣ 55w ƭŀƳǇǇƻǎǘǎ ƛƴ .ŜǊƭƛƴΣ bŜǿ ¸ƻǊƪΩǎ IŜƭǾŜǘƛŎŀ ǎƛƎƴŀƎŜ 
ǎȅǎǘŜƳ ƻǊ ǘƘŜ Ǌƻǿǎ ƻŦ ǊŜŘ ǘŜƭŜǇƘƻƴŜ ōƻȄŜǎ ƛƴ [ƻƴŘƻƴΩǎ ²ŜǎǘƳƛƴǎǘŜǊΣ ǘƘŜ 
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 
ǊŜǇǊŜǎŜƴǘŀǘƛǾŜ ƻŦ ǘƘŜ ǎǘŀǘŜΩǎ ŎƻƴǘǊƻƭ ƻǾŜǊ ǘhe city. According to Vidler, the 
justification for such an immense project ς involving the standardization of 
benches, lamps, tree guards, railings, pavements and drains - was so that, 
ΨŜǾŜƴ ŀǎ ǘƘŜ ǘǊŀŎŜ ƻŦ ǘƘŜ ǊƻǳǘŜ ǳƴƛǘŜŘ ŀ ƘƛǘƘŜǊǘƻ ǇŀǊŎŜƭŜŘ ƻǳǘ Ŏƛǘȅ ǎƻ did the 
objects of its use remind the citizen of one, uniformƭȅ ƎƻǾŜǊƴŜŘ tŀǊƛǎΩ ό±ƛŘƭŜǊ 
1986, p. фрύΦ Lƴ ƻǘƘŜǊ ǿƻǊŘǎΣ ōȅ Ǿƛǎǳŀƭƭȅ ǳƴƛŦȅƛƴƎ tŀǊƛǎΩ ǎǘǊŜŜǘ ŦǳǊƴƛǘǳǊŜΣ ǘƘŜ 
19th Century nation-state was imprinting its official identity upon the 
streets of the ƴŀǘƛƻƴΩǎ ŎŀǇƛǘŀƭ. 

3. Street furniture design in postwar Britain 
Like Vidler, I 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 
{ŜŎƻƴŘ ²ƻǊƭŘ ²ŀǊΣ ǘƘŜ .ǊƛǘƛǎƘ ǎǘŀǘŜΩǎ ŎƻƳƳƛǘƳŜƴǘ ǘƻ ƛƳǇǊƻǾƛƴƎ ǘƘŜ 
standard of peoǇƭŜΩǎ Řŀƛƭȅ ƭƛǾŜǎ ƳŀƴƛŦŜǎǘŜŘ ƛƴ ǘƘŜ ŎǊŜŀǘƛƻƴ ƻŦ ǘƘŜ ²ŜƭŦŀǊŜ 
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-ŦǳƴŘŜŘ /ƻǳƴŎƛƭ ǿŀǎ ŘǊƛǾŜƴ ōȅ 5ŀƭǘƻƴΩǎ 
belief that encouraging higher standards in design would improve the daily 
ƭƛǾŜǎ ƻŦ ΨƻǊŘƛƴŀǊȅ ƳŜƴ ŀƴŘ ǿƻƳŜƴΩ όaŀŎ/ŀǊǘƘȅ мфтфΣ ǇǇΦ то-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 

ς ŘŜǎǇƛǘŜ ƳƻŘŜǊƴƛǎƳΩǎ ǇƻǎǘǿŀǊ ŀŘƻǇǘƛƻƴ ŀǎ ŀƴ ƛƴǘŜǊƴŀǘƛƻƴŀƭ ǎǘȅƭŜ - 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 
ǿŜǊŜ ǘȅǇƛŎŀƭΦ CƻǊ ƛƴǎǘŀƴŎŜΣ ǿƘŜƴ ƧǳǎǘƛŦȅƛƴƎ ǘƘŜ ƻǊƎŀƴƛȊŀǘƛƻƴΩǎ ƛƴǘŜǊŜǎǘ in 
street furniture in the Times in 1950, Council director Gordon Russell asked 
ǿƘŜǘƘŜǊ .Ǌƛǘŀƛƴ ŎƻǳƭŘ ΨǊŜƎŀǊŘ ƻǳǊǎŜƭǾŜǎ ŀǎ ŎƛǾƛƭƛȊŜŘ ǇŜƻǇƭŜ ƛŦ ǿŜ ƛƎƴƻǊŜ ǘƘŜ 
design of the commonplace things which all of us use everywhere 
ŜǾŜǊȅŘŀȅΚΩ όwǳǎǎŜƭƭ мфрлΣ ǇΦ рύ wǳǎǎŜƭƭ ƛǎ ƳŀƪƛƴƎ ŀƴ ƛƳǇƭƛŎƛǘ ŎƻƳǇŀrison 
ōŜǘǿŜŜƴ .Ǌƛǘŀƛƴ ŀƴŘ ƻǘƘŜǊ ŎƻǳƴǘǊƛŜǎΣ ōǳǘ Ƙƛǎ ŎƻƳƳŜƴǘ ŀōƻǳǘ ΨŎƛǾƛƭƛȊŜŘ 
ǇŜƻǇƭŜΩ Ŏŀƴ ŀƭǎƻ ōŜ ǳƴŘŜǊǎǘƻƻŘ ƛƴ ƭƛƎƘǘ ƻŦ ǿŀǊǘƛƳŜ ǇǊƻǇŀƎŀƴŘŀΦ CƻǊ Ƴŀƴȅ 
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 
Ψƛǘǎ ǎǘŜƴǘƻǊƛŀƴ ǾƻƛŎŜ ǿƻǳƭŘ ǊŜŀŎƘ ǘƘŜ ōŀŎƪ Ǌƻǿ ŀƴŘ ōŜȅƻƴŘ ƛƴ ǘƘŜ ǘŜŜǘƘ ƻŦ ŀ 
60 m.p.h. gale ς a splendid example of straight-from-the-shoulder visual 
oratory and straight-from-the-ǎƘƻǳƭŘŜǊ 9ƴƎƭƛǎƘ ǘƻƻΩ όǘƘŜ 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 
ǎƛƳǳƭǘŀƴŜƻǳǎƭȅ ƛƳǇǊƻǾŜ ǘƘŜ ǇǳōƭƛŎΩǎ ŀōƛƭƛǘȅ ǘƻ ΨŀǇǇǊŜŎƛŀǘŜ ǘƘŜ ƴŜŜŘ ŦƻǊ ƎƻƻŘ 
ŘŜǎƛƎƴΩΣ ǘƘŜ ŎǊŜŀǘƛƻƴ ƻŦ ǘƘŜ /ƻǳƴŎƛƭ ǿŀǎ ƛƴǘŜƴŘŜŘ ŀǎ ŀ ƳŜŀƴǎ ƻŦ ƘŜƭǇƛƴƎ 
rebuild Britain's export trade (the CoID 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 
.ǊƛǘƛǎƘ ƳŀƴǳŦŀŎǘǳǊŜǊǎ ƘŜƭŘ ǘƘŜ ǾƛŜǿ ǘƘŀǘ Ψ.ǊƛǘƛǎƘ aŀŘŜΩ ǿŀǎ ŀ ƳŀǊƪŜǊ ƻŦ 
excellence in itself, and that design was superfluous, beƛƴƎ ŀ ΨǇŜǊǾŜǊǎƛǘȅ ƻŦ 
ŦƻǊŜƛƎƴŜǊǎΩ όǘƘŜ 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

th
 /ŜƴǘǳǊȅΩǎ ƪŜȅ ǎǳǇǇƻǊǘŜǊǎ ƻŦ ƳƻŘŜǊƴƛǎƳ ς 

was often suffused with xenophobia (Harries, 2011). Betjeman, incidentally, 
ǿŀǎ ŀƭǎƻ ƻƴŜ ƻŦ ƳƻŘŜǊƴ ǎǘǊŜŜǘ ŦǳǊƴƛǘǳǊŜΩǎ ƭƻǳŘŜǎǘ Ǉostwar 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  
¸Ŝǘ ǘƘŜ ōƛƎƎŜǎǘ ǘƘǊŜŀǘ ǘƻ .ǊƛǘŀƛƴΩǎ ŜŎƻƴƻƳȅ ŎŀƳŜ ŦǊƻƳ ŀŎǊƻǎǎ ǘƘŜ 

Atlantic. AccoǊŘƛƴƎ ǘƻ ǘƘŜ /ƻǳƴŎƛƭ ƛƴ мфпсΣ !ƳŜǊƛŎŀΩǎ ƛƴŘǳǎǘǊƛŀƭ ǇǊƻƎǊŜǎǎ ΨƘŀǎ 
made many of our exports old-ŦŀǎƘƛƻƴŜŘ ŀƴŘ ƭŜǎǎ ŀŎŎŜǇǘŀōƭŜΩΤ ŀƎŀƛƴ 
underlining the need for manufacturers to embrace modern design (the 
CoID 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 
ǎŀǘƛǎŦȅ !ƳŜǊƛŎŀƴ ǎǘȅƭƛǎǘǎΣ ōǳǘ ŘƻǳōǘŜŘ ǿƘŜǘƘŜǊ ǘƘŜ ΨǎŜǊƛƻǳǎ ƳƻŘŜǊƴ 
ŘŜǎƛƎƴŜǊΩ ǿƻǳƭŘ ŦŜŜƭ ǘƘe same in England (the AR 1951, p. 352). In 1954 
Design magazine - ǿƘƛŎƘ ŀŎǘŜŘ ŀǎ ǘƘŜ /ƻǳƴŎƛƭΩǎ ƳƻǳǘƘǇƛŜŎŜ ς also criticized 
!ƳŜǊƛŎŀΩǎ ŘŜǎƛƎƴ ǎǘŀƴŘŀǊŘǎΦ wŜǾƛŜǿƛƴƎ ŀƴ !ƳŜǊƛŎŀƴ ǇŀǊƪƛƴƎ ƳŜǘŜǊ ς called 
ǘƘŜ ΨtŀǊƪ-o-aŜǘŜǊΩ - that was meant for British streets, Design reacted with 
ǎŎƻǊƴΥ ΨǘƘƛǎ ǎǘŀƴŘŀǊŘ !ƳŜǊƛŎŀƴ ŘŜǎƛƎƴ ǿƛǘƘ ƛǘǎ ǘƘƛŎƪΣ ƛƴǎŜƴǎƛǘƛǾŜ Ψjelly mouldΩ 
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 
ǎǘǊŜŜǘ ŦǳǊƴƛǘǳǊŜ Ŏŀƴ ƻƴƭȅ ōŜ ŘŜǇƭƻǊŜŘΩ ό5ŜǎƛƎƴ мфрпΣ ǇΦ сύΦ 
{ǳŎƘ ǿŀǎ ǘƘŜ ŘŜǇǘƘ ƻŦ ŦŜŜƭƛƴƎ ŀƎŀƛƴǎǘ ǘƘŜ ΨtŀǊƪ-o-aŜǘŜǊΩ ǘƘŀǘ ǘƘŜ /ƻǳƴŎƛƭ 

commissioned the British industrial designer Kenneth Grange to make the 
ŘŜǎƛƎƴ ƳƻǊŜ ŀŎŎŜǇǘŀōƭŜ ƛƴ .ǊƛǘŀƛƴΩǎ ǎǘǊŜŜǘǎΦ Lƴ ŀƴ ƛƴǘŜǊǾƛŜǿ ǿƛǘƘ DǊŀƴƎŜΣ ƘŜ 
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 
ŦǊƻƳ ǘƘŜ ǇŜǊƛƻŘΣ ƘŜ ǿŀǎ ƛƴǎǇƛǊŜŘ ōȅ ΨǳǇǇŜǊ-Ŏƭŀǎǎ 9ǳǊƻǇŜŀƴΩ ŘŜǎƛƎƴΣ 
especially that which emerged from Scandinavia (ibid.). By contrast, 
ŀƭǘƘƻǳƎƘ !ƳŜǊƛŎŀƴ ǎǘǊŜŀƳƭƛƴŜŘ ŘŜǎƛƎƴǎ ƛƴ ŎƘǊƻƳŜ ǿŜǊŜ ƻŦǘŜƴ ΨŦǳƴŎǘionally 
ŜȄŎŜƭƭŜƴǘΩΣ ǘƘŜƛǊ ǎǘȅƭƛƴƎ ǿŀǎ ŎƻƴǎƛŘŜǊŜŘ ǘƻ ōŜ ǾŜǊȅ ƘŜŀǾȅ-ƘŀƴŘŜŘΣ ŀƴŘ ΨƳƻǊŜ 
overtly theatrical - just more Broadway - ǘƘŀƴ ƛǘ ǿŀǎ ƘŜǊŜΩ όƛōƛŘΦύΦ CƻǊ ŀ 
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 
ΨŀƴȅƻƴŜ ǿƘƻ Ƙŀǎ ōŜŜƴ ŀōƻǳǘ ƻƴ ǘƘŜ /ƻƴǘƛƴŜƴǘ ǿƛƭƭ ǇǊƻōŀōƭȅ ƘŀǾŜ ƴƻǘƛŎŜŘ ƛƴ 
some places the exceptional grace, slimness and tallness of the street-
ƭŀƳǇǎΩ όǘƘŜ !w мфсмΣ ǇΦ мопύΦ IŜ ŎƻƴǎƛŘŜǊŜŘ .ǊƛǘƛǎƘ ƭŀƳǇǇƻǎǘǎΣ ōȅ ŎƻƴǘǊŀǎǘΣ 
to be far infŜǊƛƻǊΣ ŀƴŘ ŀǘǘǊƛōǳǘŜŘ ǘƘƛǎ ŦŀŎǘ ǘƻ ΨǘƘŜ ǿƻǊǎǘ .ǊƛǘƛǎƘ Ƙŀōƛǘ ƻŦ 
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 
ƻƴŎŜ ƛƴ ǘǿŜƴǘȅ ȅŜŀǊǎΩ όƛōƛŘΦύΦ 

4.1.1 A Ψ.ǊƛǘƛǎƘ ƭƻƻƪΩ  
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 ŀǎ ŎǊƛǘƛŎƛȊƛƴƎ Ψŀƴ 
increasing tendency in some industries to copy foreign designs and employ 
ŦƻǊŜƛƎƴ ŘŜǎƛƎƴŜǊǎΩ όǘƘŜ Guardian, мфснύΦ !ŎŎƻǊŘƛƴƎ ǘƻ ǘƘŜ /ƻǳƴŎƛƭΣ ŀ Ψ.ǊƛǘƛǎƘ 
ƭƻƻƪΩ ǿƻǳƭŘ ƻƴƭȅ ŜƳŜǊƎŜ ƛŦ Ψ.ǊƛǘƛǎƘ ŘŜǎƛƎƴŜǊǎ ŀǊŜ encouraged to do their 
natural best without looking over their shoulders at what other countries 
ŀǊŜ ŎǊŜŀǘƛƴƎΩ όƛōƛŘΦύΦ ¢ƘŜ ŘŜǎƛǊŜŘ ƻōƧŜŎǘƛǾŜ ǿŀǎ ǘƘŜ ŜȄǇŀƴǎƛƻƴ ƻŦ ŘŜƳŀƴŘ ŦƻǊ 
British goods. However, even though Carnaby Street and swinging London 
were right ŀǊƻǳƴŘ ǘƘŜ ŎƻǊƴŜǊΣ ǘƘŜ /ƻǳƴŎƛƭ ǿŀǊƴŜŘ ǘƘŀǘΣ ΨǳƴƭŜǎǎ ƳƻŘŜǊƴ 
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 
ǿƻǊƪΩ όƛōƛŘΦύΦ 

5. 'Retrofitting' 
It would seem however that throughout the 1960s fewer people shared 

ǘƘŜ /ƻǳƴŎƛƭΩǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ ǿƘŀǘ ŎƻƴǎǘƛǘǳǘŜŘ ΨƎƻƻŘΣ ƳƻŘŜǊƴ ŘŜǎƛƎƴǎΩ 
(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 ς 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 ς and elsewhere ς 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 ǎǳǊŦŀŎŜǎ ǿŀǎ ǳǎŜŘ ŀǎ Ψŀ ƪƛƴŘ ƻŦ ǘŀƭƛǎƳŀƴ ƻŦ ƘƛǎǘƻǊƛŎƛǘȅΩΣ ŀƴŘ 
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 
ΨǇŜǊƛƻŘ ŘǊŜǎǎΩ ǿŀǎ ŀŎǘǳŀƭƭȅ ƳƻŘŜǊƴƛȊŀǘƛƻƴ ƛƴ ŘƛǎƎǳƛǎŜ όƛōƛŘΦΣ ǇΦтрύΦ LƴŘŜŜŘΣ 
ǘƘŜ ǘŜƴǎƛƻƴ ōŜǘǿŜŜƴ ǇƻƭƛǘƛŎŀƭ ƛŘŜƻƭƻƎȅ ŀƴŘ .ǊƛǘŀƛƴΩǎ ŘŜǎƛƎƴ ƛŘŜƴǘƛǘȅ 
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 ς Ψŀ ŎƻƳǇƭŜǘŜ ǊŜƧŜŎǘƛƻƴΩΣ ŀŎŎƻǊŘƛƴƎ ǘƻ 
ƘƛǎǘƻǊƛŀƴ DŀǾƛƴ {ǘŀƳǇΣ ΨƻŦ ǘƘŜ ŎƛǾƛƭƛȊŜŘ ŀǘǘƛǘǳŘŜ ǘƻǿŀǊŘǎ ǇǳōƭƛŎ ŀƳŜƴƛǘƛŜǎ 
ǿƘƛŎƘ ǇǊŜǾŀƛƭŜŘ ŜŀǊƭƛŜǊ ǘƘƛǎ ŎŜƴǘǳǊȅΩ ό{ǘŀƳǇ мфуфΣ ǇǇΦ нр-26). For many 
people, the commercial sale of the telephone network and its subsequent 
ƛƳǇŀŎǘ ƻƴ ǘƘŜ ƴŀǘƛƻƴΩǎ ǎǘǊŜŜǘǎ ǿŀǎ ƴƻǘ Ƨǳǎǘ ŀ /ƻƴǎŜǊǾŀǘƛǾŜ ŀǘǘŀŎƪ ƻƴ 
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 
ǇǊƻǾƛŘŜŘΦ !ǎ ŀ ǊŜǎǳƭǘΣ ǘƘŜ ΨƳŀǊƪŜǘΩ ƛǎ ƛƴŎǊŜŀǎƛƴƎƭȅ ǇŜǊŎŜƛǾŜŘ ŀǎ ŀōƭŜ ǘƻ 
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 rŜƭƛŀƴǘ ƻƴ ǘƘŜ ΨƳŀǊƪŜǘΩΣ ǎƛƴŎŜ ŀŘǾŜǊǘƛǎƛƴƎ 
companies are increasingly responsible for designing the objects for the 
street, a process sanctioned by local authorities keen to reduce costs. Yet by 
ƻŦŦŜǊƛƴƎ ǘƘƛǎ ΨŦǊŜŜΩ ǎŜǊǾƛŎŜ - to design and supply our bus shelters, signage, 
benches and litterbins - multinational companies like Adshell, JC Decaux, 
²ŀƭƭ ŀƴŘ /ƭŜŀǊ /ƘŀƴƴŜƭ ƴƻǘ ƻƴƭȅ ŦǊŀŎǘǳǊŜ ǘƘŜ ǎǘŀǘŜΩǎ ŀŎǘƛǾŜ ǊƻƭŜ ƛƴ ǎǘǊŜŜǘ 
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 ς about American parking 
meters, English signage and the slimness of Italian lampposts ς would be 
difficult to sustain in the light of globalization and widespread privatization. 
LƴǘŜǊƴŀǘƛƻƴŀƭ ǎǘǊŜŜǘ ŦǳǊƴƛǘǳǊŜΩǎ ŜȄŎŜǎǎƛǾŜ ƘƻƳƻƎŜƴization 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 
ƴŜŜŘǎ ǘƻ ŎƻƴǎƛŘŜǊ wƻȅŀƭ aŀƛƭΩǎ ƎƻƭŘ ǇƻǎǘōƻȄŜǎ ŘǳǊƛƴƎ ǘƘŜ [ƻƴŘƻƴ нлмн 
Olympics (Topping, 2012) ς 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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.ŜȅƻƴŘ ǎƻŎƛŀƭ ƛƴƴƻǾŀǘƛƻƴΥ ŘŜǎƛƎƴ ŀǎ ŎǳƭǘǳǊŜǎ 
ŀŎǘƛǾŜ-ŀŎǘƛƻƴ 

Eleonora LUPO* 

Politecnico di Milano 

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 
Ƙŀǎ ŀ ǎƻŎƛŀƭ ŘƛƳŜƴǎƛƻƴ ŀƭǎƻ ŦƻǊ ŀ ŘŜǎƛƎƴ ŀǇǇǊƻŀŎƘ ŎŀƭƭŜŘ ΨŎǳƭǘǳǊŜǎ ŀŎǘƛǾŜ-
ŀŎǘƛƻƴΩΦ Lƴ ǘƘƛǎ ǾƛǎƛƻƴΣ ŘŜǎƛƎƴ ƛǎ ŀƴ ΨŀŎǘƛǾŀǘƻǊΩ ƻŦ ǎǳǎǘŀƛƴŀōƭŜ ƛƴƴƻǾŀǘƛƻƴ ŀƴŘ 
developmeƴǘ ƻŦ ŎƻƳƳǳƴƛǘƛŜǎ ōŀǎŜŘ ƻƴ ŎǳƭǘǳǊŀƭ ŀǎǎŜǘǎΣ ǿƛǘƘ ŀƴ ΨƻǇŜƴ-ŜƴŘŜŘΩ 
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: ΨǎƻƳŜǘƘƛƴƎ ƛǎ-still-ƳƛǎǎƛƴƎΩ 
Ψ{ƻƳŜǘƘƛƴƎ ƛǎ ƳƛǎǎƛƴƎ ǎƛƎƴƛŦƛŜǎ ǘƘŀǘ ƘǳƳŀƴƛǘȅ ƛǎ ŀǿŀǊŜ ǘƘŀǘ ǘƘŜ ǿƻǊƭŘ ƛǎ 

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 
ŎǳƭǘǳǊŜΣ ǘƘŀǘ Ŏŀƴƴƻǘ ōŜ ǊŜƳƻǾŜŘΩ ό5Ŝ aƛchelis, 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, 
ǘƘŀǘ ƛǎ ŎǳƭǘǳǊŀƭƭȅ ŘǊƛǾŜƴΥ ƛƴ ǘƘƛǎ ǾƛǎƛƻƴΣ ŘŜǎƛƎƴ ƛǎ ŀƴ ΨŀŎǘƛǾŀǘƻǊΩ ƻŦ ƛƴƴƻǾŀǘƛƻƴ 
based on cultural heritage, asset that has a social dimension, because is a 
formidable shared resource of knowledge and development of communities 
όƭƻŎŀƭ ŎƻƳƳǳƴƛǘƛŜǎΣ ŎƻƳƳǳƴƛǘƛŜǎ ƻŦ ǇǊŀŎǘƛŎŜǎΧύ ŀƴŘ ǘŜǊǊƛǘƻǊƛŜǎΣ ƛƴ ŀ 
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 
LƴǘŜǊƴŀǘƛƻƴŀƭ {ǳƳƳŜǊ {ŎƘƻƻƭ Ψ5ŜǎƛƎƴ /ƻƴƴŜŎǘŜŘ tƭŀŎŜǎΩΣ ŀ у ƳƻƴǘƘǎ 
ΨǘŜǊǊƛǘƻǊƛŀƭ ǇǊƻƧŜŎǘ ŦƻǊ ŀ ŎƻǎƳƻǇƻƭƛǘŀƴ ŜȄǇŜǊƛŜƴŎŜΩ όaŀƴȊƛƴƛΣ нллфΣ ǇΦ уύ ƛƴ 
seven thematic social communities working on local development, within 
the framework of World Design Capital, held in Turin, Italy, in 2008. The 
ǎŜŎƻƴŘ ŎŀǎŜ ƛǎ ǘƘŜ н ȅŜŀǊǎ ǇǊƻƧŜŎǘ Ψ/ƻƴǘŜƳǇƻǊŀǊȅ !ǳǘƘŜƴǘƛŎΩΣ ŀ ŘŜǎƛƎƴ 
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 
ŎǳƭǘǳǊŀƭ ōŀǎŜŘ ŀƴŘ ŎŜƴǘǊŜŘΣ ƛƴ ƻǊŘŜǊ ǘƻ Ǝƻ ΨōŜȅƻƴŘ ǎƻŎƛŀƭ ƛƴƴƻǾŀǘƛƻƴΩΦ 

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. 
!ŎŎƻǊŘƛƴƎ ǘƻ aǳƭƎŀƴΣ ǎƻŎƛŀƭ ƛƴƴƻǾŀǘƛƻƴ ƛǎ ΨƴŜǿ ƛŘŜŀǎ ǘƘŀǘ ǿƻǊƪ ǘƻ ƳŜŜǘ 

prŜǎǎƛƴƎ ǳƴƳŜǘ ƴŜŜŘǎ ŀƴŘ ƛƳǇǊƻǾŜ ǇŜƻǇƭŜΩǎ ƭƛǾŜǎΩ όaǳƭƎŀƴΣ нллтΣ ǇΦ тύΦ Lƴ 
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 
ǇǳǊǇƻǎŜ όǘƘŀǘ Ŏŀƴ ōŜ ƻŦ ŜǾŜǊȅ ƴŀǘǳǊŜΥ ƛΦŜΦ ŜŎƻƴƻƳƛŎŀƭΣ ǘŜŎƘƴƛŎŀƭΧύΦ ¢ƘŜǎŜ 
positions anyway are not controversial or opposite, but often synergic. 

Regarding the dimension of purpose in fact, ΨƛƴƴƻǾŀǘƛǾŜ ŀŎǘƛǾƛǘƛŜǎ ŀƴŘ 
services that are motivated by the goal of meeting a social need and that 
are predominantly developed and diffused through organisations whose 
ǇǊƛƳŀǊȅ ǇǳǊǇƻǎŜǎ ŀǊŜ ǎƻŎƛŀƭΩ όaǳƭƎŀƴΣ нллтΣ ǇΦ уύ ŀǊŜ ƴƻǘ ƛƴ ŎƻƴǘǊŀŘƛŎǘƛƻƴ 
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 
ƭŜƎƛǎƭŀǘƛƻƴ ŀƴŘ ǊŜƎǳƭŀǘƛƻƴΣ ŀ ΨƎǊŀƴǘ ŜŎƻƴƻƳȅΩΣ ƻǊ ōȅ ǘƘŜ ǎŎŀƭƛƴƎ ŀƴŘ ŘƛŦŦǳǎƛƴƎ 
of a systemic change supported by other formal or informal organisation 
ǘƘŀǘ ǘǊȅ ǘƻ ŜǎǘŀōƭƛǎƘ ŀ ΨƘƻǳǎŜƘƻƭŘ ŜŎƻƴƻƳȅΩ ǘƘǊƻǳƎƘ ŎƻƭƭŀōƻǊŀǘƛǾŜ ǎŜǊǾƛŎŜǎΣ 
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 
ŎƛǾƛŎ ǊŜƴŜǿŀƭΥ ΨThe 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 
ǇǳōƭƛŎ ŀǘ ƭŀǊƎŜΩ ό00:/, 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 radicalΥ Ψ{ƻŎƛŀƭ ƛƴƴƻǾŀǘƛƻƴ ƛǎ ŀ ǇǊƻŎŜǎǎ ƻŦ 
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 
ǊŜŎƻƎƴƛȊŜŘ Ǝƻŀƭǎ ƛƴ ŀ ƴŜǿ ǿŀȅΩ όaŀƴȊƛƴƛΣ нлмп ǇΦ ртύΦ ¢ƘŜ 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, 
ǘƘŀǘ ƛǎ ǘƘŜ ΨόŜȄƛǎǘƛƴƎύ ŀǎǎŜǘΩΥ ǘƘƛǎ ŀǎǎŜǘΣ 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 
ŜȄǇǊŜǎǎƛƻƴ Ψa new way ŦƻǊ ŀŎƘƛŜǾƛƴƎ ǎƻŎƛŀƭ ƎƻŀƭǎΩΣ ǘƘŀǘ ƘŀǇǇŜns 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 suǎǘŀƛƴŀōƭŜ ŎƘŀƴƎŜǎΥ ƘŜ Ŏŀƭƭǎ ǘƘŜǎŜ ŀŎǘƛǾƛǘƛŜǎ ΨŘŜǎƛƎƴ 
ŦƻǊ ǎƻŎƛŀƭ ƛƴƴƻǾŀǘƛƻƴΩΣ ǿƘƛŎƘ ƛƴŎƭǳŘŜǎ ΨŘŜǎƛƎƴ ƛƴƛǘƛŀǘƛǾŜǎΣ ŎƘŀǊŀŎǘŜǊƛȊŜŘ ōȅ ŀ 
clear design approach and by the use of specific design devices (e.g., 
prototypes, mock-ups, design games, models, and sketcƘŜǎύΩ ΨǿƘŀǘŜǾŜǊ 
design can do to start, boost, support, strengthen, and replicate social 
ƛƴƴƻǾŀǘƛƻƴΩ (Manzini, 2014, p. 58). Manzini also identifies the possible 
ǾŀǊƛƻǳǎ ǊƻƭŜǎ ƻŦ ŘŜǎƛƎƴŜǊǎΣ ǘƘŀǘ ŀǊŜ ōƻǘƘ ŦŀŎƛƭƛǘŀǘƻǊǎ ŀƴŘ Ψtriggers that start 
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new social conǾŜǊǎŀǘƛƻƴǎΩΣ ōŜƘŀǾƛƴƎ Ψŀǎ design activists, proactively 
ƭŀǳƴŎƘƛƴƎ ǎƻŎƛŀƭƭȅ ƳŜŀƴƛƴƎŦǳƭ ŘŜǎƛƎƴ ƛƴƛǘƛŀǘƛǾŜǎΩ όManzini, 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 factoΥ Ψ¢ƘŜ ΨŘŜǎƛƎƴŜǊǎΩ ŀǊŜ ǾŜǊȅ ŘƛǾŜǊǎŜ ǎƻŎƛŀƭ ŀŎǘƻǊǎ ǿƘƻΣ 
consciously or not, apply both skills and ways of thinking that in all respects 
ŀǊŜ ǘƻ ōŜ ŎƻƴǎƛŘŜǊŜŘ ŘŜǎƛƎƴ ŀŎǘƛǾƛǘƛŜǎΩ (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 
ǇǊŀŎǘƛǘƛƻƴŜǊǎΥ LŘŜƻ ǳǎŜǎ ΨƘŜŀǊΣ ŎǊŜŀǘŜΣ ŘŜƭƛǾŜǊΩ ŀǎ ŀ IǳƳŀƴ /ŜƴǘǊŜŘ 5ŜǎƛƎƴ 
strategy able to overcome a vision focused only on anthropometric and 
ergonomics. This human dimension is intended by Anna Meroni as ŀ ΨǎƘƛŦǘ 
from user centred design, to community centred design, where the accent is 
on understanding social behaviours and needs, to then collaborate with the 
Ƴƻǎǘ ŀŎǘƛǾŜ ǎƻŎƛŀƭ ŎƻƳƳǳƴƛǘƛŜǎ ƛƴ ŎƻƴŎŜƛǾƛƴƎ ǎƻƭǳǘƛƻƴǎΩ όaŜǊƻƴƛΣ нллуΣ ǇΦ 
33). This definition clearly comprises the social nature of innovation as 
collective design process too.  
{ƛƳƛƭŀǊ ŎƻƴŎŜǇǘǎ ƻŦ ŘŜǎƛƎƴ ŦƻǊ ǎƻŎƛŀƭ ƛƴƴƻǾŀǘƛƻƴ ŀǊŜ ΨǘǊŀƴǎŦƻǊƳŀǘƛƻƴ 

ŘŜǎƛƎƴΩ ƻǊ ΨƴŜȄǘ ŘŜǎƛƎƴΩΥ ŀŎŎƻǊŘƛƴƎ ǘƻ .ǳǊƴǎ Ŝǘ ŀƭΦΣ ǘǊŀƴǎŦƻǊƳŀǘƛƻƴ ŘŜǎƛƎƴ ƛǎ 
Ψdesign 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 tƻ ƛƴƴƻǾŀǘŜ ƛƴǘƻ ƻǊƎŀƴƛǎŀǘƛƻƴǎ ŀƴŘ ƛƴǎǘƛǘǳǘƛƻƴǎΩ ό.ǳǊƴǎ Ŝǘ ŀƭΦΣ 
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 
ΨōǳƛƭŘƛƴƎ ŎŀǇŀŎƛǘȅΣ ƴƻǘ ŘŜǇŜƴŘŜƴŎȅΩ ƻǊ ƛƴ Ψǎhaping behaviour rather than 
ŦƻǊƳΩΣ ΨǘǊŀƴǎŦƻǊƳŀǘƛƻƴ ŘŜǎƛƎƴ ƛǎ ƴŜǾŜǊ ŘƻƴŜΩ όBurns 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 
¢ƘŜ Ƴƻǎǘ ǎǇǊŜŀŘ ǾƛŜǿ ƛǎ ǘƘŀǘ ǎƻŎƛŀƭ ƛƴƴƻǾŀǘƛƻƴ ƛǎ ŀ ǿŀȅ ƻŦ ΨƛƳǇǊƻǾƛƴƎ 

ǎƻŎƛŜǘȅ ǘƻ ǎƻƭǾŜ ǇǊƻōƭŜƳǎΩ ƳƻōƛƭƛǎƛƴƎ ǳōƛǉǳƛǘƻǳǎ ƛƴǘŜƭƭƛƎŜƴŎŜΦ {ƻ ǘƘŜ 
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 
ŀƴŘ ƛƴƴƻǾŀǘƛƻƴΦ ¢Ƙƛǎ ƛƳǇƭƛŜǎ ǘƘŀǘ ǘƘŜ ŦƻŎǳǎ ƻƴ ΨǎƻƭǾƛƴƎ ǎƻŎƛŜǘŀƭ ǇǊƻōƭŜƳǎ ƻǊ 
ǳƴƳŜǘ ƴŜŜŘΩ ƛǎ ƴƻǘ ǇǊƛƳŀǊȅ ƛŦ ƴƻǘ ǊŜŦǊŀƳƛƴƎ ƛǘ ƛƴ ΨŎƻƴǎƛŘŜǊƛƴƎ ŎǳƭǘǳǊŜ ŀƴŘ 
ŎǳƭǘǳǊŀƭ ƘŜǊƛǘŀƎŜ ŀǎ ŀ ŦƛǊǎǘ ƴŜŎŜǎǎƛǘȅ ǎƻŎƛŀƭ ƎƻƻŘΩ for a sustainable 
development.  

We call this set of design actions of heritage based development 
ΨŎǳƭǘǳǊŜǎ ŀŎǘƛǾŜ-ŀŎǘƛƻƴΩ ǇǊƻŎŜǎǎΦ 
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Table 1  Comparison between Social innovation and Cultural based social 
innovation. 

 Social innovation Cultural based social 
innovation 

sources, resources 
(asset) 

Any, social Cultural 

Objective/ 
purpose/result: 
object or content of 
design 

{ƻŎƛŀƭ όΨƛƳǇǊƻǾƛƴƎ ǎƻŎƛŜǘȅ ƛƴ 
ǎƻƭǾƛƴƎ ǳƴƳŜǘ ƴŜŜŘǎΩύ 

Cultural (i.e. new cultural 
values and heritage, like 
inter-culturality; trans-
ƎŜƴŜǊŀǘƛƻƴŀƭƛǘȅΣΧύ 

Approach: (nature 
of) process, 
methodology, 
mean/tool/way of 
designing (enablig 
condition) 

Mainly social Mainly cultural and social: 
ΨŎǳƭǘǳǊŜǎ ŀŎǘƛǾŜ-ŀŎǘƛƻƴΩ 

Driver/driving force 
(led by) 

Many, i.e. design, but also 
ŘŜǾŜƭƻǇƳŜƴǘΧ 

design 

 
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. 
!ŎǘƛǾŀǘƛƻƴ ƛǎ ǘƘŜǊŜŦƻǊŜ ŀƴ ŀƳǇƭƛŦƛŎŀǘƛƻƴ ƻŦ ǘƘŜ ǘŜǊƳ ΨŜƴƘŀƴŎŜƳŜƴǘΩΥ ǘƘŜ 

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).  
/ǳƭǘǳǊŀƭ ƘŜǊƛǘŀƎŜ ƛǎ ŎƻƴǎƛŘŜǊŜŘ ƛƴ ǘƘƛǎ ƛƴƴƻǾŀǘƛƻƴ ŦǊŀƳŜ ŀǎ ŀƴ ΨƻǇŜƴ 

ŜƴŘŜŘ ƪƴƻǿƭŜŘƎŜ ǎȅǎǘŜƳΩΣ ŀƴ ƻǇŜƴ ǊŜǇŜǊǘƻƛǊŜ ƻŦ ƪƴƻǿƭŜŘƎŜ ŀƴŘ ŎǳƭǘǳǊŀƭ 
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 
ǎƛǘǳŀǘƛƻƴ ōŀǎŜŘΣ ŀǎ ǿŜƭƭ ŀǎ ǘƘŜ ΨǳƴƳŜǘ ǎƻŎƛŀƭ ƴŜŜŘǎΩΥ ǎƻŎƛŀƭ ŀŎƪƴƻǿƭŜŘƎƳŜƴǘΣ 
ŀǇǇǊƻǇǊƛŀǘƛƻƴΣ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻǊ ōŜǘǘŜǊ ΨŀŎǘƛǾŀǘƛƻƴΩ ƻŦ ǘƘŜ ƘŜǊƛǘŀƎŜ ƛƴ ƴŜǿ 
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 heritageΣ ōǳǘ ǿƛǘƘ ŀƴ ΨƻǇŜƴ-ŜƴŘŜŘΩ 
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. 
Lƴ ǘƘƛǎ ǎŜƴǎŜ ŘŜǎƛƎƴ ƛǎ ŀ Ψdescriptive approachΩ ό5ŜƳŀǘǘŜƛǎΣ мффрύ 

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 valuesΦ !ǎ ¸ƻƴŀ CǊƛŜŘƳŀƴ ǎŀȅǎ ΨƛƴǘŜƭƭƛƎŜƴŎŜ ǎǘŀǊǘǎ 
ǿƛǘƘ ƛƳǇǊƻǾƛǎŀǘƛƻƴΩΦ ¢ƘŜǊŜŦƻǊŜ ǘƘŜ ǊŜǇŜŀǘŀōƛƭƛǘȅ ƛǎ ƴƻǘ ƛƴ ǘƘŜ ŦƻǊƳǎΣ ōǳǘ ƛƴ 
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 
!ǇǇŀŘǳǊŀƛ Ǉƻƛƴǘǎ ƻǳǘΣ ǘƻ ŘŜǎƛƎƴ ǎǳǎǘŀƛƴŀōƭŜ ǎƻŎƛŀƭƛǘƛŜǎΣ Ψforces us back to the 
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human requirement for stability and closure as counterbalances to volatility 
ŀƴŘ ŦƭǳȄΩ ό!ǇǇŀŘǳǊŀƛΣ нлмлΣ ǇΦ мн-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 ς 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. 
!ŎŎƻǊŘƛƴƎ ƻ ǘƘƛǎΣ ǘƘƛǎ ǇǊƻƧŜŎǘ Ƙŀǎ ŀ ΨƘǳƳŀƴΩ ŘƛƳŜƴǎƛƻƴΣ ǿƘƛŎƘ ƛǎ ƴƻ 

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 oŦ ǘƘŜ ŎƻƳƳǳƴƛǘȅ ŘƛǊŜŎǘƭȅ ƛƴǾƻƭǾŜŘ ŀǎ ǇǊƛƳŜ ΨŜȄǇŜǊǘΩ ƻŦ ǘƘŜ 
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.  
Cƛƴŀƭƭȅ ǘƛƳƛƴƎ ǇƭŀȅŜŘ ŀ ŎǊǳŎƛŀƭ ǊƻƭŜ ƛƴ ǘƘŜ ǇǊƻƧŜŎǘ ǇǊƻƳƻǘƛƴƎ ŀ ΨǾƛǎƛƻƴ ƻŦ 

ŦǳǘǳǊŜΩ ǘƘŀǘ ŘŜǎƛƎƴ Ŏŀƴ ƘŜƭǇ ǘƻ ŘŜǾŜƭƻǇΦ ¢ƘŜ ŎƻƭƭŜŎǘƛǾŜ ƭŜŀǊƴƛƴƎ ƴŜŎŜǎǎŀǊȅ ŦƻǊ 
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& 
methods 

The process has been eminently social, shared, 
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) 

! Ψ[ŜŀǊƴƛƴƎ ŦǊƻƳ ŘƛǾŜǊǎŜ ŎǳƭǘǳǊŜǎΩ ŀǇǇǊƻŀŎƘ Ƙŀǎ ōŜŜƴ ǘƘŜ 
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 



ELEONORA LUPO 

150 

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 
ƻŦ Ψ/ƻƴǘŜƳǇƻǊŀǊȅ !ǳǘƘŜƴǘƛŎΩΦ bǳƳŜǊƻǳǎ ŀǇǇǊƻŀŎƘŜǎ ƻǇŜǊŀǘŜ ƻƴ ŎǊŀŦǘΣ 
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 
ŀŎǘƛǾŀǘƛƻƴ ōŀǎŜŘ ƻƴ ΨƘǳƳŀƴ ǊŜƭŀǘƛƻƴǎΩΣ ǿƘƛŎƘ ŦŀŎƛƭƛǘŀǘŜŘ ǘƘŜ ǎƘŀǊing, 
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 
ōŀǎŜŘ ƻƴ ǇŀǊŀƳŜǘŜǊǎ ǿƘƛŎƘΣ ŘŜŦƛƴƛƴƎ ŀ ǇŜǊŎŜƴǘŀƎŜ ǾŀƭǳŜ ƻŦ ΨƛƴƴƻǾŀǘƛǾŜ 
ŜȄŎŜƭƭŜƴŎŜΩ ƻǊ ŎŀǇŀŎƛǘȅ ǘƻ ǊŜƎŜƴŜǊŀǘŜ ǘƘǊƻǳƎƘ ŀƴ ƛƴƴƻǾŀǘƛǾŜ ǘŜƴŘŜƴŎȅ ǿƘƛŎƘ 
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& 
methods 

The project is based on complementarity, interculturality 
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 
and top-down) 

The project started with a top down strategy that met 
the bottom-up needs and initiatives of local masters and 
craftsmanship. 

time (medium/long 
term) 

The project has been organized in various different 
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-
endness  

The Contemporary Authentic brand and quality 
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-
culturality, trans-
generationality, 
ƴŜǘǿƻǊƪƛƴƎΧύ 

The master were made collaborating with young 
designers and with other masters in a network of 
opportunities at very different stages: from self-
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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ό5ƛǎύǇƭŀŎŜƳŜƴǘ ƻŦκōȅ ŘŜǎƛƎƴΥ {ƻŎƛŀƭ 
/ƻƴǎǘǊǳŎǘƛƻƴ ƻŦ tƻƧŀƴƎ-ƳŀŎƘŀ όwŜύ5ŜǎƛƎƴƛƴƎ 
ƛƴ {Ŝƻǳƭ 

Soo-hong MIN*   

Seoul National University 

Lƴ ǊŜŎŜƴǘ ŘŜŎŀŘŜǎΣ ǘƘŜ ǘŜǊƳ ΨŘŜǎƛƎƴΩ ŀƴŘ ƛǘǎ ŎƻƴŎŜǇǘ ŀƴŘ ŀǇǇƭƛŎŀǘƛǾŜ 
ƳŜǘƘƻŘǎ ƘŀǾŜ ōŜŎƻƳŜ ŎǊƛǘƛŎŀƭ ŜƭŜƳŜƴǘǎ ƻŦ ŀǎǎŜǎǎƛƴƎ ΨŎƻƴŘƛǘƛƻƴǎ ƻŦ ƭƛŦŜΩΦ !ǎ ŀ 
ǊŜǎǳƭǘΣ ǘƘŜ ƛǎǎǳŜ ƻŦ ƛƴǎǘƛǘǳǘƛƻƴŀƭ ǊŜƴŜǿŀƭ ƻŦ {ŜƻǳƭΩǎ ƛŘŜƴǘƛǘȅΣ ŦǊƻƳ ǘƘŜ ǎȅƳōƻƭ 
ƻŦ ƴŀǘƛƻƴΩǎ ǎǳŎŎŜǎǎŦǳƭ ƛƴŘǳǎǘrialization to international cultural destination, 
can show the changing socio-cultural forms of street vendor pojang-macha 
through the technoscientific and/or political lens.  
¢Ƙƛǎ ǇŀǇŜǊ ŘŜƳƻƴǎǘǊŀǘŜǎ Ƙƻǿ ǘƘŜ ƛƴŦƭǳŜƴŎŜ ƻŦ ΨŘŜǎƛƎƴΩ Ƙŀǎ ƭŜŘ ǘƻ ǘƘŜ 

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. 
Lƴ ΨŘŜǎƛƎƴΩΣ ǘƘŜ ƻƴƎƻƛƴƎ ŘŜōŀǘŜ ƛǎ όŀƭƳƻǎǘύ ŀƭǿŀȅǎ ŘǊŀǿƴ ŦǊƻƳ ƴotions of 

ǎŎƛŜƴŎŜΣ ǘŜŎƘƴƻƭƻƎȅ ŀƴŘ ǘƘŜƛǊ ΨŦŀŎǘǎΩΦ !ŎŎƻǊŘƛƴƎƭȅΣ ōȅ ǘǊŀŎƛƴƎ ǘƘƛǎ ǇƻƧŀƴƎ-
macha (re)designing case following questions could be implicated. Under the 
ǊǳƭŜǎ ƻŦ ŀǊǘƛŦŀŎǘǎ ǘƘŀǘ ŀǊŜ ŜŦŦŜŎǘǎ ƻŦ ΨŘŜǎƛƎƴΩΣ ǿƘŀǘ ǇƭŀŎŜ ŎƻǳƭŘ ǘƻŘŀȅΩǎ ǎŎƛŜƴŎŜΣ 
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 definŜŘ ŀǎ ΨŘŜǎƛƎƴΩ ŀƴŘ ƘƻǿκǿƘŀǘ 
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 
5ǳǊƛƴƎ ǘƘŜ ǊŜŎŜƴǘ ŘŜŎŀŘŜǎΣ ǘƘŜ ǘŜǊƳ ΨŘŜǎƛƎƴΩ ŀƴŘ ƛǘǎ ŎƻƴŎŜǇǘ ŀƴŘ 

ŀǇǇƭƛŎŀǘƛǾŜ ƳŜǘƘƻŘǎ ƘŀǾŜ ōŜŎƻƳŜ ŎǊƛǘƛŎŀƭ ŜƭŜƳŜƴǘǎ ƻŦ ŀǎǎŜǎǎƛƴƎ ΨŎƻƴŘƛǘƛƻƴǎ 
ƻŦ ƭƛŦŜΩΦ Lƴ ŜǾŀƭǳŀǘƛƴƎ ǘƘŜ ǇǊŜǎŜƴǘ-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, 
ǎȅǎǘŜƳΣ ŎƻƳŦƻǊǘΣ ŘŜǾŜƭƻǇƳŜƴǘΣ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ΨŘŜǎƛƎƴΩ ǎŜŜƳǎ ǘƻ ƘŀǾŜ ƎƻƴŜ 
beyond its original meaning of plan and scheme and acquired a new one, 
ΨƛƴŘƛcating the realization of a somewhat more unique appearance and style 
όƻǊ ǘƘŜ ŀǎǇƛǊŀǘƛƻƴ ǘƻǿŀǊŘ ǎǳŎƘ ŀƴ ƛŘŜŀƭύΩ ό±ƛŀƭΣ нлмлύ ƛƴ ŀ ΨƘǳƳŀƴ-ōǳƛƭǘ ǿƻǊƭŘΩ 
(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 ( ; mobile/temporary street vendors serving food and 

ŀƭŎƻƘƻƭΣ ƭƛǘŜǊŀƭƭȅ ǘǊŀƴǎƭŀǘŜŘ ŀǎ ΨŎƻǾŜǊŜŘ ǿŀƎƻƴΩύ ǘƘǊƻǳƎƘ ǘƘŜ ǘŜŎƘƴƻǎŎƛŜƴǘƛŦƛŎ 
and/or political lens. This issue springs from the context of institutional 
ǊŜƴŜǿŀƭ ƻŦ {ŜƻǳƭΩǎ ƴŜǿ ƛŘŜƴǘƛǘȅΣ ŎƘŀƴƎƛƴƎ ŦǊƻƳ ǘƘŜ ǎȅƳōƻƭ ƻŦ ǘƘŜ ƴŀǘƛƻƴΩǎ 
successful industrialization to an international cultural destination where 
one can enhance authentic experience of the traditions of East Asia, cutting-
ŜŘƎŜ L¢ ŎǳƭǘǳǊŜΣ ŀƴŘ ǘƘŜ ƛƭƭǳǎƛƻƴ ƻŦ ΨYƻǊŜŀƴ ²ŀǾŜΩ ŎŜƭŜōǊƛǘƛŜǎΦ  

To do so, this paper would try to demonstrate how the influence of 
ǘƻŘŀȅΩǎ Ǝƭƻōŀƭ ŎƻƴŎŜǇǘ ƻŦ ΨŘŜǎƛƎƴΩ Ƙŀǎ ƭŜŘ ǘƻ ǘƘŜ ŎƻƴŎǊŜǘƛȊŀǘƛƻƴ ŀƴŘκƻǊ 
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, I 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 
ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ΨǘƘŜ ƻǘƘŜǊ ŀƴŘ ƳƛƴƻǊƛǘȅ ƛƴ ƴŜŜŘ ƻŦ ŘŜǎƛƎƴΩ ǘƻ ǿƘƛŎƘ ƛǘ ŀǇǇƭƛŜŘ 
ƛǘǎŜƭŦ ŀǎ ΨŘŜǎƛƎƴό-as-problem-soƭǾƛƴƎύΩΦ Lƴ ŘƻƛƴƎ ǎƻΣ ǘƘƛǎ ǇŀǇŜǊ ƘƻǇŜǎ ǘƻ 
provide reflections on the ways in which the pre-existing meaning of things 
become re-ƛŘŜƴǘƛŦƛŜŘ ŀƴŘ ƛǘǎ ƻǊŘŜǊ ǊŜƻǊƎŀƴƛȊŜŘ ǘƘǊƻǳƎƘ ΨŘŜǎƛƎƴΩτwhich 
purportedly pursues the good and the betterτand how, through such a 
ǇǊƻŎŜǎǎΣ ǘƘŜ ƛƴƛǘƛŀƭ ΨŘŜǎƛƎƴΩ ǘƘŀǘ ƻǊƛƎƛƴŀǘŜŘ ŦǊƻƳ ǘƘŜ ǇŜƻǇƭŜ όǎƛƳǳƭǘŀƴŜƻǳǎƭȅύ 
have become obscured (or vanished); furthermore, how design as a concept 
(that represents improvement and solution of problems, and above all, 
ΨǎƻƳŜǘƘƛƴƎ ŎƘƛŎΩύ ŀƴŘ ƛǘǎ ǇǊŀŎǘƛŎŜ 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-ƭƛƪŜ ΨƳŀŎƘŀΩ ό ƻǊ ΨǿŀƎƻƴΩύ ŎƻǾŜǊŜŘ ōȅ ŀ ǇƻƭȅŜǘƘȅƭŜƴŜ 

ǘŀǊǇŀǳƭƛƴ ΨǇƻƧŀƴƎΩ ό ƻǊ ΨǿǊŀǇǇƛƴƎΩκΨŎƻǾŜǊƛƴƎΩύ ǳƴŘŜǊ ǿƘƛŎƘ ŎƻƻƪƛƴƎ ŀƴŘ 
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 Seoulτa modern city whose 
conscious emphasis on that very modernity leads to the possibility of 
anything, at any time, being deemed ΨǇǊƻōƭŜƳŀǘƛŎΩΦ 

Pojang-machas, blurred history 
In Seoul, pojang-machas that conform to the standard Korean definition 

ƻŦ Ψŀ ŎƻǾŜǊŜŘΣ ƳƻōƛƭŜ ŦƻƻŘ ŀƴŘ ŘǊƛƴƪ ǎǘŀƭƭ ƻŦ ŀ ǘŜƳǇƻǊŀǊȅ ƴŀǘǳǊŜΩ ό¢ƘŜ 
National Institute of the Korean Language, 1991) are not easy to come by. In 
ǇŀǊǘƛŎǳƭŀǊΣ Ψpojang-macha ǘƻǿƴǎΩ ǿƘŜǊŜ Ǉojang-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 
ǾƛŎƛƴƛǘȅ ƻŦ DŀƴƎōȅŜƻƴ {ǘŀǘƛƻƴΦ CƻǊ ǘƘƻǎŜ ǿƘƻ ƘŀǾŜ ōŜŜƴ ǘƻ ƻƴŜ ƻŦ {ŜƻǳƭΩǎ 
pojang-machas in the 1970s and 80s, pojang-macha is still remembered as 
Ψŀ ǇƭŀŎŜ ǿƘŜǊŜ ƻƴŜ Ŏŀƴ Ŧƛƭƭ ǳǇ ǘƘŜ ǎǘƻƳŀŎƘ ǿƛǘƘ ƭƛǘǘƭŜ ƳƻƴŜȅΩΣ Ψŀ ǇƭŀŎŜ ǘƻ 
have a bottle of soju [a popular distilled beverage in Korea] just for a little 
ǿƘƛƭŜ ŀŦǘŜǊ ǿƻǊƪΩΦ ¢ƘŜǎŜ ǎŎŜƴŜǎ ŀǊŜ ƴƻǿ ōŜŎƻƳƛƴƎ ŀ ǘƘƛƴƎ ƻŦ ǘƘŜ Ǉŀǎǘ (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. 
LƴǘŜǊŜǎǘƛƴƎƭȅΣ ƛƴ ǘƘŜ ƴŜǿǎ ǊŜǇƻǊǘǎ ƻŦ ǘƘŜ ǘƛƳŜΣ ǘƘŜ ǘŜǊƳ Ψpojang-machaΩ ǿŀǎ 
ǊŜŦŜǊǊƛƴƎ ǘƻ ǘƘŜ ΨŎƻǾŜǊŜŘ ǿŀƎƻƴǎΩ ŀǇǇearing in the American Western films 
ǘƘŀǘ ǿŜǊŜ ǘƘŜƴ ōŜƛƴƎ ƛƴǘǊƻŘǳŎŜŘ ƛƴ YƻǊŜŀΣ ƴƻǘ ǘƻ ΨǎǘǊŜŜǘ ǇǳōǎΩ ŀǎ ǘƘŜ ǿƻǊŘ ƛǎ 
commonly used today (Entertainment Programs, 1954). Afterwards, through 
ǘƘŜ мфслǎ ŀƴŘ тлǎΣ ǘƘŜ ǿƻǊŘ Ψpojang-machaΩ ŎƻƴǘƛƴǳŜŘ ǘƻ ōŜ ǳǎŜŘ ǘƻ 
indicate both of the meanings just noted. The pojang-machas ŀǎ ΨǘŜƳǇƻǊŀǊȅ 
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ƴƛƎƘǘ Ǉǳōǎ ƛƴ {ŜƻǳƭΩ ǘƘŀǘ ŀǊŜ ǊŜǇƻǊǘŜŘ ǘƻ ƘŀǾŜ ŀǇǇŜŀǊŜŘ ƛƴ ǘƘŜ мфрлǎ ǿŜǊŜ 
ΨǎŜƭƭƛƴƎ ōǊƻƛƭŜŘ ǎǇŀǊǊƻǿǎ ŀƴŘ ǎƻƧǳ ƛƴǎƛŘŜ ŀ ǎǘǊǳŎǘǳǊŜ ƻŦ ǿƘƛŎƘ ƻƴƭȅ ǘƘŜ ǘƻǇ 
was covered with a thick broadclotƘΩ ό{ƻƴƎΣ нллоύΦ ¢ƘŜ ŀǇǇŜŀǊŀƴŎŜ ŀƴŘ ǘƘŜ 
structure of pojang-machaΣ ǿƘƛŎƘ ŀƳƻǳƴǘŜŘ ǘƻ ƴƻǘ ƳǳŎƘ ƳƻǊŜ ǘƘŀƴ Ψŀ 
ǿƘŜŜƭŜŘ Ƙǳǘ ǿƛǘƘ ōǊƻŀŘŎƭƻǘƘ ǘƘŀǘ Ƨǳǎǘ ōŀǊŜƭȅ ŎƻǾŜǊŜŘ ƛǘǎ ŦǊŀƳŜǎΩ ǿƘŜƴ ƛǘ 
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 dingyτŜΦƎΦ ΨŎŀǊōƛŘŜ ƭƛƎƘǘƛƴƎ ǳƴŘŜǊ ŎŀƴǾŀǎΩτbut, 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 needsτthe need to light up the dark interior as it is 
ΨƳƻǊŜ ŀŎǘƛǾŜ ŘǳǊƛƴƎ ǘƘŜ ƴƛƎƘǘΩΣ ǘƘŜ ƴŜŜŘ ǘƻ ǇǊƻǾƛŘŜ ǿŀǊƳǘƘ ǘƻ ƎǳŜǎǘǎ ǘƘŀǘ 
Ǿƛǎƛǘ ǘƘŜ ΨōǳǎƛƴŜǎǎΩ ǘƻ ǎŜŜƪ ǊŜƭƛŜŦ ŦǊƻƳ ǘƘŜ ŎƻƭŘ ŘǳǊƛƴƎ ǿƛƴǘŜǊΣ ŀƴŘ ǘƘŜ ƴŜŜŘ 
to keep ingredients (especially seafood) fresh and prevent them from 
spoiling in the summerτpojang-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 
ŎƻƳǇǊƻƳƛǎŜ ǘƘŀǘ ŀǊƛǎŜ ŦǊƻƳ ǘƘŜ ŎƻƳǇŜǘƛǘƛƻƴ ŀƴŘ ŎƻŜȄƛǎǘŜƴŎŜ ƻŦ ΨǎƛƳƛƭŀǊ 
ōǳǎƛƴŜǎǎŜǎΩΣ ǊŜŦƭŜŎǘΣ ŀǎ ƴƻǘŜŘ ŀōƻǾŜΣ ǘƘŜ ƧǳŘƎŜƳŜƴǘǎΣ ǎŜƴǘƛƳŜƴǘΣ ŀƴŘ 
ŎƻƴǎŜƴǘ ƻŦ ǘƘŜ ΨǇŜƻǇƭŜΩ ǊŀǘƘŜǊ ǘƘŀƴ ǘƘŜ ǎŜǊƛƻǳǎƴŜǎǎ ƻŦ ŜȄǇŜǊǘ ŘŜǎƛƎƴŜǊǎ ǿƘƻ 
ŜƳǇƘŀǎƛȊŜ ΨǎǳŦŦƛŎƛŜƴǘ ŀŜǎǘƘŜǘƛŎ Ŏƻƴsideration (with a view of overall 
ƘŀǊƳƻƴȅύΩΦ  

 

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 
мффлǎ ƻƴ ǘƘŜ ǊƛƎƘǘΣ ǘƘŜ ǇƻǎǘΩǎ ƳŀǘŜǊƛŀƭ Ƙŀǎ ŎƘŀƴƎŜŘ ǘƻ ǎǘŀƛƴƭŜǎǎ ǎǘŜŜƭΣ ŀƴŘ 
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 
ΨƭƻƻƪƛƴƎ ǎƛŘŜǿŀȅǎ ŀƴŘ ƛƳƛǘŀǘƛƴƎΩ ƛƴ ǿŀȅǎ ŘƛŦŦƛŎǳƭǘ ǘƻ ǘǊŀŎŜ ǘƘŜ ǎǇŜŎƛŦƛŎ ƻǊƛƎƛƴǎΦ 

Pojang-machas in its haphŀȊŀǊŘ ŦƻǊƳ ƳŀǘŜǊƛŀƭƛȊŜŘ ǘƘŜ ΨǎŜƴǘƛƳŜƴǘ ƻŦ 
discontent and romantic ideals of the deprived and the worn-ƻǳǘΩΦ ¢ƘŜ 
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 
ōƻǳƴŘŀǊƛŜǎ ŀƴŘ ƛƴ ǘƘŜ ŦƻǊƳ ƻŦ ΨǿƘŜŜƭŜŘΣ ǘŜƳǇƻǊŀǊȅ Ǉǳōǎ ƻƴ ǘƘŜ ǎǘǊŜŜǘΩ 
allowed pojang-machas to be clearly different from other types of places for 
drinking. The vitality of pojang-machas meshed together with the dynamism 
ƻŦ {Ŝƻǳƭ ŀǎ ŀ ΨƎǊƻǿƛƴƎ ŎƛǘȅΩΣ ŀƴŘ 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-machasΩ ŦƻǊƳ ƻŦ ŜȄƛǎǘŜƴŎŜΦ CƻǊ ŜȄŀƳǇƭŜΣ 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 
όнлмлύ Ǉƻƛƴǘ ƻǳǘΣ Ψƛǘ ƛǎ ŘƛŦŦƛŎǳƭǘ ǘƻ ǊŜƎǳƭŀǘŜ ǎǘǊŜŜǘ ǾŜƴŘƻǊǎ ǳƴŘŜǊ ǳƴƛŦƻǊƳ 
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-ƛƴŎƻƳŜ ŎƛǘƛȊŜƴǎΦΩ {ǳŎƘ ΨŎƻƴǘǊŀŘƛŎǘƛƻƴǎ surrounding 
ǎǘǊŜŜǘ ǾŜƴŘƛƴƎ ǎǇŀŎŜǎΩ Ŝǉǳŀƭƭȅ ŀǇǇƭƛŜŘ ǘƻ 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, 
ōƻǘƘ ŜŎƻƴƻƳƛŎŀƭƭȅ ŀƴŘ ŎǳƭǘǳǊŀƭƭȅΣ ŀǎ ǘƘŜ ΨōŀǊƻƳŜǘŜǊ ƻŦ ƻǊŘƛƴŀǊȅ ǇŜƻǇƭŜΩǎ 
ŜŎƻƴƻƳȅΩΣ ŀƴŘ ǊŜ-emerges ŀǎ ŀ ΨōƻǳƴŘŀǊȅ ƻōƧŜŎǘΩ όStar 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-machasΩ ŦƻǊƳ ƻŦ ŜȄƛǎǘŜƴŎŜΦ ! ƴŜǿǎǇŀǇŜǊ 
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 
ŀǳǘƘƻǊ ƭŀƳŜƴǘǎ Ƙƻǿ ΨǘƘŜ pojang-machas ƻŦ {ŜƻǳƭΩ ǿƛǇŜ ΨǘŀōƭŜǎΩ ƴƻǘ ǿƛǘƘ 
ŘƛǎƘŎƭƻǘƘǎ ōǳǘ ǿƛǘƘ ΨǊŀƎǎΣΩ ŀƴŘ Ƙƻǿ ǘƘŜ ǎŀƳŜ ǊŀƎǎ ǿŜǊŜ ǳǎŜŘ ǘƻ ŎƭŜŀƴ 
ΨŎǳǘǘƛƴƎ ōƻŀǊŘǎΩ ŀƴŘ ΨƪƴƛŦŜǎΩΣ ŀƴŘ ǘƘŜƴ ǳǎŜŘ ŀƎŀƛƴ ŀǎ ΨŘƛǎƘŎƭƻǘƘǎΩ ǿƘŜƴ ǎƭƛŎƛƴƎ 
fresh livers and chicken gizzards (Business Thriving in the Heat. Pojang-
machas, 1983). In particular, the author points out that in comparison to the 
ŦƻƻŘ ŎŀǊǘǎ ƛƴ ŎƛǘƛŜǎ ƻŦ Ψ{ŀƴ CǊŀƴŎƛǎŎƻΩ ŀƴŘ Ψ¢ŀƛǇŜƛΩΣ pojang-machas of Seoul 
Ŧŀƭƭ ŦŀǊ ōŜƘƛƴŘ ǿƛǘƘ ǊŜǎǇŜŎǘ ǘƻ ƘȅƎƛŜƴŜΦ Ψ{ŜƻǳƭΣ ŦǊƻƳ ƴƻǿ ƻƴΩ ƘŀŘ ǘƻ ŜƭŜǾŀǘŜ 
itself to the same level as San Francisco and Taipei by eliminating hygiene 
issues, and pojang-machasΣ ŀǎ ŀƴ ƛƳǇƻǊǘŀƴǘ ǇŀǊǘ ƻŦ ǘƘŜ ǎŎŜƴŜ ƛƴ {ŜƻǳƭΩǎ 
streets at night, had to take part in this effort. 
.ȅ ǘƘŜ мфулǎ ŀƴŘ флǎΣ ǘƘŜ ƻǳǘōǊŜŀƪ ƻŦ ŘƛǎŜŀǎŜǎ ǎǳŎƘ ŀǎ Ψ±ƛōǊƛƻ ±ǳƭƴƛŦƛŎǳǎ 

ƛƴŦŜŎǘƛƻƴΩ ŀƴŘ ΨŎƘƻƭŜǊŀΩ 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-
machasΦ ¢ƘŜ ƭŜǾŜƭǎ ƻŦ ΨƎŜƴŜǊŀƭ ōŀŎǘŜǊƛŀΩ ŀƴŘ Ψ9Φ /ƻƭƛΩ ǘƘŀǘ ǿŜǊŜ ŦƻǳƴŘ ƛƴ 
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 
ǿŜǊŜ ōŀǎŜŘ ƻƴ ΨǘƘŜ ǇǊƛƴŎƛǇƭŜǎ ƻŦ ǘƘŜ ǎǘŀǘŜΩ ǿƘƛŎƘ ƛƴŎƭǳŘŜŘΣ ƛƴ ŀŘŘƛǘƛƻƴ ǘƻ ǘƘŜ 
ƛǎǎǳŜ ƻŦ ǇǳōƭƛŎ ƘȅƎƛŜƴŜΣ ΨŜǎǘŀōƭƛǎƘƛƴƎ ǇǳōƭƛŎ ƻǊŘŜǊ ƛƴ ǘƘŜ ǎǘǊŜŜǘǎΩ ŀƴŘ 
ΨƳŀƛƴǘŜƴŀƴŎŜ ƻŦ ǳǊōŀƴ ŀŜǎǘƘŜǘƛŎǎΩΦ ¢ƘŜ YƻǊŜŀƴ ƎƻǾŜǊƴƳŜƴǘ ƘŀŘ ƘƛƎƘ 
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 
ǘƘŜ YƻǊŜŀƴ ŀŎƘƛŜǾŜƳŜƴǘǎ ƻŦ ΨƳƛǊŀŎǳƭƻǳǎ ŘŜǾŜƭƻǇƳŜƴǘΩ ǘƻ ǘƘŜ ŦƻǊŜƛƎƴ 
cultural realm. For this reason, it was necessary to showcase and manage a 
ΨƳƻŘŜǊƴ-western ƭŀƴŘǎŎŀǇŜ ǘƘŀǘ ŘƻŜǎ ƴƻǘ ŜƭƛŎƛǘ ŘƛǎƎǳǎǘΩ ƛƴ ƭƛƴŜ ǿƛǘƘ ǘƘŜ 
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 ǘƻǿƴ ƻŦ {ŜƻƪŎƘƻƴ [ŀƪŜ ǿƘŜǊŜ ΨŀǘƘƭŜǘŜǎ ŦǊƻƳ ǾŀǊƛƻǳǎ ŎƻǳƴǘǊƛŜǎ 
ǎǘǊŜŀƳŜŘ ƛƴ ǘƻ ŜƴƧƻȅ ǘƘŜƛǊ ƭŀǎǘ ƴƛƎƘǘ ƛƴ {ŜƻǳƭΩ όPojang-machas Near 
Seokchon Lake Bustled with Foreigners Last Night, 1988) on the day of the 
closing ceremony of the Olympics, ǿŀǎ ǎǳōƧŜŎǘ ǘƻ ŀ ΨǎǳǊǇǊƛǎŜ ŘŜƳƻƭƛǘƛƻƴΩ ŀ 
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 wƘƛŎƘ ǘƘŜ ŦƻǊŜƛƎƴŜǊǎκƻǳǘǎƛŘŜǊǎ ŦǊƻƳ ǘƘŜ ΨŀŘǾŀƴŎŜŘ ²ŜǎǘŜǊƴ ǿƻǊƭŘΩ 
could pleasantly experience Korean culture, were forced to re-enter the 
territory of problem. The pojang-macha vendors who lost their economic 
ŦƻǳƴŘŀǘƛƻƴǎ ǘƻƻƪ ǘƻ ǘƘŜ ǎǘǊŜŜǘǎΣ ŘŜƳŀƴŘƛƴƎ ΨǘƘŜ ƎǳŀǊŀƴǘŜŜ ƻŦ ƭƛǾŜƭƛƘƻƻŘΩ 
(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). 

CƛƎǳǊŜ н ƛǎ ŀ ǇƛŎǘǳǊŜ ƻŦ ŀ ǎǘǊŜŜǘ ǾŜƴŘƻǊǎΩ ǇǊƻǘŜǎǘ ǿƘŜǊŜ ǘƘŜ ǾŜƴŘƻǊǎ 
ŎƭŀƛƳŜŘ ǘƘŜƛǊ ΨǊƛƎƘǘ ǘƻ ƭƛǾŜƭƛƘƻƻŘΩΣ ǎǘŀǘƛƴƎ ǘƘŀǘ ΨƴƻǘƘƛƴƎ ƛǎ ƳƻǊŜ ǳǊƎŜƴǘ ǘƘŀƴ 
ƳŀƪƛƴƎ ŜƴŘǎ ƳŜŜǘ ŦƻǊ ǘƘŜ ǇŜƻǇƭŜΩΦ ¢ƘŜƛǊ ŦƛƎƘǘ ŀƎŀƛƴǎǘ ŎǊŀŎƪŘƻǿƴǎ ƻƴ ǎǘǊŜŜǘ 
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 
ǘƘŜ ΨǿƻǊƪƛƴƎ-Ŏƭŀǎǎ ŎƛǘƛȊŜƴǎ ǿƘƻ ƘŀǾŜ ǘƘŜ ǊƛƎƘǘ ǘƻ ŘŜŎŜƴǘ ƘǳƳŀƴ ƭƛŦŜΩ ŀƴŘ 
asked ƻŦ ǘƘŜ ǎǘŀǘŜ ǿƘŜǘƘŜǊ ΨǘƘŜ ŘƛǎŎƛǇƭƛƴŜ ƻŦ ǘƘŜ ǎǘŀǘŜΩ ǎƘƻǳƭŘ ƘŀǾŜ 
ǇǊŜŎŜŘŜƴŎŜ ƻǾŜǊ ΨǘƘŜ ǇŜƻǇƭŜΩǎ ǊƛƎƘǘ ǘƻ ƭƛǾŜƭƛƘƻƻŘ όǇŜƻǇƭŜΩǎ ǊƛƎƘǘύΩΣ ƻǊ ǾƛŎŜ 
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 ΨǿƛǘƘ ŜǾŜƴ 
ŜƭŜŎǘǊƛŎƛǘȅ ŀƴŘ ǿŀǘŜǊ ǇƛǇŜǎΩ ōŜƎŀƴ ǘƻ ŀǇǇŜŀǊ ƛƴ ŀƴŘ ŀǊƻǳƴŘ {ŜƻǳƭΩǎ DŀƴƎƴŀƳ 
area (Kim, 1985), which the K-tƻǇ Ƙƛǘ ΨDŀƴƎƴŀƳ {ǘȅƭŜΩ ƘŀǇǇŜƴǎ ǘƻ ƘŀǾŜ 
promoted 17 years later. A little ŀŦǘŜǊΣ ƛƴ мфутΣ ΨƭǳȄǳǊȅ pojang-machasΩ ǿƛǘƘ 
neater exterior and interior equipped with television and refrigerators, 
ΨōǳǎǘƭŜŘ ǿƛǘƘ ǇŜƻǇƭŜΩ ƛƴ {ŜƻǳƭΩǎ DŀƴƎŘƻƴƎΣ ǿƘŜǊŜ ǘƘŜ hƭȅƳǇƛŎ ǎǘŀŘƛǳƳǎ 
were located, and Gangnam, which was not far from that area (Super Luxury 
Summer Pojang-machasΣ мфутύΦ !ǘ ΨǘƘŜ ǇŜƻǇƭŜΩǎ ƭŜǾŜƭΩΣ ǘƘŜ ƳƻŘŜǊƴƛȊŀǘƛƻƴ ƻŦ 
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 
ǘƘŜ ΨǎŀƭŀǊȅƳŜƴ ǘƘŀǘ ǿŜǊŜ ƭŀƛŘ ƻŦŦ ōȅ ŦƛǊƳǎΩΣ ǿƘƻ ǿŜǊŜ ƻƴŎŜ ǘƘŜ ΨƎǳŜǎǘǎΩ ƻŦ 
pojang-machasΣ ƴƻǿ ōŜŎŀƳŜ ǘƘŜ ΨƻǿƴŜǊǎΩ ƻŦ pojang-machas. Encouraged 
by the myth that everyone can easily open a pojang-macha business due to 
ƛǘǎ ƭƻǿ ŜƴǘǊȅ ōŀǊǊƛŜǊΣ ΨƻǊŘŜǊǎ ŦƻǊ pojang-macha ǎǘǊǳŎǘǳǊŜǎΩ ŦƭƻƻŘŜŘ ƛƴΣ ŀƴŘ 
ΨƴŜŀǊƭȅ ŀƭƭ ǘƘŜ ǇŜƻǇƭŜ ǿƘƻ ǊŜŎŜƛǾŜŘ ǎŜǾŜǊŀƴŎŜ Ǉŀȅǎ ŎƻƴǎƛŘŜǊŜŘ ƻǇŜƴƛƴƎ 
pojang-macha ōǳǎƛƴŜǎǎ ŀǘ ƻƴŜ ǘƛƳŜ ƻǊ ŀƴƻǘƘŜǊΩ ό{ƻƴƎΣ нллоύΦ Lƴ ŦŀŎǘΣ 
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 ƻǊ ǘƘŜ ŦƻǊƳ ƻŦ ǘƘŜƛǊ ŜȄƛǎǘŜƴŎŜ Ƙŀǎ ŎƘŀƴƎŜŘΦ ²ƘŜƴ {ŜƻǳƭΩǎ ǎǘǊŜŜǘǎ 
ǿŜǊŜ ǊŜǎǘǊǳŎǘǳǊŜŘ ŦƻǊ ǘƘŜ ƳŀƴŀƎŜƳŜƴǘ ŀƴŘ ƳŀƛƴǘŜƴŀƴŎŜ ƻŦ ΨǳǊōŀƴ 
ŀŜǎǘƘŜǘƛŎǎΩ ƻǊ ǊŜǎǳǊŦŀŎŜŘ ƛƴ ŀŎŎƻǊŘŀƴŎŜ ǿƛǘƘ ǘƘŜ ƛƴǎǘitutional practice of 
ΨŎǊŀŎƪŘƻǿƴ ƻƴ ǎǉǳŀǘǘƛƴƎΩΣ pojang-machas ǿŜǊŜ ŀƭǿŀȅǎ ŀƭǎƻ ΨǇǳǘ ǳƴŘŜǊ 
ƳŀƛƴǘŜƴŀƴŎŜ ŀƴŘ ǊŜƴƻǾŀǘŜŘΩΦ tǊŜǇŀǊŜŘ ŦƻƻŘǎ ǘƘŀǘ ŎƻǳƭŘ ŜƴŘŀƴƎŜǊ ΨǇǳōƭƛŎ 
ƘŜŀƭǘƘΩ ƘŀŘ ōŜŜƴ ōŀƴƴŜŘ όPrepared 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 

DƻǾŜǊƴƳŜƴǘ ŀƴƴƻǳƴŎŜŘ ǘƘŜ ƛƴǘǊƻŘǳŎǘƛƻƴ ƻŦ ŀ Ψ{ǇŜŎƛŀƭ !ŘƳƛƴƛǎǘǊŀǘƛǾŜ 
aŜŀǎǳǊŜΩ ǊŜƎŀǊŘƛƴƎ ǾŜƴŘƻǊǎΦ 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 
ΨǊŀǘƛƻƴŀƭ ŀƴŘ ŀŜǎǘƘŜǘƛŎ ƳƻŘƛŦƛŎŀǘƛƻƴΩ again. While this was by no means the 
first time the city as governor experienced rumblings with regard to the 
ΨǇǊƻōƭŜƳŀǘƛŎΩ ƴŀǘǳǊŜ ƻŦ 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 ΨdesignΩ 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 
ŜƴƘŀƴŎƛƴƎ ǘƘŜ ŎǳƭǘǳǊŀƭ ƭƛŦŜ ƻŦ {ŜƻǳƭΩǎ ǎǘǊŜŜǘǎ ǿŀǎ ǇǳǎƘŜŘ ŦƻǊǿŀǊŘ ŀǎ ǇŀǊǘ ƻŦ 
ǘƘŜ ΨǇǳōƭƛŎ ŘŜǎƛƎƴΩ ǇǊƻƧŜŎǘ ƻŦ ǘƘŜ ǘƘŜƴ aŀȅƻǊ hƘΣ {Ŝ-hoon. Through this 
attempt, pojang-machas were transformed into one of the public facilities 
ƻŦ ǿƘƛŎƘ ǘƘŜ ǇǳǊǇƻǎŜ ǎƘƻǳƭŘ ōŜ ǘƻ ΨǊŜƴŘŜǊ ǘƘŜ ǎǘǊŜŜǘ ƭŀƴŘǎŎŀǇŜ ƳƻǊŜ 
ǇƭŜŀǎŀƴǘ ŀƴŘ ƳŀƪŜ ŎƛǘƛȊŜƴǎ ǎŀŦŜǊ ŀƴŘ ƘŀǇǇƛŜǊΩ ό5ŜǎƛƎƴ{Ŝƻǳƭ IŜŀŘǉǳŀǊǘŜǊǎ ƻŦ 
Seoul Metropolitan Government, 2008). In accordance with the 
administrative approach to redesign them, Pojang-machas were given a 
ƴŜǿ ΨǊƻƭŜΩΣ ΨǊŜǎǇƻƴǎƛōƛƭƛǘȅΩ ŀƴŘΣ ƛƴ ŀŘŘƛǘƛƻƴΣ ΨƭŜƎƛōƛƭƛǘȅΩ ό{ŎƻǘǘΣ мффуύΦ  
¦ƴŘŜǊ ǘƘŜ ŀǳǎǇƛŎŜǎ ƻŦ ǘƘƛǎ Ψ{ǇŜŎƛŀƭ !ŘƳƛƴƛǎǘǊŀǘƛǾŜ aŜŀǎǳǊŜΣΩ ǘƘŜ ǎǘǊŜŜǘǎ 

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' 
ǇƻƭƛŎȅΤ ŀƴŘΣ Ƴƻǎǘ ƻŦ ŀƭƭΣ ǘƘŜ ŀǿŀǊŜƴŜǎǎ ŀƴŘ ŀŘƻǇǘƛƻƴ ƻŦ ǘƘŜ ƴŜŜŘ ŦƻǊ ΨŘŜǎƛƎƴΩ 
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 
ŎƘƻǎŜƴ ŀǎ нлмлΩǎ ²ƻǊƭŘ 5ŜǎƛƎƴ /ŀǇƛǘŀƭ ōȅ ¦b9{/hτ a shift that reflects the 
ŎƛǘȅΩǎ ƻǿƴ ǎƘƛŦǘ ƛƴ ǎŜƭŦ-ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ŦǊƻƳ ǘƘŜ ǎȅƳōƻƭ ƻŦ ǘƘŜ ƴŀǘƛƻƴΩǎ 
successful industrialization to an international cultural destination. 
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Figure 4 Official logo of Ψ2010 Seoul, UNESCO City of DesignΩ (left). Promotional 
picture by the city of Seoul capturing the celebration after the city was 
selected as the Ψ2010 World Design CapitalΩ (middle). Former mayor Oh, Se-
hoon, who bulldozed the urban aesthetics project appealing to ΨdesignΩ 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 environmentτthe 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 
ǘŀƳŜ ǘƘŜ ǿŀȅǎ ƛƴ ǿƘƛŎƘ ǘƘŜȅ ǿƻǳƭŘ ƛƴǘŜǊŀŎǘΦ ¢ƘŜ ƴŜǿ ΨŘŜǎƛƎƴΩ ƻŦ pojang-
machas, which was proposed as the pursued ideal, was concretized through 
an administrative process, aiming to reflectτǘƘǊƻǳƎƘ ΨǎǳŦŦƛŎƛŜƴǘ 
ǎƛƳǳƭŀǘƛƻƴΩτthe 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.  

 

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 
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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 
ƴŜƎƭŜŎǘŜŘ ŀƴŘ ŘƛǎǊŜƎŀǊŘŜŘΣ ǇŜǊƘŀǇǎ ŘǳŜ ǘƻ ǘƘŜ ƭƻǎǎ ƻŦ ƛǘǎ ΨǿƛƭŘ ŎƘŀǊƳΩ ŀǘ ǘƘŜ 
ƘŀƴŘǎ ƻŦ ΨŘŜǎƛƎƴΩ ǘƘŀǘ ǊŜǇǊŜǎŜƴǘǎ the good and the better. As a result of this, 
the existing pojang-machas that were not seized or could not be seized by 
ΨŘŜǎƛƎƴΩ ƘŀǾŜ ƎŀƛƴŜŘ ǘƘŜ ǳǇǇŜǊ ƘŀƴŘ ƛƴ ǘƘŜ ǎǳǊǾƛǾŀƭ ŎƻƳǇŜǘƛǘƛƻƴ ōŀǎŜŘ ƻƴ 
otherness and in-betweenness. 

Conclusion 
The case of pojang-macha redesigning, performed from an institutional 

ŀǇǇǊƻŀŎƘΣ ƛƭƭǳǎǘǊŀǘŜǎ ǘƘŀǘ ǘƘŜ ΨǎǘǊǳŎǘǳǊŀƭ ŜŦŦƛŎƛŜƴŎȅ ŀƴŘ Ǌŀǘƛƻƴŀƭƛǘȅ ǘƘŀǘ 
ǎŎƛŜƴŎŜ ŀƴŘ ǘŜŎƘƴƻƭƻƎȅ ƘŀǾŜ ƛŘŜƴǘƛŦƛŜŘΩ ŀǊŜ ƳƻōƛƭƛȊŜŘ ŀƴŘ ŀǇǇƭƛŜŘ ǿƘŜƴ 
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 
ǘƘŜ ŦŀƛƭǳǊŜ ƻŦ ΨŘŜǎƛƎƴΩΦ wŀǘƘŜǊΣ ǘƘŜ όƛŘŜŀƭύ ŀǳǘƘƻǊƛǘȅ ƻŦ ŜȄǇŜǊǘ ŘŜǎƛƎƴ ǘƘŀǘ 
transcends administrative procedures might have been further bolstered 
ƛƴǎǘŜŀŘ ƻŦ ōŜƛƴƎ ŘƛƳƛƴƛǎƘŜŘΦ Lǘ ƛǎ ōŜŎŀǳǎŜ ǘƘŜ όŜȄǇŜŎǘŜŘύ ΨŘŜǎƛƎƴΩ ǿŀǎ ƴƻǘ 
achieved (oƴŎŜ ŀƎŀƛƴύΦ ¢Ƙŀƴƪǎ ǘƻ ǘƘƛǎ ǊŜǎǳƭǘƛƴƎ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎ ƻŦ ΨŘŜǎƛƎƴΩ όŀǎ 
plan and scheme), design is turned into a pure ideal (or chimera) of 
ŀǎǇƛǊŀǘƛƻƴΦ Lǘ ƛǎ ōŜŎŀǳǎŜ ŀ ŘƻƻǊ ǿƛƭƭ ƻǇŜƴ ǳǇ ŦƻǊ ΨǘƘŜ όƴŜŜŘ ŦƻǊύ ǇǳǊǎǳƛǘ ƻŦ 
ǿƘŀǘ ƛǎ ōŜǘǘŜǊΩΦ ²Ŝ Ŏŀƴ ŀƭǎƻ ƴƻǘŜ ǘƘŀǘ ǘƘŜ 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 ΨdesignΩΣ ǿƘŀǘ ǇƭŀŎŜ ŎƻǳƭŘ ǘƻŘŀȅΩǎ ǎŎƛŜƴŎŜΣ ǘŜŎƘƴƻƭƻƎȅ 
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 ΨdesignΩ, the ongoing debate is usuallyτalmost 
alwaysτ drawn from science and technology, from notions of rationality, 
efficiency and their (constructed) ΨfactsΩ.) Accordingly, we could ask: which 
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forms will eventually be defined as ΨdesignΩ and how/what science and 
technology will (de)form those designs of today? 
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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 
¢ƘŜ ǿƻǊƭŘΩǎ ǳǊōŀƴ ǇƻǇǳƭŀǘƛƻƴ ƛǎ ŜȄǇŜŎǘŜŘ ǘƻ ŘƻǳōƭŜ ōȅ нлрлΦ .ȅ нлолΣ ǎƛȄ 

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 Periphèria (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 
όǎŜǊǾƛŎŜǎ ōƭǳŜ ǇǊƛƴǘǎΣ ŀŎǘƻǊǎΩ ƳŀǇǎΣ ōǳǎƛƴŜǎǎ ƳƻŘŜƭǎΣ ǎŜǊǾƛŎŜ ǘƻǳŎƘ-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 ŎŀǎŜǎ ŦǊƻƳ ŀŎǊƻǎǎ 9ǳǊƻǇŜΥ ΨNot purely bottom up όΧύΤ not all about 
government data όΧύΤ applied across all servicesΩΦ 

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 Cantù, 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 
ǘƘŜ ŦƛǊǎǘ ŎƻƳƳǳƴƛǘȅ ǘƻ ǘƘŜ ŦƻǳƴŘŀǘƛƻƴ ƻŦ ǘƘŜ Ŧƛƴŀƭ ǎǘŀƪŜƘƻƭŘŜǊǎΩ ƴŜǘǿƻǊƪ 
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: 

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

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

¶ A strategy 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 ς people-centred, design-led and based on projects ς 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 ς 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-ŜƴŀōƭŜŘ ǎƻƭǳǘƛƻƴǎ ƛƴ ǘƘŜ ǇƛƭƻǘǎΩ ŎƻƴǘŜȄǘǎΦ 

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-
ŎŜƴǘǊŜŘ ǇǊƻŎŜǎǎ ƳŜŀƴǘ ǘƻ ǳƴŘŜǊǎǘŀƴŘ ōƻǘƘ ǘƘŜ ŎǳǎǘƻƳŜǊǎΩ ƴŜŜŘǎ ŀƴŘ ǘƘŜ 
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 
ǇǊƛƻǊƛǘƛȊŜŘ ǿƛǘƘ ǊŜǎǇŜŎǘ ǘƻ ǘƘŜ ǎǘŀƪŜƘƻƭŘŜǊǎΩ ŦŜŜƭƛƴƎǎ 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 
ς new activities, processes, systems or touch-points ς 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 FI 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 ƻŦ 
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: 

¶ regenerating disused and derelict public areas; 

¶ improving social life and inclusion of elderly people; 

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

¶ 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). 

 

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 ς 
from 1 to 3 days per week ς 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.  

 

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. Even if 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 
ŎƻƳŜǎ ŦǊƻƳ ǘƘŜ t5 ǇǊŀŎǘƛŎŜǎΣ ǊŜŎƻƎƴƛȊƛƴƎ ΨǿŜŀƪ ǎƛƎƴŀƭǎΩ ŀƴŘ ǘǳǊƴƛƴƎ ǘƘŜƳ in 
solutions to be tested, assessed and amplified in connection with a larger 
vision. 
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¢ŜƳǇƻǊŀƭ ƳŜǊƎƛƴƎ ƻŦ ŀŎǘŀƴǘƛŀƭ ƳƻŘŜƭǎ ƻŦ 
ǎǇŀŎŜ 

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 
ƳƻǊŜ ǘǊǳŜ ǘƻ ǘƘŜ ǎǘǊǳŎǘǳǊŀƭƛǎǘƭ ƻǊƛƎƛƴ ƻŦ DǊŜƛƳŀǎΩ ŀŎǘŀƴǘƛŀƭ ŀǇǇǊƻŀŎƘΣ ǿƘŜǊŜŀǎ 
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 
ŎƻƴǎǘǊǳŜŘΥ Ψ{ǇŀŎŜ ƛǎ ǊŜƭŀǘƛǾŜ ŀƴŘ ŀōǎƻƭǳǘŜ ώΧϐΣ ŀ ǇǊƛƴŎƛǇƭŜ ƻŦ ŜȄŎƭǳǎƛƻƴ ŀǎ 
ƳǳŎƘ ŀǎ ƻŦ ƛƴŎƭǳǎƛƻƴ ώΧϐΣ Ŏƻƴtinuous and discontinuous. Modern semiotics, 
having inherited this philosophical debate, has pronounced itself on space 
ŀǎ ŀ ŦƻǊƳ ƻŦ ǇǊƻŘǳŎǘƛƻƴ ƻŦ ƳŜŀƴƛƴƎΩ όtŜƭƭŜƎǊƛƴƻΣ мффуύΦ 

Algirdas J. Greimas proposed, in order to find a basic concept for an 
agency-basŜŘ ǎŜƳƛƻǘƛŎ ŀƴŀƭȅǎƛǎ ƻŦ ǎǇŀŎŜΣ ǘƘŜ ǇǊŜƭƛƳƛƴŀǊȅ ǘŜǊƳ ΨŜȄǘŜƴǘΩ ŀǎ ŀ 
continuous, not yet formed, pre-spatial entity. Greimas defines extent as 
ǘƘŀǘ ΨǎǳōǎǘŀƴŎŜΩ ǿƘƛŎƘ ΨōŜŎƻƳŜǎ ǎǇŀŎŜ ώΧŀƴŘΧϐ ōȅ ǊŜŀǎƻƴ ƻŦ ƛǘǎ 
ŀǊǘƛŎǳƭŀǘƛƻƴǎΣ Ƴŀȅ ōŜ ƻŦ ǳǎŜ ǿƛǘƘ ŀ ǾƛŜǿ ǘƻ ƳŜŀƴƛƴƎΩ (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 
ƪƴƻǿƴ ŀǎ !ŎǘƻǊ bŜǘǿƻǊƪ ¢ƘŜƻǊȅΦ Lǘ ǿŀǎ ƴƻǘ ǎƻ ƳǳŎƘ ǘƘŜ ƴƻǘƛƻƴ ƻŦ ΨŜȄǘŜƴǘΩ 
that lived on as a strong concept, but rather the fŀŎǘ ǘƘŀǘ ǘƘƛǎ ΨǎǳōǎǘŀƴŎŜΩ 
was treated by Greimas as a state not yet defined, open for the impact of 
Ƙƻǿ ǇƘȅǎƛŎŀƭ ŀƴŘ ƴŀǊǊŀǘƛǾŜ ǘǊŀƧŜŎǘƻǊƛŜǎ ƛƴŦƭǳŜƴŎŜŘΣ ƻǊ ΨŀŎǘŜŘΣΩ ƛǘǎ ƳŜŀƴƛƴƎΦ Lǘ 
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 
ΨǎǇŀŎŜΩ ƛƴ ŀ ǎŜƳƛƻǘƛŎ ŎƻƴǘŜȄǘΣ ōŜ ōǊƛŜŦƭȅ ƳŜƴǘƛƻƴŜŘΣ ōǊŀƴŎƘŜǎ ǘƘŀǘ ƘŀǾŜ ōŜŜƴ 
dealing with spatial phenomena while also involving aspects of social and 
communicational importance. 

Jurij [ƻǘƳŀƴ ƛƴǾŜƴǘŜŘ ǘƘŜ ΨǎŜƳƛƻǎǇƘŜǊŜΩ ŀǎ ŀ ƳƻŘŜƭ ŀōƭŜ ǘƻ ŎŀǇǘǳǊŜ ƛƴ ŀ 
spatial understanding the exchange of culturally produced meaning (or 
ΨǘŜȄǘΣΩ ŀǎ [ƻǘƳŀƴ ƭŀōŜƭƭŜŘ ƛǘύΦ {ƛƴŎŜ ǘƘŜ ƴƻǘƛƻƴ ƻŦ ΨǎŜƳƛƻǎǇƘŜǊŜΩ ŀǘǘŜƳǇǘǎ ǘƻ 
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 
ƻŦ ŎǳƭǘǳǊŀƭ ŜȄŎƘŀƴƎŜΦ ¢ƘŜ ƎŜƴŜǊŀƭ ƴƻǘƛƻƴ ƻŦ ΨǎŜƳƛƻǎǇƘŜǊŜΩ ōŀǎƛŎŀƭƭȅ 
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 
ǎǇŀǘƛŀƭ ƻōƧŜŎǘǎ ΨŀŦŦƻǊŘǎΣΩ ƻǊ ƻŦŦŜǊǎ ƛn 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 ς 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 ς 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 
ōŜƛƴƎ ƛƴ ǘƘŜƛǊ ƻǿƴ ǊƛƎƘǘΣ ΨǊŜƭŜŀǎŜŘΩ ŦǊƻƳ ǘƘƛǎ ŎƻǊǊŜƭŀǘƛƻƴ ŀƴŘ ƛƴǎǘŜŀŘ 
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 ǘƛƳŜ ŀƴŘ ŎƻƴŎŜǇǘǎ ƻŦ ǘƛƳŜΦ IǳǎǎŜǊƭΩǎ ǘƘŜƻǊȅ ƻŦ ǘƛƳŜ 
ŎƻƴǎŎƛƻǳǎƴŜǎǎ ōǳƛƭŘǎ ƻƴ ǘƘŜ ǇǊŜǎŜƴŎŜ ƻŦ ΨǊŜǘŜƴǘƛƻƴΩ ŀƴŘ ΨǇǊƻǘŜƴǘƛƻƴΩΣ ǘƘǳǎ 
ŘŜǇƛŎǘƛƴƎ ǘƘŜ ƛƴǘŜǊǘǿƛƴŜŘ ǇǊƛƴŎƛǇƭŜǎ ƻŦ Ψŀƴ ƛƳƳŜŘƛŀǘŜ ōŜŦƻǊŜΩΣ Ψŀ ƴƻǿΩ ŀƴŘ 
Ψŀƴ ƛƳƳŜŘƛŀǘŜ ŀŦǘŜǊΩ ǘƘŀǘ ŦƻǊƳǎ ƻǳǊ ƎǊŀǎǇƛƴƎ ƻŦ ǿƘŀǘ 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 ς 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 
ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ǎŜƳƛƻǘƛŎ ŀǎǇŜŎǘǎ ƻŦ ŎƘƛƭŘǊŜƴΩǎ ŘŜǾŜƭƻǇƳŜƴǘΣ ŜǾƻƪƛƴƎ ǉǳŜǎǘƛƻƴǎ 
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 ς or similarity ς 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 ς such as that by Henri Lefebvre (1996), David Harvey (2001) and 
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Saskia Sassen (1991), to mention just three important contributors with 
many followers. The importance for a spatial understanding of society, in 
ǘŜǊƳǎ ƻŦ ΨŀǇǇǊƻǇǊƛŀǘƛƻƴΣΩ ΨŘŜƭŜƎŀǘƛƻƴΣΩ ŀƴŘ ΨŀǳǘƘƻǊƛȊŀǘƛƻƴΣΩ ŀǊŜ ƛƴ ǘƘƛǎ 
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 relaǘŜΦ ¢Ƙƛǎ ǊŜŦƭŜŎǘƛƴƎ ǇǊƛƴŎƛǇƭŜ ƛǎ ǿƘŀǘ CƻǳŎŀǳƭǘ ŎŀƭƭŜŘ ΨƘŜǘŜǊƻǘƻǇƛŀΩΣ 
stating that certain places have the ability to reflect their surroundings in 
ǎǳŎƘ ŀ ǿŀȅ ŀǎ ǘƻ ΨǊŜǇǊŜǎŜƴǘΣ ŎƘŀƭƭŜƴƎŜΣ ŀƴŘ ƻǾŜǊǘǳǊƴ ŀƭƭ όƻǘƘŜǊύ ǊŜŀƭ 
ŜƳǇƭŀŎŜƳŜƴǘǎΩ όCƻǳŎŀǳƭǘΣ мффуύΦ 5ŜǎǇƛǘe his tendency to generalise the 
heterotopian character as a structure defining all places in society, or, as 
aƛŎƘŜƭ ŘŜ /ŜǊǘŜŀǳ όмфупύ ƴƻǘŜŘΣ ōŜƛƴƎ ΨƳƻǊŜ ƻŎŎǳǇƛŜŘ ǿƛǘƘ Ƙƻǿ ǇƻǿŜǊ ƛǎ 
ŀǊǊŀƴƎŜŘ ŀƴŘ ƭŜǎǎ ǿƛǘƘ Ƙƻǿ ǘƻ ŘŜŀƭ ǿƛǘƘ ƛǘ ǇǊŀŎǘƛŎŀƭƭȅΣΩ CƻǳŎŀǳƭǘΩǎ ƴƻǘƛƻƴ 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 

ǊƻǳƎƘƭȅ ōŜ ŘŜǎŎǊƛōŜŘ ŀǎ ΨǎƻŎƛƻ-semiotiŎΩΣ ōǳǘ ƛƴ ƻǊŘŜǊ ƴƻǘ ǘƻ ōŜ ŎƻƴŦǳǎŜŘ 
with traditional schools of sociology, this domain of interest is perhaps 
ōŜǘǘŜǊ ƭŀōŜƭƭŜŘ ΨŀŎǘŀƴǘƛŀƭΩΦ ¢ƘŜƻǊŜǘƛŎŀƭ ŀǘǘŜƳǇǘǎ ǘƻ ǊŜŎŀǇǘǳǊŜ ǘƘŜ ŀƎŜƴŎȅ ŀƴŘ 
agency-potential of not only human but also non-human actors, have 
bŜŎƻƳŜ ŀ ǎƛƎƴƛŦƛŎŀƴǘ ǇŀǊǘ ƻŦ ΨƳŀǘŜǊƛŀƭ ŎǳƭǘǳǊŜ ǎǘǳŘƛŜǎΩΣ ΨŀŎǘƻǊ-network 
ǘƘŜƻǊȅΩΣ ŀƴŘ ΨƴƛŎƘŜ-ŎƻƴǎǘǊǳŎǘƛƻƴΩ ŀǎ ǿŀȅǎ ƻŦ ƳƻŘŜƭƭƛƴƎ ǎǇŀŎŜΦ 5ŜǎǇƛǘŜ ŀ 
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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 
ŦƻǊ ƛƴǎǘŀƴŎŜ ǘƘŀǘ ŀƴ ƛƴŘƛǾƛŘǳŀƭΩǎ ŀǇŀǊǘƳŜƴǘ ƛǎ ƴƻǘ ƛƴ ǘƘŜ ƘŀƴŘǎ ƻŦ ƛǘǎ 
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 
ŜǾŜǊȅ ŀŎǘƻǊ ƛǎ ŜǾŜƴ ŘŜǘŜŎǘŀōƭŜ ŦǊƻƳ ǘƘŜ ƻōǎŜǊǾŜǊΩǎ ƻǊ ƛƴǘŜǊǾŜƴŜǊΩǎ Ǉƻƛƴǘ ƻŦ 
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 
ǘƻ DǊŜƛƳŀǎΩ όмфутύ ǎǘǊǳcturalist (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 for the non-human agency of spatial production, such as 
physical matter, technological tools, prescriptions, behaviour or law. This 
ŀǇǇǊƻŀŎƘ ƻŦ [ŀǘƻǳǊΩǎ ƛǎ ŀƭǎƻΣ ŀǎ ǿŜ ǎƘŀƭƭ ǎŜŜΣ ǇŀǊǘ ƻŦ ŀƴ ŀƳōƛǘƛƻƴ ǘƻ 
ŘƛŦŦŜǊŜƴǘƛŀǘŜ ōŜǘǿŜŜƴ ŀŎǘƻǊǎΩ ǾŀǊȅƛƴƎ ŘŜƎǊŜŜ ƻŦ ƛƴǘŜƴǎƛǘȅ ŀƴŘ 
transformability. Latour has at times (2005) positioned himself as outside, 
sometimes as part of, the specific position in contemporary actantial theory 
known as Actor-Network-Theory or ANT (Law and Mol, 2001). In ANT, 
various spatial ordering principles, or types of actantial connections, or 
network stabilisations, are emphasised ς such as region (similar to Euclidian 
spatial extension, based on metric regularities), network (agglomerations of 
fixed or pre-existing entities (forces) that hold a materialised situation 



Temporal merging of actantial models of space 

191 

together), fluid (defined as a spatial composition that includes continuous 
reconstruction and dynamic alteration of the constituting actors), and finally 
fire (defined as patterns of discontinuity, where absence of one or more 
ŀŎǘƻǊǎ ƛǎ ŀ ǇǊŜǊŜǉǳƛǎƛǘŜ ŦƻǊ ǎǇŀǘƛŀƭ ǎǘŀōƛƭƛǎŀǘƛƻƴύΦ ²ƘƛƭŜ ΨƴŜǘǿƻǊƪǎΩ Ŏompose 
ΨƛƳƳǳǘŀōƭŜ ƳƻōƛƭŜǎΩΣ ƛΦŜΦ ǎǇŀǘƛŀƭ ŎƻƳǇƻǎƛǘƛƻƴǎ ǘƘŀǘ ƘƻƭŘ ǘƻƎŜǘƘŜǊ ǿƛǘƘ ǘƘŜƛǊ 
ƻǿƴ ǊǳƭŜǎ ƻŦ ŦǊŜŜŘƻƳ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ƳŜǘǊƛŎ ǎǇŀŎŜΣ ǘƘŜ ΨŦƭǳƛŘΩ ǇǊŜǎŜƴǘǎ ŀ ƳƻǊŜ 
mutable system that includes unpredicted strengths and weaknesses as 
regards the binding forces. A maintenance can be the force needed for the 
ŦƭǳƛŘ ǘƻ ƘƻƭŘ ǘƻƎŜǘƘŜǊΣ ǇǊƻŘǳŎƛƴƎ Ψŀƴ ƻōƧŜŎǘ Ŏƻƴǘƛƴǳƛǘȅ ǘƘŀǘ ǇǊŜŎƛǎŜƭȅ 
ŘŜƳŀƴŘǎ ƎǊŀŘǳŀƭ ŎƘŀƴƎŜΩ ό[ŀǿ ŀƴŘ aƻƭΣ нллмύΦ ¢ƘǊƻǳƎƘ ǘƘŜ ƳŜǘŀǇƘƻǊ ΨŦƛǊŜΩΣ 
absent actors are given precedence, such as those un-built parts of a city 
that could be needed in order to enable other establishments, or in order to 
support movement between different parts, or absent functions or 
individuals in an organisation that enables the organisation to work (cfr. Law 
and Singleton, 2005). ANT thus introduces ς metaphorically and situated 
rather than systemically manifest ς ŀ ǎŜǘ ƻŦ ΨƻōƧŜŎǘ ǾŜǊǎƛƻƴǎΩ ǘƘŀǘ ŎƻǳƭŘ 
relevantly cover such diverse spatially conditioned phenomena as 
Portuguese vessels during European colonial domination, a bush pump for 
water in Zimbabwe, and the progress and management of liver disease. 

The position of Actor-Network-Theory is clarifying as regards distinctions 
and connections between a geometric and a socially constructed space, but 
from a general semiotic point of view also problematic, in the sense that the 
ǘƘǊŜŜ ƭŀǘǘŜǊ ΨƻōƧŜŎǘ ǾŜǊǎƛƻƴǎΩΣ ƻǊ ǘȅǇŜǎ ƻŦ ǎǇŀǘƛŀƭ ƳŜǊƎƛƴƎΣ ƛΦŜΦ ƴŜǘǿƻǊƪΣ ŦƭǳƛŘ 
and fire, could logically be viewed as of the same type (distinguished only to 
Ŧƛǘ ǎǇŜŎƛŦƛŎ ŜƳǇƛǊƛŎŀƭ ǎƛǘǳŀǘƛƻƴǎύΦ ¢Ƙƛǎ ŦƛƎǳǊŀƭ ΨŦǊŜŜŘƻƳΩ ŀƭƭƻǿǎ ƛƴ ǇǊƛƴŎƛǇŀƭ ŀƭǎƻ 
ƻǘƘŜǊ ǎǘŀōƛƭƛǎƛƴƎ ŦƛƎǳǊŜǎΣ ŀǇŀǊǘ ŦǊƻƳ !b¢Ωǎ ŦƻǳǊ ǇǊƛƴŎƛǇŀƭ ƻƴŜǎΣ ŀƴŘ Ƴŀȅ ōŜ 
needed to fit further situations or description of space. One such attempt is 
ǘƘŜ ŦƛƎǳǊŜ ƻŦ ΨǎƻǊǘΣΩ ōŀǎŜŘ ƛƴ ŦŀƳƛƭȅ ǊŜǎŜƳōƭŀƴŎŜ ōŜǘǿŜŜƴ ƻǘƘŜǊǿƛǎŜ 
physically separate objects, for instance as functions in a city (Kärrholm, 
2008; Kärrholm and Sandin, 2011). 

In research about space, the capturing of dynamical spatial processes is 
for the sake of norms of dissemination usually tied to the logic of written 
text or static diagrams. Lately however, the craft of socio-spatial modelling 
has gained possibilities and used media allowing a dynamical change in the 
models. In a recent attempt to model the developing controversies 
surrounding the architectural becoming of the Olympic Stadium in London, 
Albena Yaneva (2012) has taken the notions of actors and actants into a new 
visual mode of presentation and interpretation. In a parametric description 
of the number and content of controversies in mass media reports, a 
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moving image can be seen of the emergence, development and decline of 
actors. Actors appear through, as well as show their decline in, 
ŎƻƴǘǊƻǾŜǊǎƛŜǎΦ Ψ/ƻƴǘǊƻǾŜǊǎƛŜǎΩ ƛƴ ǘƘƛǎ ŎƻƴǘŜȄǘ ƴŜŜŘ ƴƻǘ ƴŜŎŜǎǎŀǊƛƭȅ ōŜ ƻƴƭȅ 
fierce or politicised disputes, but are defƛƴŜŘ ōȅ ¸ŀƴŜǾŀ ŀǎ ΨǎƘŀǊŜŘ 
ǳƴŎŜǊǘŀƛƴǘƛŜǎΩ ƛƴ Ψƴƻǘ ȅŜǘ ǎǘŀōƛƭƛǎŜŘ ǎǘŀǘŜǎ ƻŦ ǘƘŜ ǳǊōŀƴ ŀƴŘ ǘƘŜ ǎƻŎƛŀƭΩ 
(Yaneva, 2012), thus obtain the general role in the analysis that also Latour 
όнллрύ ŀƴŘ IŀƳƳŀŘ όнллнύ Ƙŀǎ ŦƻǊǿŀǊŘŜŘΦ Lƴ ¸ŀƴŜǾŀΩǎ ŀƴŀƭȅǎƛǎ ǎǳŎƘ ŘƛǾŜǊǎŜ 
data ŀǎ ǇǊƻǘŜǎǘŜǊǎΩ ŘŜƳƻƴǎǘǊŀǘƛƻƴǎ όŀƎŀƛƴǎǘ ŎƭƛƳŀǘŜ ŎƘŀƴƎŜ ŎŀǳǎŜŘ ōȅ 
ŜȄǘŜƴŘŜŘ ŀƛǊǇƻǊǘ ǎŜǊǾƛŎŜǎύΣ ŘŜǎƛƎƴŜǊΩǎ ǇǊƻǇƻǎŀƭǎ ŀƴŘ ƻǇƛƴƛƻƴǎΣ ŎƻƳƳǳƴƛǘƛŜǎΩ 
protocols, existing environment, existing architectural types, the role of the 
predecessor Beijing Olympics, etc., were incorporated into one 
diagrammatic moving image. Thus, an animated and time-reflecting 
presentation appears of clusters such as legacy, cost, sustainability and 
design bids. The informational abundance and wider theoretical and 
methodological consequence of this type of actantial spatial representation 
remains to be evaluated, one factor being time and at what occasions new 
data is transferred to the model. 

One aspect that comes to its fore in ANT as well as in the dynamical 
renderings of Yaneva, is methodological and concerns the openness for 
alternative interpretation when data is put in relation to what parameters 
for investigation are chosen from the analytical beginning. This kind of 
choice of outset parameters are also what distinguishes the two major 
approaches to agency that will be addressed next, and which also constitute 
the main topic of this paper. The first one concerns a way to study the social 
sharing and division of space. 

Actantial Categories and the Negotiation of Access 
to Space 
An important contribution to the semiotics of space can be found in an 

experimental setting in 1984 by Hammad, a setting designed to highlight the 
issue of access to space, thus also to the division between private and public 
partitions of particular places. Hammad staged his experiment in La 
Tourette, the architectonic classic designed by Le Corbusier. Once a 
monastery with room for prayer, meals, living, gathering, management, 
transportation, etcetera, the building later acquired the function of a 
conference hotel, but still with a small amount of monastic representation 
(a prior and a few monks) in the running of some of the daily operations. In 
secret collaboration with a group of selected companions taking part in a 
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conference in this location, Hammad (2002) initiated a series of rule-braking 
ōŜƘŀǾƛƻǳǊ ǎǳŎƘ ŀǎ мύ ƻŎŎǳǇȅƛƴƎ ǘƘŜ ΨƳƻǎǘ ƛƳǇƻǊǘŀƴǘΩ ǘŀōƭŜ ƛƴ ǘƘŜ ǊŜŦŜŎǘƻǊȅ 
(room for meals) usually advised for a group of leaders including the prior, 
or 2) knocking at the door of a guest room and ask the guest for access to 
the room, or 3) telling a guest to leave the room and move to another one 
for reasons of making room for other (more important) guests, etc. It was 
vital to Hammad that the experiments concerned implicit (or tacit) rules, 
more like etiquette, implicating that a violation of them was initially perhaps 
only vaguely experienced, without the possibility to consult any written 
regulations. In his analysis, Hammad (2002) suggests a set of spatial 
ΨƳƻŘŀƭƛǘƛŜǎΩ ōŀǎŜŘ ƻƴ ǘƘŜ ƭƛƴƎǳƛǎǘƛŎ ƳƻŘŀƭ ŀǳȄƛƭƛŀǊƛŜǎ ΨǿŀƴǘƛƴƎ ǘƻΩΣ ΨƘŀǾƛƴƎ 
ǘƻΩΣ ΨōŜ ŀōƭŜ ǘƻΩ ŀƴŘ ΨƪƴƻǿƛƴƎ όƘƻǿύ ǘƻΩ ƳŀƪŜ ŀƴ ŀŎǘƛƻƴΦ The actions made in 
the experiment concerned the spatial relations between different types of 
actors: between people; between people and concrete architectural 
elements like windows; between people and authorisation (or law); 
between activities and time; etc. In the analysis, a range of actual actors 
were grouped into four principal actant types: owners, visitors, authorizers 
ŀƴŘ ŜȄǘŜƴǘƛƻƴǎΣ ŦƻƭƭƻǿƛƴƎ DǊŜƛƳŀǎΩ ǎŜƳƛƻǘƛŎ ǎŎƘŜƳŀ όƛƴǎǇƛǊŜd by Vladimir 
tǊƻǇǇΩǎ ŀƴŀƭȅǎƛǎ ƻŦ ƴŀǊǊŀǘƛǾŜ ŀƎŜƴŎȅ ƛƴ Ŧƻƭƪ ǘŀƭŜǎ ƛƴ ǘƘŜ мфнлǎύΦ ! ǎŜǘ ƻŦ 
ΨŀŎǘŀƴǘƛŀƭ ǊƻƭŜǎΣΩ ƻǊ ŎƻƳōƛƴŀǘƛƻƴǎΣ ǘƘǳǎ ŀǇǇŜŀǊŜŘΣ ǎǳŎƘ ŀǎΥ ΨǘƘŜ ǘŜƳǇƻǊŀǊȅ 
ƻǿƴŜǊ ƻŦ ŀ ǇƭŀŎŜΩΣ ΨǘƘŜ ǎǇŀǘƛŀƭ ǇŀǊǘƛǘƛƻƴ ŎƻƴǘǊƻƭƭŜŘ ōȅ ǘƘƛǎ ƻǿƴŜǊΩΣ ΨǘƘŜ 
authoriser (or legŀƭƛǎŜǊύ ŘŜŎƛŘƛƴƎ ǘƘŜ ƻǿƴŜǊǎƘƛǇΩΣ ΨǘƘŜ ǾƛǎƛǘƻǊΩΣ ΨǘƘŜ ǎǇŀǘƛŀƭ 
ŜȄǘŜƴǘ ŜȄǘŜǊƴŀƭ ǘƻ ǘƘŜ ǾƛǎƛǘƻǊ ƛƴǎƛŘŜ ǘƘŜ ǇƭŀŎŜ ƻŦ ǘƘŜ ƻǿƴŜǊΩΣ ŀƴŘ ǎƻ ƻƴΦ ¢ƘŜȅ 
all concern modes of possession of space, i.e. how it is prohibited from 
access, how it is possible to access, how it is de-accessed, how it is 
conjoined with other spaces, etc.  

The experiments in La Tourette show that spatial access, and the 
privatisation of space that may follow, is a matter of time, or more precisely 
of the segmentation, succession and duration of time. One example is the 
daily routines of the convent that allow (for the experimenters to make) 
alteration of spatial ownership, precisely because ownership itself is not 
constantly protected. This change of ownership is hence due precisely to the 
institutional intention to divide time (Hammad, 2002). The importance of a 
temporal division of space is made clear for instance when the refectory in 
the monastery is used only certain hours per day, a fact that provides the 
possibility to disturb that particular spatial system by off-regulation actions 
(such as occupying chairs) at the immediate beginning of active hours. This 
limited time-space then constitutes a spatial appropriation possibility. 
Another important time-related mechanism operated in this experiment 
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was the ability to negotiate access to a room, depending on the amount of 
time at hand for an intruder to spend spontaneously in the room. 
IŀƳƳŀŘΩǎ ŜȄǇŜǊƛƳŜƴǘΣ ǇŀǊǘƭȅ ŎƻƴǎǘǊǳŎǘŜŘ ǎƻ ŀǎ ǘƻ ŎǊŜŀǘŜΣ ōǳǘ ŀƭǎƻ 

reveal, spatial controversies, shows that access to space, as well as the line 
of division between private and public, is a matter of decisively designated 
moments of social construction, aggression and negotiation. And the 
experiment design also shows that the spatial choices made in the outset, 
such as what functional aspects the rooms had, mattered for the result: one 
choice of parameters could have been replaced by other perspectives that 
could hypothetically generate other actors and other actantial combinations 
(of the four basic types), revealing other mechanisms of privatisation. 

Uncategorising the Actants: Unexpected Humans 
and Matter 
As we have seen, controversies are specifically good points of analytical 

ŘŜǇŀǊǘǳǊŜΣ ŀǎ ǿŀǎ ǇƻƛƴǘŜŘ ǘƻ ŀƭǎƻ ōȅ .Ǌǳƴƻ [ŀǘƻǳǊ όнллрύΦ ²ƘƛƭŜ IŀƳƳŀŘΩǎ 
range of actantǎ ŦƻƭƭƻǿŜŘ ŀ ǘȅǇƻƭƻƎƛȊŜŘ ǎŜǘ ƻŦ ƻǇŜǊŀǘƻǊǎ ƛƴ ǘƘŜ ΨǎǘǊǳƎƎƭŜǎΩ 
about spatial access, the notion of actant is understood differently in the 
hands of Latour, who is from the outset provoked by the semiotic tendency 
to categorize while making the categories perfectly repeatable and 
operative on an equalized and non-affected level. This is reflected also in his 
ŎǊƛǘƛǉǳŜ όнллрύ ƻŦ ǎƻŎƛƻƭƻƎƛǎǘǎΩ ǘŜƴŘŜƴŎȅ ǘƻ ǳǎŜ ǊŜŀŘȅƳŀŘŜ ŎŀǘŜƎƻǊƛŜǎ ǘƘŀǘ 
preclude and stay intact through analysis after analysis. He prefers a more 
open-ended and unprecedented possibility for actors and actants to emerge 
and define each studied situation, and even let the actors themselves play a 
more active part for the investigator. Latour, paying tribute not only to 
Greimas (for bringing up the paired notion of actor/actant), but above all to 
the non-structuralist ethnomethodology of Harold Garfinkel and the non-
categorist sociology of Gabriel Tarde, emphasizes that actors cannot be pre-
ŎƻƴŎŜƛǾŜŘΣ ǘƘŜȅ Ŏŀƴ ƴƻǘ ōŜ ΨǇƭŀŎŜƘƻƭŘŜǊǎΩ ƛƴ ŀ ǇǊŜ-established system, 
especially if they are seen in their capacity to make a social and analytical 
ŎƘŀƴƎŜΦ !ŎǘƻǊǎΣ ŦƻǊ [ŀǘƻǳǊΣ ŀǊŜ ŀŎǘǳŀƭƭȅ ΨŀōƭŜ ǘƻ ǇǊƻǇƻǎŜ ǘƘŜƛǊ ƻǿƴ ǘƘŜƻǊƛŜǎ 
ƻŦ ŀŎǘƛƻƴ ǘƻ ŜȄǇƭŀƛƴ Ƙƻǿ ŀƎŜƴŎƛŜǎΩ ŜŦŦŜŎǘǎ ŀǊŜ ŎŀǊǊƛŜŘ ƻǾŜǊΩΦ ¢ƘŜȅ ŜǾŜƴ ƘŀǾŜ 
the capacity to (tƘǳǎ ǎƘƻǳƭŘ ƳŜǘƘƻŘƻƭƻƎƛŎŀƭƭȅ ōŜ ƭŜǘ ǘƻύ ΨǇǊƻǇƻǎŜ ǘƘŜƛǊ ƻǿƴ 
ǘƘŜƻǊƛŜǎ ƻŦ ŀŎǘƛƻƴΩ ό[ŀǘƻǳǊΣ нллрύΦ ! ŎƻƴǎŜǉǳŜƴŎŜ ƻŦ [ŀǘƻǳǊǎΩ ǾƛŜǿ ƛǎ ǘƘŀǘ 
actors create their own actantiality, i.e. that it is not for the analysing agent 
to determine what is an actant or not, perhaps only to detect actantiality (in 
the sense principle forms of agency) whenever it appears. 
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By analytical openness towards actors and their autonomous abilities, he 
suggests a less determinable space of reference to represent his actors than 
Hammad does, but in congruence with Hammad he advocates a view that 
human enactment can be ς in fact in most situations in reality ς delegated 
to non-ƘǳƳŀƴ ƻōƧŜŎǘǎΦ Lƴ [ŀǘƻǳǊΩǎ ŎŀǎŜ ǘƘƛǎ ŘŜƭŜƎŀǘƛƻƴ ƻŦ ΨŀƭƭƻǿƛƴƎΩΣ 
ΨǎǘƻǇǇƛƴƎΩΣ ΨǎǳƎƎŜǎǘƛƴƎΩΣ ŜǘŎΦΣ ƛǎ ŦǊŜǉǳŜƴǘƭȅ ŜȄŜƳǇƭƛfied through technological 
features of designed objects, such as the doors, keys, hinges, automatic 
door openers and shutters (grooms) that have replaced the human activity 
needed to enter a house without having to bother too much with opening 
and closure ŘƛŦŦƛŎǳƭǘƛŜǎ ό[ŀǘƻǳǊΣ мффнύΦ ¢ƘŜ ŘŜƎǊŜŜ ƻŦ ΨŜȄŎƻǊǇƻǊŀǘƛƻƴΩ ƻŦ 
intra-somatic skills (like lifting, pushing, hindering, opening, etc.) into 
ƳŀŎƘƛƴŜǎΣ ŀǎ ǿŜƭƭ ŀǎΣ ǊŜǾŜǊǎŜƭȅΣ ǘƘŜ ΨƛƴŎƻǊǇƻǊŀǘƛƻƴΩ ƻŦ ŜȄǘǊŀ-somatic 
functions into our daily handling of matter-dependent situations, like when 
ŀ ǘǊŀƛƴŜŘ ŘǊƛǾŜǊ Ƨǳǎǘ ΨƪƴƻǿΩ Ƙƻǿ ǘƻ ŘǊƛǾŜ ŀ ƴŜǿ ŎŀǊ ǿƛǘƘƻǳǘ ƘŀǾƛƴƎ ǘƻ ǊŜŀŘ 
the instruction manual first, are emphasized by Latour. These kinds of 
assimilation need the notion of actant in order to include in one situation, or 
one networked object, the things, procedures and decisions made in the 
histories of technology that led to their realisation. But not only does 
[ŀǘƻǳǊΩǎ ŀǇǇǊƻŀŎƘ ǘƻ ŀŎǘƻǊ-network theory emphasize what a situation 
might reveal in terms of obscured controversies in histories/sociologies of 
matter; he also sees the need to consider the material transformation, the 
destruction and the actual labour needed for a communication vehicle, like 
a high-speed train, to work. He calls such (sometimes hidden) 
transformativŜ ŀƎŜƴŎȅ ΨƳŜŘƛŀǘƻǊǎΦΩ IŜ ǎǘŀǘŜǎ ǘƘƛǎ ƛƴ ŎƻƴǘǊŀǎǘ ǘƻ ǘƘŜ ƪƛƴŘ ƻŦ 
ǇŜǊŦŜŎǘ ǎŜƳƛƻǘƛȊŀǘƛƻƴΣ ΨǘƘŜ ƛƴǘŜǊƳŜŘƛŀǊȅΩΣ ǿƘŜǊŜ ŀƭƭ ŀǇǇŜŀǊƛƴƎ ŎŀǘŜƎƻǊƛŜǎ 
ǎǘŀȅ ƛƴǘŀŎǘΣ ƻǊ ǊŜƳŀƛƴ ƴƻǘ ƴƻǘƛŎŀōƭŜΦ ²ƘŜǊŜŀǎ ΨƳŜŘƛŀǘƻǊǎΩ ōŜŀǊ ǊŜǎƛǎǘŀƴŎŜ ǘƻ 
the mediation process and are transformedΣ ΨƛƴǘŜǊƳŜŘƛŀǊƛŜǎΩ ŀǊŜ ǇŜǊŦŜŎǘƭȅ 
transportable and unchanged. The emphasis on processes is furthermore 
ŜȄǇǊŜǎǎŜŘ ƛƴ [ŀǘƻǳǊΩǎ ǎǳƎƎŜǎǘƛƻƴ ǘƘŀǘ ǘƛƳƛƴƎΣ ǎǇŀŎƛƴƎΣ ŀƴŘ ŀŎǘƛƴƎΣ ǳǎŜŘ 
instead of time, space, and actors, marks the fact that these entities exist 
separately, that they influence each other, and that they are in a constant 
mode of alteration (Latour, 1998). 

A Merging of Differing Actantial Approaches 
Two principally different actantial views, here roughly rendered 

respectively as typological categorisation versus open-ended detection, 
have been discussed in their capacity to render socio-spatial, or as it were, 
placial situations. In interventionist spatial experiments, such as those made 
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by Hammad in La Tourette, a possibility to address the violation and 
ƴŜƎƻǘƛŀōƛƭƛǘȅ ƻŦ ǎǇŀŎŜ ǿŀǎ ƳŀŘŜ ŎƭŜŀǊΦ Lƴ ŎƻƳǇŀǊƛǎƻƴΣ [ŀǘƻǳǊΩǎ ǾƛŜǿ ƳŀŘŜ ƛǘ 
possible to acknowledge unpredicted actors and actor types. Together, they 
would make possible the variation of the actors that collectively make a 
spatial situation, and thus reach beyond the philosophical concept of 
heterotopia, that was seen here as confined to its (strong but rough) ability 
to describe overall spatial (or rather placial) divisions and societal functions, 
but not their generative trajectories. A description more true to the dynamic 
forces of spatial production would be possible by locating the controversies 
in connection to a studied activity, in the way that both Hammad and Latour 
proclaims, one mode of which Yaneva technically pursues in relation to the 
becoming of architecture. Hence, in a combination of categorical and open-
ended actantial roles, we will be able to locate possible conjunctions and 
disjunctions of actants, and see how clusters rise and expire, grow and 
diminish, transform or stay intact as sociological and spatial worlds go on. A 
successive, or co-productive methodological pattern emerges, concerning 
how to investigate the agencies of urban/rural space production. Such a 
successive path may start for instance in an initial overall judgement of the 
reflective capacity of the studied situation at hand, through general spatial 
ŦƛƎǳǊŜǎΣ ǎǳŎƘ ŀǎ CƻǳŎŀǳƭǘΩǎ ƴƻǘƛƻƴ ƻŦ ƘŜǘŜǊƻǘƻǇƛŀΣ ŎŀǇǘǳǊƛƴƎ ǎƻŎƛƻ-spatial 
ŘƛŦŦŜǊŜƴŎŜǎΤ ƻǊ ǘƘǊƻǳƎƘ [ƻǘƳŀƴΩǎ ƴƻǘƛƻƴ ƻŦ ǎŜƳƛƻǎǇƘŜǊŜΣ ŦƻŎǳǎƛƴƎ ƻƴ 
cultural exchange mechanisms. An initial object of study so found, could 
thereafter, for the sake of discovery of a more profound pattern of 
negotiating and producing actors, benefit from a reflection by way of 
Hammads typology (owner, visitor, authorizer, extent), as well as by 
followiƴƎ [ŀǘƻǳǊΩǎ ǎŜƭŦ-instructive actor. These categorical and non-
categorical actantial approaches may in principle be repeatedly used, as a 
ΨŎƘŜŎƪΩ ƻƴ ŜŀŎƘ ƻǘƘŜǊΦ {ǳŎƘ ŀ ǎǳŎŎŜǎǎƛƻƴ ǿƻǳƭŘ ŀƳƻǳƴǘ ǘƻ ŀ ŘŜ-
structuralised, but still to some extent typology-driven universe of study, 
reminiscent of the typologisation (or figuralisation) of space made in ANTs 
discursive metaphors, but with an explicit ambition to extend the 
typological repertoire in each study, while maintaining a base that reflects 
the mechanisms of spatial existence. 

In reference to a case of urban densification 
The type of multifaceted consideration of actors accounted for in this 

article, may be pursued in concrete urban or architectural spatial affairs, 
with or without explication of the methodological process. In a study 
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(Sandin, 2013) of a renewal of a city square in Malmö, Sweden, this 
alternating actantial thinking supported the analysis of the (lack of) 
democratic principles in the preparatory phase of the building of a high-rise 
architecture. Focusing in particular on the public consultation process, but 
also the way that the city government materially protected the area under 
construction, the analysis could include the general issue of rights to civic 
space, as well as the more particular question of participation in planning 
processes. In this study it was shown that the governmental delegation of 
authorization to material actors like blocks of stone, fencing, sign-posts 
hung at fences, were added to governmental actions like removal of 
homeless people, neglect of official and private opinions, etc. Some of the 
actors in this case were for instance shown to bear various roles in relation 
to aurhorization: authorised, authorisors, de-authorisors and unauthorised. 

This study could not have been pursued had a strictly structuralised 
analysis, with pre-given actant types, been done, nor would probably the 
modes of authorization in relation to city planning been acknowledged 
without the more categorical account. A conclusion could be made (Sandin, 
2013) that suggested re-negotiation of several roles of delegated 
authorization in city renewal, not least those of civil servants and architects, 
both of whom could take on more intermediate tasks, instead of as in most 
cases, maintain their roles as pursuers of an idealised architectonic vision.  

Conclusion: Suggesting a Methodological Sequence 
An explication of the combined actantial analysis argumented for above, 

and initially here historicized in terms of its philosophical and semiotic 
ground, can be made in terms of a strategy for the combination of methods. 

A methodological suggestion for the description of the alteration of 
spatial, and more specifically urban and architectural situations, namely a 
Sequential Merging of Actantial Models of Space (SMAMS), may then unfold 
as follows:  
 

1. Initial sensing of the capacity of a situation to reflect matters of 
urgency while showing and hiding a possible variety of actors. 

2. Detection of unexpected actors. 
3. Looking for/applying recurrent actor types (like owners, visitors, 

authorisers and material extents). 
4. Do 2 and 3 show overlapping or mutually exclusive actors? 
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5. Can spatial object versions (representing modes of stabilisation) 
stimulate further discovery/conclusion of actors? 

6. Can a visualised dynamic rendering of intensities of actors add to 
the understanding of the situation? 

7. Re-open the study for detection of new-coming unexpected actors. 
 

This methodological succession is here sketched as seven steps, with a 
possible loop (7) implicating possible reiterations. Any iterative search for 
actors should preferably await its own stabilisation as long as possible in an 
analytical process, not to loose its true applicability to unexpected 
situations, and for capturing those influences on spatial formation that takes 
time to discern. 
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bŀǊǊŀǊŜ ƛƭ ¢ŜǊǊƛǘƻǊƛƻΥ 5ƛǎǇƻǎƛǘƛǾƛ Ŝ {ǘǊŀǘŜƎƛŜ 
ŘϥLƴƴƻǾŀȊƛƻƴŜ ǇŜǊ Ǝƭƛ {ǇŀȊƛ tŜǊŎŜǇƛǘƛ 

Giovanni BAULE, Daniela Anna CALABI and Sabrina SCURI*  

Politecnico di Milano 

Osserviamo due importanti cambiamenti che coinvolgono molte realtà 
territoriali. Da una parte la loro identità è in costante trasformazione; un 
cambiamento che si traduce nella progressiva perdita del senso di 
appartenenza al luogo. Contemporaneamente, l'industria turistica registra un 
aumentato interesse verso le mete minori e il turismo motivazionale, alla 
ricerca di un'esplorazione culturale e esperienziale dei luoghi. Per affrontare 
ƭŜ ǎŦƛŘŜ ŎƘŜ ƭΩŀǘǘǳŀƭŜ ǎŎŜƴŀǊƛƻ Ǉropone, il design della comunicazione per lo 
spazio urbano necessita di nuovi paradigmi. Il degrado delle identità 
territoriali è proporzionale alla caducità dei significati e alla rapidità con cui 
tutto si trasforma. Rappresentare i luoghi è un'operazione concettuale prima 
ŎƘŜ ŜǎǘŜǘƛŎŀΦ hŎŎƻǊǊŜ ǎŜƳǇǊŜ Řƛ ǇƛǴ ǳƴ ŘŜǎƛƎƴ ŎƘŜ ŦǳƴȊƛƻƴƛ Řŀ ΨŘƛǎǇƻǎƛǘƛǾƻ Řƛ 
ŘŜŎƻŘƛŦƛŎŀΩ Ŝ ǊƛƭŜǘǘǳǊŀΣ ŎŀǇŀŎŜ Řƛ ƳƻǎǘǊŀǊŜ Ǉǳƴǘƛ Řƛ Ǿƛǎǘŀ Ŝ ƳŜƳƻǊƛŜ ŀƴŎƻǊŀ 
esistenti anche se invisibili. Lƴ ǉǳŜǎǘƻ ǇŀǇŜǊ ǎŀǊŀƴƴƻ ǘǊŀǘǘŀǘƛ ƛ ǘŜƳƛ ŘŜƭƭΩ 
ΨŀŎŎŜǎǎƻ ŎƻƳǳƴƛŎŀǘƛǾƻΩΣ ƛƴǘŜǎƻ ŎƻƳŜ ǎǘǊǳƳŜƴǘƻ ǇŜǊ ǘǊŀŘǳǊǊŜ Ŝ ǊŀǇǇǊŜǎŜƴǘŀǊŜ 
lo spazio urbano, le sue molteplici identità e alterità. Il design della 
ŎƻƳǳƴƛŎŀȊƛƻƴŜ ǎƛ ŀǾǾƛŀ ŎƻǎƜ ŀ ŘƛǾŜƴǘŀǊŜ ǳƴ Ǉǳƴǘƻ ŘΩƛƴŎƻƴǘǊƻ ǘǊŀ 
comunicazione funzionale (di orientamento) e il progetto di contenuti di 
approfondimento ς Řŀƭƭŀ ǊŀǇǇǊŜǎŜƴǘŀȊƛƻƴŜ ŎŀǊǘƻƎǊŀŦƛŎŀ ŀƭƭƻ ΨǎǇŀȊƛƻ 
ǇŜǊŎŜǇƛǘƻΩ -, al fine di creare una connessione tra cultura, turismo e territorio. 

Keywords: Communication design; aesthetics of innovation; perception 

1. Scenari Contemporanei 
I territori sono, per loro natura, realtà dinamiche e in continua 

trasformazione; un processo questo che nel contesto attuale è diventato 
ancora più rapido. L'effetto di tale accelerazione si traduce nella difficoltà a 
metabolizzare i cambiamenti in atto e quindi nella progressiva perdita del 
senso di appartenenza al luogo. Ne risulta che molte realtà territoriali si 
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trovano oggi ad affrontare una profonda crisi di identità, riducendosi spesso 
a meri spazi di transito e mancata appropriazione. 

Contemporaneamente, anche l'industria turistica registra importanti 
cambiamenti quali l'aumentato interesse verso le mete minori e il turismo 
motivazionale, alla ricerca di esperienze autentiche (MacCannell, 1976). Gli 
attori di questo complesso sistema sono oggi più attenti alle realtà locali, 
ŀƭƭΩŜǎǇƭƻǊŀȊƛƻƴŜ ŘŜƛ ǘŜǊǊƛǘƻǊƛ ŘƛŦŦǳǎƛ Ŝ ŀ ǉǳŜƭƭŜ ŜǎǇŜǊƛŜƴȊŜ ŎƘŜ ŎƻƴǘŜƳǇƭŀƴƻ 
contemporaneamente gli aspetti naturali e sociali del territorio. Il cosiddetto 
ΨǘǳǊƛǎƳƻ ŎǳƭǘǳǊŀƭŜΩ ǎƛ ǎǘŀ ŘƛŦŦƻƴŘŜƴŘƻΣ ŘŜǘŜǊƳƛƴŀƴŘƻ ƭŀ ŎǊescita della 
domanda (Martelloni, 2007). 

In questo contesto diventano fondamentali le identità inedite che 
potremmo definire di transizione perché descrivono il processo evolutivo di 
ǳƴ ƭǳƻƎƻΤ ǎƻƴƻ Ǝƭƛ ΨƘŀōƛǘǳǎΩ ŎƘŜ ƴŜƭ ǘŜƳǇƻ ƭƻ Ƙŀƴƴƻ ƳƻŘŜƭƭŀǘƻΦ 5ŜǎŎǊƛǾŜǊƭe 
significa favorire la comprensione della realtà profonda del territorio, 
portando le comunità locali alle radici della memoria condivisa. Per ricucire 
ǉǳŜǎǘƻ ƭŜƎŀƳŜ ōƛǎƻƎƴŀ ǊŜƴŘŜǊŜ ǾƛǎƛōƛƭŜ ƛƭ ΨǇŀŜǎŀƎƎƛƻΩ - inteso come una 
determinata parte di territorio Ψƛƭ Ŏǳƛ ŎŀǊŀǘǘŜǊŜ Ǌƛǎǳƭǘŀ ŘŀƭƭϥŀȊƛƻƴŜ Řƛ ŦŀǘǘƻǊƛ 
ƴŀǘǳǊŀƭƛ Ŝκƻ ǳƳŀƴƛ Ŝ ŘŀƭƭŜ ƭƻǊƻ ƛƴǘŜǊǊŜƭŀȊƛƻƴƛΩ ό/ƻǳƴŎƛƭ ƻŦ 9ǳǊƻǇŜΣ нлллΣ ǇΦ фύ 
ς e quindi soddisfare i turisti motivati a entrare in contatto con gli aspetti 
naturali, culturali e sociali di un territorio. L'assunto è che il paesaggio è un 
fenomeno percettivo e pertanto rientra nell'ambito delle esperienze 
estetiche (D'Angelo, 2003). 

Il design della comunicazione per lo spazio urbano necessita di nuovi 
strumenti e format per l'interfacciamento comunicativo con i luoghi. 
Interfacciarsi con il territorio significa prima di tutto interpretarne il 
significato, passando dallo spazio percepito allo spazio praticato e esperito: 
è una questione estetica - intesa come conoscenza derivante dall'esperienza 
sensibile - e quindi percettiva. Le strategie d'innovazione qui suggerite 
risiedono perciò nelle dinamiche estetico-percettive attraverso cui narrare 
le identità dei luoghi. 

Esistono già diverse interessanti sperimentazioni, spesso a cavallo tra 
arte e design, che costituiscono un possibile corpus d'analisi utile ad una 
ricerca fenomenologica finalizzata ad individuare modelli progettuali per 
una comunicazione del territorio inteso come spazio percepito. Di seguito 
sono presentati tre casi studio che differiscono rispettivamente tra loro per 
il peso dato alla componente immersiva, emozionale e interattiva della 
narrazione. 
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1.1. Meditazioni Mediterraneo 
Meditazioni Mediterraneo è uno degli ambienti sensibili progettati da 

Studio Azzurro, allestito nel 2002 a Castel Sant'Elmo (Napoli). Si tratta di un 
percorso espositivo realizzato mediante video-installazioni che riproducono 
ŎƛƴǉǳŜ ǇŀŜǎŀƎƎƛ ŜƳōƭŜƳŀǘƛŎƛ Řƛ ǳƴ ΨƛǘƛƴŜǊŀǊƛƻ ƴŜƛ ǎŜƴǎƛ Ŝ ƴŜƛ ƭǳƻƎƘƛ ŘŜƭ 
aŜŘƛǘŜǊǊŀƴŜƻΩ ό{ǘǳŘƛƻ !ȊȊǳǊǊƻΣ ƴΦŘΦύΦ [ϥŜǎǇŜǊƛŜƴȊŀ ŘŜƭ ǘŜǊǊƛǘƻǊƛƻ ǉǳƛ 
rappresentato è interattiva, emozionale e fortemente immersiva, ma è 
proprio in quest'ultimo aspetto che risiede l'elemento di maggior interesse 
del progetto. L'ambiente di Studio Azzurro è uno spazio dialogico all'interno 
del quale ha luogo la percezione e l'esperienza del paesaggio. La dinamica 
estetica che guida l'innovazione risiede nel processo relazionale e di mutuo 
scambio che si instaura tra spazio espositivo e fruitore. Tale dinamica 
produce un effetto immersivo grazie anche al supporto di tecnologie e 
linguaggi espressivi specifici. 

L'identità culturale e il paesaggio che caratterizzano l'area del 
Mediterraneo sono resi visibili e sintetizzati nelle loro componenti più 
evocative: gesti, materie, suoni e colori. La componente tecnologica, che 
ǇŜǊƳŜǘǘŜ ŀƭƭϥŀƳōƛŜƴǘŜ Řƛ ŜǎǎŜǊŜ ΨǎŜƴǎƛōƛƭŜΩΣ ŝ ƭƻ ǎǘǊǳƳŜƴǘƻ ǇŜǊ ǇǊƻŘǳǊǊŜ ǳƴ 
coinvolgimento attivo. Lo spazio, attraverso l'uso di sensori, reagisce alla 
presenza dello spettatore. I paesaggi si aprono alla sua vista, gli vanno 
incontro; si fanno sentire, toccare, esplorare. 

1.2. Smellmap Milan 
La Smellmap di Milano è una delle sensory maps realizzate da Kate 

McLean, designer e appassionata di cartografia. Il concept alla base di 
ǉǳŜǎǘŀ ǎǇŜǊƛƳŜƴǘŀȊƛƻƴŜ ǇǊƻƎŜǘǘǳŀƭŜ ŝ ΨŦǊƻƳ tǊŜŎƻƴŎŜǇǘƛƻƴ ǘƻ tŜǊŎŜǇǘƛƻƴΩ 
(McLean, n.d.). Sulla mappa di Milano poggiano dei modelli che riproducono 
gli edifici e le architetture simbolo della città. Da questi, per mezzo di 
diffusori, vengono sprigionati gli odori che li caratterizzano - il profumo di 
pomodoro e basilico esce da un ristorante, l'aroma dell'incenso circonda il 
Teatro alla Scala mentre quello dell'erba si diffonde nei pressi dell'Arco della 
Pace (McLean, n.d.). Qui la mappa non è il semplice piano della 
raffigurazione, ma il terreno da cui sorge la città e sul quale si sviluppa 
l'esperienza sensibile, resa possibile mediante l'impiego di soluzioni di tipo 
tecnologico - che permettono di diffondere fragranze ς e grazie al 
comportamento attivo degli utenti, invitati a spostarsi, interagire ed 
esplorare lo spazio cartografico in tutta la sua fisicità. 

In questo caso l'esperienza risiede prima di tutto nell'emozione. 
L'innovazione è guidata da una dinamica di tipo simbolico e l'azione estetica 
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riguarda la sfera del linguaggio espressivo. L'osservatore diventa esploratore, 
individua i volumi, li può toccare con mano; ma è soprattutto grazie alla 
stimolazione del senso dell'olfatto che la McLean riesce a trasformare 
l'esperienza in emozione. Il dato olfattivo ha la caratteristica di essere tra 
tutti il più memorabile; accompagnato da un'elevata carica emotiva, è 
capace di evocare immagini e ricordi e stimolare gli altri sensi. L'odore è un 
ΨǇŀǊǘƛŎƻƭŀǊŜ ƛƳƳŜƴǎƻΩ ό.ŀŎƘŜƭŀǊŘΣ мфтоύΤ ŝ ƭƻ ǎǘǊǳƳŜƴǘƻ ŎƘŜ Ŏƛ ǇƻǊǘŀ Ŧƛƴƻ ŀƭ 
cuore delle cose, alla scoperta dell'intimo della città. 

1.3. Pulse Front 
Pulse Front è un'installazione realizzata nel 2007 dall'artista Rafael 

Lozano Hemmer presso l'Harbourfront di Toronto. L'opera consiste nella 
proiezione ad intermittenza di dieci fasci luminosi che si perdono nel cielo 
della città. Ciascun proiettore è governato da una installazione in metallo 
che, attraverso un sistema integrato di sensori, misura le pulsazioni dei 
passanti che si fermano ad interagire con essa. La frequenza cardiaca del 
soggetto e le sue variazioni vengono registrate e convertite in impulsi 
luminosi, tramite un sistema computerizzato che orienta i proiettori e li 
attiva. Ne risulta una visualizzazione su scala urbana, scenografica ed 
emozionale, dei ritmi vitali di un'intera città. Questo progetto ha un 
carattere fortemente interattivo. L'innovazione è guidata dalla componente 
tecnologica che, attraverso i linguaggi espressivi impiegati e i 
comportamenti messi in atto dagli utenti, dà luogo all'esperienza. I soggetti 
coinvolti sono allo stesso tempo osservatori e creatori di uno spazio da 
percepire e praticare; uno spazio dinamico, mutevole e umorale. La 
presenza dell'utente è l'elemento che connota il paesaggio che, a sua volta, 
restituisce l'immagine dei suoi abitanti. 

Quelle descritte sono solo alcune delle numerose sperimentazioni 
artistico progettuali in cui la dimensione percettiva si fa strumento per la 
narrazione del territorio. Interazione, emozione ed immersione sono tutti 
aspetti dell'esperienza sensibile, che ritroviamo, con pesi diversi, all'interno 
di ciascuno dei progetti presentati. Nel caso di Meditazioni Mediterraneo, è 
prevalente il carattere immersivo supportato dalla componente emozionale 
(data dall'uso di linguaggi evocativi) e da quella interattiva (ottenuta grazie 
all'impiego di specifiche tecnologie). Qualunque sia l'aspetto che più di tutti 
caratterizza l'esperienza vi è una costante: la presenza di un corpo 
impegnato nella percezione dell'ambiente, sia esso reale o rappresentato. A 
livello progettuale questo si traduce nella necessità di adottare strategie di 
innovazione basate sull'azione estetica ς ƛƴǘŜǎŀ ŎƻƳŜ ΨǇǳǊƻ ŎƻƴŎŜǘǘƻ 
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ǊŀȊƛƻƴŀƭŜ ŘŜƭƭŀ ōŜƭƭŜȊȊŀΩ ό{ŎƘƛƭƭŜǊΣ мффуΣ ǇΦ млоύ -, capaci di svelare e rendere 
percepibili i segni del legame profondo e intangibile che esiste tra uomo e 
territorio. 

2. Estetica dell'Accesso 
L'accentuato degrado degli assetti territoriali, dei vincoli di appartenenza 

e di autoriconoscimento e, dunque, la generalizzata perdita di quelle che 
vengono generalmente individuate come identità dei territori, vanno 
ǊŀǇǇƻǊǘŀǘŜ ŀƛ ΨǇǊƻŎŜǎǎƛ Řƛ scomposizione degli assetti spaziali esistenti e alla 
loro ricomposizione territoriale secondo le esigenze funzionali e i modelli 
organizzativi propri delle nuove realtà economiche, sociali, culturali, 
ǳǊōŀƴƛǎǘƛŎƘŜΩ ό{ŎŀǊŀƳŜƭƭƛƴƛΣ нлмнύΦ 

Va dunque ipotizzato un complessivo ripensamento dei modi e delle 
culture che stanno alla base della comunicazione del territorio in tutte le sue 
forme, nei contenuti di narrazione e nei formati comunicativi. 

La condizione di riconfigurazione dei codici spazio-territoriali induce, 
infatti, a tipologie di innovazione anche sul piano comunicativo: a una 
radicale riconfigurazione dei modi e dei dispositivi della comunicazione che 
a loro volta, quasi specularmente, possano agire in termini di una 
ΨǊƛŎƻƳǇƻǎƛȊƛƻƴŜ ŎƻƳǳƴƛŎŀǘƛǾŀΩ Ŝ di una riabilitazione di senso a fronte della 
frammentazione e della perdita semantica degli assetti territoriali. 

Assumiamo, tra i molti possibili, alcuni riferimenti atti a circoscrivere i 
paradigmi di innovazione relativi che interessano la narrazione dei territori. 

In primo luogo, va tenuto in conto l'ampio dibattito suscitato dalle tesi di 
/ŀǊƭǎƻƴ όмфтфύ Ŝ ƛ ǘǊŜ ƳƻŘŜƭƭƛ Řƛ ΨŀǇǇǊŜȊȊŀƳŜƴǘƻ ŜǎǘŜǘƛŎƻ ŘŜƭƭϥŀƳōƛŜƴǘŜΩ 
όΨƻōƧŜŎǘ ƳƻŘŜƭΩΣ ΨƭŀƴŘǎŎŀǇŜ ƳƻŘŜƭΩΣ ΨŜƴǾƛǊƻƳŜƴǘŀƭ ƳƻŘŜƭΩ - quest'ultimo da 
lui patrocinato -) che hanno posto in evidenza, da una parte, i limiti delle 
categorie che assimilano l'apprezzamento estetico dei luoghi a quello delle 
opere d'arte - il modello formalista -, dall'altra, i limiti dei modelli basati sul 
puro cognitivismo scientifico, non ultimo il principio dell'order appreciation 
(Carlson, 2000) che instaura rigide relazioni tra categorie scientifiche e 
esperienza estetica, così come tutte le varianti scientiste a partire dall' 
ΨƘŀōƛǘŀǘ ǘƘŜƻǊȅΩ ƛƴ !ǇǇƭŜǘƻƴ όмффсύΦ 

In secondo luogo va considerata la necessità di una costante critica alle 
teorie della riduzione del paesaggio a veduta che coinvolgono 
strumentalmente la stessa duplicità semantica del termine paesaggio 
presente negli idiomi europei (Franceschi, 1997); così come va considerata 
la ŘƛǾŀǊƛŎŀȊƛƻƴŜ ǘŜǊƳƛƴƻƭƻƎƛŎŀ ŘŜŎƭƛƴŀǘŀ ǎŜŎƻƴŘƻ ŀƭǘǊŜ ŀŎŎŜȊƛƻƴƛ όΨǘŜǊǊƛǘƻǊƛŀƭŜΩ 
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ǇŜǊ ƛ ƎŜƻƎǊŀŦƛΣ ΨŀƳōƛŜƴǘŀƭŜΩ ǇŜǊ Ǝƭƛ ŜŎƻƭƻƎƛύΦ bŜƭ ƭƻǊƻ ƛƴǎƛŜƳŜΣ Ƙŀƴƴƻ ǊƛŘƻǘǘƻ 
la ricchezza e la convergenza di connotazioni del principio unitario di 
geosistema. 

Inoltre non va sottovalutata a riguardo la generalizzata produzione di 
culture-spettacolo, e conseguentemente di cittadini spettatori, che ha oggi 
un'indiscutibile incidenza sui modelli della cultura diffusa. La 
spettacolarizzazione del quotidiano, la mediatizzazione degli oggetti e degli 
scenari di vita, l'estetizzazione del landscape urbano e del paesaggio 
appaiono come processi inarrestabili e carichi di conseguenze. Installano 
punti di vista, modificano modi della percezione, favoriscono tutti quegli 
atteggiamenti chŜ ŎƻǎǘǊǳƛǎŎƻƴƻ ǉǳŜƭƭϥ ΨǳƻƳƻ-ǎǇŜǘǘŀǘƻǊŜΩ ŎƘŜ ƴŜ Ş ƛƭ 
ǇǊƛƴŎƛǇŀƭŜ ǇǊƻŘƻǘǘƻ ŎƻƭƭŀǘŜǊŀƭŜΦ [ŀ ŎƻǎǘǊǳȊƛƻƴŜ ŘŜƭƭƻ ǎƎǳŀǊŘƻ ŎƻƳŜ ΨǎƎǳŀǊŘƻ 
ŘŜƭƭƻ ǎǇŜǘǘŀǘƻǊŜΩ ŝ ƭϥŜƭŜƳŜƴǘƻ ǇǊŜŘƻƳƛƴŀƴǘŜ ƴŜƭƭŀ ǎǘƻǊƛŀ ǇǊŜǎŜƴǘŜ Ŝ ƴŜƭ 
sistema dei media che l'avvolge; in evidente, paradossale contraddizione 
con le mitologie correnti della democrazia in rete e delle comunità 
partecipanti. 

Anche la comunicazione del territorio, e qualunque progetto per 
dispositivi comunicativi che riguardino quest'ambito, sottintende dunque 
due possibili e differenti concezioni alle quali poter fare riferimento: da una 
ǇŀǊǘŜΣ ǳƴ ΨǘŜǊǊƛǘƻǊƛƻ-paesaggio-ǎǇŜǘǘŀŎƻƭƻΩ Řƛ ŦǊƻƴǘŜ ŀƭ ǉǳŀƭŜ ƭƻ ǎƎǳŀǊŘƻ ǎƛ 
dispone passivamente; dall'altra, un paesaggio praticato, dove uno sguardo 
attivo può penetrare quanto gli sta davanti in forma partecipata, con un 
intento performativo. 
Ψ; ǘŜƴŜƴŘƻ ǇǊŜǎŜƴǘŜ ǉǳŜǎǘƛ ŀƴǘƛǘŜǘƛŎƛ ŀǇǇǊƻŎŎƛ ŎƘŜΣ ǘǊŀƳƛǘŜ ƭŀ 

comunicazione e i suoi artefatti, si può riprodurre uno sguardo disposto per 
ƛƭ ΨƎƛŁ ŎƻƴŦƛƎǳǊŀǘƻΩ ƻΣ ŀƭƭϥƻǇǇƻǎǘƻΣ ǳƴƻ ǎƎǳŀǊŘƻ ǇǊŜŘƛǎǇƻǎǘƻ ŀƭƭŀ continua 
riconfigurazione di ciò che ci sta davanti e intorno. Nel primo caso si opera 
nel senso della produzione, o della conferma, di stereotipi; nel secondo caso 
ci si apre ad un paesaggio mobile, carico di possibili mutazioni di senso, di 
feconde riseƳŀƴǘƛȊȊŀȊƛƻƴƛΩ ό.ŀǳƭŜΣ нлмоΣ ǇΦ уύΦ 

Di conseguenza, si conferma l'ipotesi che la percezione estetica di un 
luogo/paesaggio si pone sempre come organizzazione di dati percettivi e al 
tempo stesso di dati di altro ordine: proiezioni immaginative, conoscenze 
storiche, suggestioni letterarie e figurative, valori ecologico ambientali. 

Si tenga presente, sul piano critico, quanto oggi l'immaginario tenda a 
prevalere, il regime delle immagini a esondare fino a istituire quel regime 
confuso di realtà e finzione che caratterizza il nuovo statuto 
dell'immaginario e dunque, nel nostro caso, il nuovo statuto 
dell'immaginario paesaggistico-territoriale. Ed è quanto, già secondo Morin 
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όмфунύ Ŏƻƴ ƛƭ ǎǳƻ ΨƘƻƳƳŜ ƛƳƳŀƎƛƴŀǊƛŜΩ - l'individuo metà reale e metà 
immaginario -, la cultura di massa alimenterebbe, oggi più che in altre 
epoche, il compromesso tra reale e immaginario. È all'interno di questo 
ΨŎƻƳǇǊƻƳŜǎǎƻΩ ŎƘŜ ƻǇŜǊŀƴƻ ƛ ŘƛǎǇƻǎƛǘƛǾƛ Řƛ ŎƻƳǳƴƛŎŀȊƛƻƴŜ ŀƭƭŀ ǊƛŎŜǊŎŀ Řƛ ǳƴ 
equilibrio basato sulla connessione con il territorio praticato che escluda gli 
effetti illusionistici di realtà sostitutive. 

Si afferma così un generale principio di continuità sul piano comunicativo 
che superi la separazione tra percezione ambientale e contenuti culturali 
restituendo dimensione di complessità all'identità estetica dei luoghi; e in 
ǇŀǊǘƛŎƻƭŀǊŜ ƛƴ ŦŀǾƻǊŜ ŘŜƛ ƭǳƻƎƘƛ Ψƴƻƴ ŎƻƴǾŜƴȊƛƻƴŀƭƛΩΣ Ŏƛƻŝ ƴƻƴ ǊƛŎƻƴƻǎŎƛǳǘƛ 
dalle suggestioni della cultura di massa ed estranei agli stereotipi 
comunicativi. 

È conseguente il riconoscimento, sul piano generale, che tutti i luoghi 
hanno una valenza estetica e che è questa valenza a costituirne l'identità e 
l'individualità. Ne conseguono anche: a) il superamento dell'eccezionalismo, 
dell' extra-ordinario nell'attribuzione di valore, che comporta un 
ribaltamento della ǘǊŀŘƛȊƛƻƴŀƭŜ ƴƻȊƛƻƴŜ Řƛ ΨŜƳŜǊƎŜƴȊŜ ǘŜǊǊƛǘƻǊƛŀƭƛΩ όŦƻƴŘŀǘŀ 
ǎǳƭƭŀ ǘǊŀŘƛȊƛƻƴŜ ŘŜƛ ΨƳƛǊŀōƛƭƛŀΩ ŜΣ ǇƻƛΣ ŘŜƛ ΨƭŀƴŘƳŀǊƪΩύ Ŝ ŘŜƭƭŜ ǊŜƭŀǘƛǾŜ 
gerarchie che selezionano ed escludono a discapito dei contesti e dei luoghi 
ƎŜƴŜǊƛŎŀƳŜƴǘŜ ŎƭŀǎǎƛŦƛŎŀǘƛ ŎƻƳŜ ΨƳƛƴƻǊƛΩΤ ōύ ǳna critica di fondo al modello 
turistico di massa, nonché dello stesso turismo culturale di consumo, già 
propugnata nell'ambito dei Cultural Tourism Studies. 
Lƴ ǉǳŜǎǘƻ ǉǳŀŘǊƻ ǎƛ ŎƻƴŦŜǊƳŀ ƛƭ ΨŘŜǎƛƎƴ ŘŜƭƭΩŀŎŎŜǎǎƻΩ ŎƻƳŜ ǇŀǊǘŜ 

fondante del design della comunicazione; il progetto della comunicazione ne 
determina, infatti, le modalità, mette in figura le forme di accesso al 
ŎƻƴǘŜƴǳǘƻΣ ŀƭ ƳŜǎǎŀƎƎƛƻΦ wƛŦŜǊƛǊǎƛ ŀƭ ŘŜǎƛƎƴ ŘŜƭƭΩŀŎŎŜǎǎƻ ǎƛƎƴƛŦƛŎŀ ŎƻƴŎŜƴǘǊŀǊŜ 
ƭΩŀǘǘŜƴȊƛƻƴŜ ǎǳƭƭΩƛƴƎǊŜǎǎƻΣ ǎǳƭ ƳƻƳŜƴǘƻ Řƛ ǇŀǎǎŀƎƎƛƻ ŎƘŜ ŎƻƴŘuce 
ŀƭƭΩƻōƛŜǘǘƛǾƻΣ ŎƘŜ ǊŜƴŘŜ ŎƻƴŎǊŜǘƛ ƭŀ ǇƻǎǎƛōƛƭƛǘŁ Ŝ ƛƭ ŘƛǊƛǘǘƻ Řƛ ŀŎŎŜŘŜǊŜ ŀ ǳƴ 
ŎƻƴǘŜƴǳǘƻΦ : ƛƭ ōŀǊƛŎŜƴǘǊƻ ƛƴ Ŏǳƛ ǎƛ ŦƻŎŀƭƛȊȊŀ ƭΩŜǎǎŜƴȊŀ Řƛ ǳƴ ŀǘǘƻ ŎƻƳǳƴƛŎŀǘƛǾƻΣ 
Ƴŀ ŀƴŎƘŜ ƛƭ ǇŀǎǎŀƎƎƛƻ ŎƘŜ ƴŜ ŘŜŎǊŜǘŀ ƭΩŜǎƛǘƻΦ !ǎǎǳƳŜ ǳƴŀ ŦǳƴȊƛƻƴŜ 
strategica nel progetto di comunicazione per il territorio. 

Il design della comunicazione assume in questo senso un ruolo di 
facilitatore e rende possibile, grazie al suo ruolo registico e di mediazione, 
ƭΩŀŎŎŜǎǎƻ ŀ ŎƻƴǘŜƴǳǘƛ ŎƻƳǳƴƛŎŀǘƛǾƻ-informativi da un punto di vista 
funzionale e simbolico, permettendo alle diverse fasce di utenza di agire in 
contesti in continua evoluzione e per questo sempre più complessi: 
consente di interagire con diverse tipologie di dispositivi (analogici/digitali); 
aiuta a comprendere e relazionarsi con oggetti tridimensionali, spazi fisici e 
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ǎǇŀȊƛ ǾƛǊǘǳŀƭƛΤ ŦŀŎƛƭƛǘŀ ƭΩƻǊƎŀƴƛȊȊŀȊƛƻƴŜΣ ƭŀ ŘƛŦŦǳǎƛƻƴŜΣ ƭŀ ŎƻƴŘƛǾƛǎƛƻƴŜ ŘŜƭ 
sapere; favorisce nuovi modelli di apprendimento. 
Lƭ ŘŜǎƛƎƴ ŘŜƭƭŀ ŎƻƳǳƴƛŎŀȊƛƻƴŜ ǎǾƻƭƎŜΣ ǎǳƭ Ǉƛŀƴƻ ƎŜƴŜǊŀƭŜΣ ǳƴΩŀǘǘƛǾƛǘŁ Řƛ 

tipo trasformativo e, attraverso gli artefatti e i sistemi progettati, è in grado 
di guidare le scelte e i comportamenti dei destinatari, modificando la 
percezione che essi hanno della realtà in cui operano, una funzione di 
sensibilizzazione verso problemi ed emergenze di natura sociale, ambientale, 
in un contesto che presenta rilevanti criticità a livello sia locale, sia globale e 
che rende necessarie condotte sostenibili e responsabili. 

Nel nostro caso, l'obiettivo perseguito nell'ambito del design della 
comunicazione è l'individuazione di dispositivi di accesso comunicativo 
basata su narrazioni di inedite forme-significato, nuovi linguaggi e contenuti 
ΨŘƛ ǇǊƻŦƻƴŘƛǘŁΩΦ 

La strategie di narrazione propongono la risultante diegetica come 
piattaforma di convergenza in grado di unificare componenti simboliche, 
valoriali, comportamentali tali da ricondurre la natura e la storia all' identità 
estetica dei luoghi. 

Selezionati linguaggi di traduzione multimediale sono in grado di 
declinare, unificare e orientare i livelli comunicativi di sistemi di narrazione 
profondi. 
[ϥŜǎǇŜǊƛŜƴȊŀ Řƛ ΨŀōƛǘŀƴǘƛΩ Ŝ ΨǾƛŀƎƎƛŀǘƻǊƛΩ όŦƛƎǳǊŜ Řƛ ΨǘǳǊƛǎƳƛΩ ŀƳǇƛŀƳŜƴǘŜ 

rivisitate) - può contare su nuovi dispositivi di decodifica all'interno di una 
ΨǊƛƳŜŘƛŀȊƛƻƴŜΩ ŘŜƭƭŀ ŎƻƳǳƴƛŎŀȊƛƻƴŜ ŘŜƛ ǘŜǊǊƛǘƻǊƛΦ 

3. Percezione e Comunicazione 
Il design della comunicazione può avviare un processo attivo di 

interventi con lo scopo di rinnovare, valorizzare e restituire senso: un 
cambiamento estetico, inteso come la modifica percettiva che si genera 
ŘŀƭƭΩŜŦŦŜǘǘƻ ŘŜƭƭŀ ǇǊŀǘƛŎŀ ŘŜƭ ǘŜǊǊƛǘƻǊƛƻ Ŝ ŘŀƭƭΩŜǎǇƭƻǊŀȊƛƻƴŜ ƎǳƛŘŀǘŀΦ [ΩƛǇƻǘŜǎƛ ŝ 
quella di un approccio progettuale capace di considerare il valore indotto da 
ǳƴΩŜǎǘŜǘƛŎŀ ƎŜƴŜǊŀǘŀ ŘŀƭƭΩŜǎǇƭƻǊŀȊƛƻƴŜΣ ǉǳƛƴŘƛ Řŀƭ ŎƻǊǇƻ ƛƴ ƳƻǾƛƳŜƴǘƻ Ŝ 
ŘŀƭƭΩƛƳƳŜǊǎƛƻƴŜ ƛƴ ŎƻƴǘŜƴǳǘƛ ƳǳƭǘƛƳŜŘƛŀƭƛΦ Un'estetica dal basso, fondata sul 
ŎƻƴŎŜǘǘƻ Řƛ ǇŜǊŎŜȊƛƻƴŜ ƛƴƎŜƴǳŀ ƻ Řƛ ΨǇǊƛƳŀ ƛƳǇǊŜǎǎƛƻƴŜΩ όDǊƛŦŦŜǊƻΣ нлмлύΦ 
[ΩŀǇǇǊƻŎŎƛƻ ŘŜƭ ŘŜǎƛƎƴ ŘŜƭƭŀ ŎƻƳǳƴƛŎŀȊƛƻƴŜ ŀƭ ǘŜǊǊƛǘƻǊƛƻ ǎƛ ǊƛŦŜǊƛǎŎŜ Ŏƛƻŝ ŀ 

una conoscenza sensibile, non solo logica; un sapere che riflette sulla 
presenza corporea e sulla pratica immersiva nel territorio, che assume 
seriamente il compito di comprendere la realtà di ciò che si mostra, 
prendendo a parametro il sentire nel corpo, per elevare la conoscenza. 
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[ΩŜǎǇƭƻǊŀȊƛƻƴŜ Ŝ ƭŀ ŎƻƴǘŜƳǇƭŀȊƛƻƴŜ ŘŜƛ ǇŀŜsaggi funziona da cerniera tra 
le identità e le culture, soprattutto perché implica nuove modalità di 
fruizione dei territori. A mutare è il concetto di viaggio: esso si orienta ad 
ŀǎǎǳƳŜǊŜ ƭŜ ŦƻǊƳŜ Řƛ ǳƴϥŜǎǇƭƻǊŀȊƛƻƴŜ ŦƛƴŀƭƛȊȊŀǘŀ ŀƭƭΩŜƳƻȊƛƻƴŜΣ ƴƻƴ ǇŜǊ ŦƻǊȊa 
rivolta alle memorie, piuttosto alle trasformazioni. 

La risposta progettuale del design nasce da queste considerazioni e 
sviluppa una comunicazione strategica, che integra la promozione dei beni, 
delle attività e delle tradizioni culturali in una esperienza estetica della 
pratica territoriale, del paesaggio e degli ambienti urbani. Il fine è un legame 
rinnovato tra le identità, le culture, il territorio. 

Il paesaggio italiano è ricco di frammenti di identità, stratificate e non 
sempre visibili, di cui resǘŀƴƻ ΨǘǊŀŎŎŜΩ όǎŜƎƴƛ ƳƛƴƛƳƛύΦ [ŀ ƭƻǊƻ ŎƻƴŎŜƴǘǊŀȊƛƻƴŜ 
ƴŜƭƭΩŀƳōƛŜƴǘŜ Ŏƻƴƴƻǘŀ ǘŀƭƛ ǘǊŀŎŎŜ ŎƻƳŜ ǎŜƎƴƛ ƛƳƳŀƎƛƴŜΣ ƛƴ ǉǳŀƴǘƻ 
permettono di risalire a fatti, storie e avvenimenti, a loro volta rappresentati 
da immagini e narrazioni di varia natura. 
[ΩƛƴǘŜǊǇǊŜǘŀȊƛƻne di queste tracce sul territorio, anche minime, e il 

ǇǊƻƎŜǘǘƻ ŘŜƭƭŀ ƭƻǊƻ ŀǎǎƻŎƛŀȊƛƻƴŜ ŀƭƭΩƛƴǎƛŜƳŜ ŘƻŎǳƳŜƴǘŀƭŜ όƳǳƭǘƛƳŜŘƛŀƭŜ Ŝ 
multimodale) di riferimenti storici, sociali, antropici, naturali, ecc., 
rappresenta la strategia d'innovazione di un processo comunicativo 
coerente e coinvolgente degli spazi percepiti, rivolto ad un moderno 
ŜǎǇƭƻǊŀǘƻǊŜ ŘŜƭƭΩǳǊōŀƴƻΦ [Ŝ ǘŜŎƴƻƭƻƎƛŜ ǎƛ ǇǊŜǎǘŀƴƻ ŀƭƭŀ ǎƛƴŎǊƻƴƛȊȊŀȊƛƻƴŜ ŘŜƛ 
documenti e alla loro geo-localizzazione, ancorandoli ai luoghi ai quali sono 
ǊƛŦŜǊƛōƛƭƛΤ Ƴŀ ƭΩŀǊŎhitettura dei contenuti e i paesaggi non possono essere 
ǎŜƳǇƭƛŎŜƳŜƴǘŜ ΨǎƻǾǊŀǇǇƻǎǘƛΩ όŎƻƳŜ ƛƴ ǇŀǊǘŜ ǘŜƴǘŀƴƻ ƭŜ ŀǘǘǳŀƭƛ ǊŜŀƭǘŁ 
aumentate) per diventare effettiva esperienza estetica. 

Assunto che comunicare le identità compresenti in un luogo è 
ǳƴΩƻǇŜǊŀȊƛƻƴŜ concettuale, prima che estetica, è necessaria piuttosto una 
complessa operazione editoriale. 
{ƛ ǘǊŀǘǘŀΣ ƛƴ ǎƻǎǘŀƴȊŀΣ Řƛ ǊŜƴŘŜǊŜ ŀŎŎŜǎǎƛōƛƭŜ ƛƭ ΨǇŀŜǎŀƎƎƛƻ ŜƳƻȊƛƻƴŀƭŜΩ 

(inteso connaturato al rapporto dialogico tra esseri umani e paesaggi) 
affinché sia restituita quella traduzione sensibile (estetica) di contenuti, in 
origine con linguaggi e forme di scrittura diversi e slegati, su di un'unica base 
cartografica. 

Il design della comunicazione assume il ruolo di strumento di traduzione, 
sui piani della ΨǊŀŦŦƛƎǳǊŀȊƛƻƴŜΩ όǊŀǇǇǊŜǎŜƴǘŀȊƛƻƴŜύ Ŝ ŘŜƭƭŀ ΨǘǊŀǎŦƛƎǳǊŀȊƛƻƴŜΩ 
όǇƛŀƴƻ ŘŜƭƭΩŜǎǇǊŜǎǎƛƻƴŜύΦ 

Entrambi tali piani comunicativi trasmettono immagini. Il primo offre 
informazioni sulla realtà esterna percepita (che rappresenta); il secondo 
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offre informazioni sulla realtà interiore ed è frutto dei sentimenti, della 
cultura e delle proiezioni personali nel mondo (Calabi, 2013). 

La fenomenologia della comunicazione di fatto non è espressa soltanto 
dal contenuto trasmesso, ma anche e soprattutto da quello che accade con 
ŎƘƛ ǊƛŎŜǾŜΦ Lƭ ŘŜǎƛƎƴ ǎƛ Ŧŀ ƛƴǘŜǊǇǊŜǘŜ Řƛ ǉǳŜǎǘŀ ŘǳǇƭƛŎƛǘŁ ƴŜƭƭΩƛƴǘŜǊŀȊƛƻƴŜ 
ŎƻƳǳƴƛŎŀǘƛǾŀΣ ǇŜǊŎƘŞ ƛ ǇǊƻŎŜǎǎƛ ŘŜƭƭŀ ǊŀǇǇǊŜǎŜƴǘŀȊƛƻƴŜ Ŝ ŘŜƭƭΩŜǎǇǊŜǎǎƛƻƴŜ 
richiedono una traduzione in sintesi percettive comprensibili, capaci di 
ŀƭƭŜǎǘƛǊŜ ǳƴΩŜǎǇŜǊƛŜƴȊŀ ǇŀǊǘŜŎƛpata. 
[ΩƛƴŘŀƎƛƴŜ ŦƛƭƻǎƻŦƛŎŀ ƻŦŦǊŜ ƳƻƭǘŜǇƭƛŎƛ ƛƴǘŜǊǇǊŜǘŀȊƛƻƴƛ ǎǳƭƭŀ ǇŜǊŎŜȊƛƻƴŜ 

dello spazio, nel tentativo di chiarire come avviene la comune comprensione 
dei dati che provengono dal mondo sensibile esterno. Di certo si può fare 
riferimento ai modelli di spatium e topos di matrici cartesiana e aristotelica, 
ŎƻƳŜ ŀƎƭƛ ŀǇǇǊƻŦƻƴŘƛƳŜƴǘƛ Řƛ ΨŜǎǘŜǘƛŎŀ ŀǘƳƻǎŦŜǊƛŎŀΩ Řƛ DŜǊƴƻǘ .ǀƘƳŜ όнлмлύΦ 

Parte dello sviluppo della ricerca teoretica e scientifica, dal Novecento 
fino agli ultimi anni (Gallese, 2010), pone sempre più ŀǘǘŜƴȊƛƻƴŜ ŀƭƭΩŜǎǎŜǊŜ 
ǳƳŀƴƻ ΨŦƛǎƛŎƻΩ Ŝ ŀ ŎƛƼ ŎƘŜ ǇŜǊŎŜǇƛǎŎŜ ǉǳŀƴŘƻ ǎƛ ǘǊƻǾŀ ƛƴ ǳƴ ŀƳōƛŜƴǘŜΦ 
[ΩŀǘǘŜƴȊƛƻƴŜΣ ŎƛƻŝΣ ǎƛ ǎǇƻǎǘŀ Řŀƭ ŎƻƴŎŜǘǘƻ Řƛ ǎǇŀȊƛƻ ŎŀǊǘŜǎƛŀƴƻΣ ƳƛǎǳǊŀōƛƭŜΣ ŀ 
quello determinato dalla presenza corporea, fino a definire il concetto di 
ΨǎǇŀȊƛƻ ŀǘƳƻǎŦŜǊƛŎƻΩΦ Lƴ ǉǳŜǎǘƻ ǎŜƴǎƻ ŝ ǎƛƎƴƛŦƛŎŀǘƛǾƻ ƛƭ ŘƛǎŎƻǊǎƻ Řƛ DŜǊƴƻǘ 
.ǀƘƳŜ ǎǳƭƭΩŀǘƳƻǎŦŜǊŀΣ ŎƘŜ ŜǾƻƭǾŜ ŘŀƭƭŜ ǊƛŦƭŜǎǎƛƻƴƛ Řƛ !ƭŜȄŀƴŘŜǊ DƻǘǘƭƛŜō 
Baumgarten. 

Attraverso la costruzione di moodboardΣ ƛƭ ŘŜǎƛƎƴŜǊ ŜǎǇƭƛŎƛǘŀ ƭΩǳƳƻǊŜΣ ƛƭ 
tono, il sentimento, o, ancoraΣ ƭΩ ΨŜǎǘŜǘƛŎŀ ŘŜƛ ŎƻƴǘŜƴǳǘƛΩ ŎƻƳŜ ǎƻƳƳŀ Řƛ 
elementi evocativi; se si tratta di un paesaggio questa immagine riassume gli 
ŀǎǇŜǘǘƛ ΨƳŜǘŀ-ǘǳǊƛǎǘƛŎƛΩ Ŏƻƴ ǳƴ ŀǇǇǊƻŎŎƛƻ ƳƛǊŀǘƻ Ŝ ǇƛǴ ΨƛƴǘƛƳƻΩΣ ŀŘŀǘǘƻ ǇŜǊ 
una comunicazione mirata al coinvolgimento e all'esperienza. 

Il design della comunicazione per il territorio si avvia a costituire un 
Ǉǳƴǘƻ ŘΩƛƴŎƻƴǘǊƻ ǘǊŀ ƭŀ ǇǊƻƎŜǘǘŀȊƛƻƴŜ Řƛ ǳƴŀ ŎƻƳǳƴƛŎŀȊƛƻƴŜ ŦǳƴȊƛƻƴŀƭŜ όŘƛ 
ƻǊƛŜƴǘŀƳŜƴǘƻύ Ŝ ƭΩŀǇǇǊƻŦƻƴŘƛƳŜƴǘƻ ŘŜƛ ŎƻƴǘŜƴǳǘƛ ŀ ŘƛǾŜǊǎƛ ƭƛǾŜƭƭƛ όŜǎǘŜǘƛŎƻ ƛƴ 
primis); dalla raffigurazioƴŜ ŎŀǊǘƻƎǊŀŦƛŎŀ ŀƭƭƻ ΨǎǇŀȊƛƻ ǇŜǊŎŜǇƛǘƻΩ ό/ŀƭŀōƛΣ 
2013). 

Il presupposto, per nulla semplice, è una questione di interfaccia. 
LƴǘŜǊŦŀŎŎƛŀǊǎƛ Ŏƻƴ ƛƭ ǘŜǊǊƛǘƻǊƛƻ ǎƛƎƴƛŦƛŎŀ ΨƳŜǘǘŜǊǎƛ ƴŜƭƭŀ ŎƻƴŘƛȊƛƻƴŜ ǇŜǊ Ŏǳƛ 

quel paesaggio possa svelarsi, fare ancora uno sforzo con il nostro corpo: 
bisogna andarci, camminarci, immergersi senza preconcetti culturali, farne 
ǳƴΩŜǎǇŜǊƛŜƴȊŀ ŘƛǊŜǘǘŀΩ ό/ŀǊŜǊƛΣ нллсύΦ 
[ΩƛƴǘŜǊŀȊƛƻƴŜ Ŏƻƴ ƛƭ ŎƻƴǘŜǎǘƻ ǇǊŜǎǳǇǇƻƴŜ ƭŀ ŎŀǇŀŎƛǘŁ Ŝ ƭΩƛƳǇƭƛŎƛǘŀ 

possibilità di entrare in contatto con il luogo per interpretarne il senso, con 
ǳƴƻ ǎǇƻǎǘŀƳŜƴǘƻ ǇŜǊŎŜǘǘƛǾƻ ŘŀƭƭΩƻǘǘƛŎƻ ŀƭƭΩŀǇǘƛŎƻ όtŀƴƻŦǎƪȅΣ мфупύΣ Ŏƛƻŝ Řŀƭƭŀ 
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ǾƛǎƛƻƴŜ ŀƭƭΩŜǎǇƭƻǊŀȊƛƻƴŜ ǘǊƛŘƛƳŜƴǎƛƻƴŀƭŜ ŀǘǘǊŀǾŜǊǎƻ ƛƭ ŎƻǊǇƻΦ vǳŜǎǘŀ ŎŀǇŀŎƛǘŁ 
interpretativa può essere progettata, per permettere la formazione 
ŘŜƭƭΩŜǎǇŜǊƛŜƴȊŀΣ ƭŀ ǇǊƻŘǳȊƛƻƴŜ Řƛ ǎŜƴǎƻ Ŝ ƭΩŜƳƻȊƛƻƴŜ ŘŜƭƭŀ ǎŎƻǇŜǊǘŀΦ 

Eric J. Leed (2007) ricorda che alla radice indoeuropea della parola 
ΨŜǎǇŜǊƛŜƴȊŀΩ ǎƛ ƭŜƎŀƴƻ ǎƛƎƴƛŦƛŎŀǘƛ ǊŜƭŀǘƛǾƛ ŀƭ ƳƻǾƛƳŜƴǘƻ Ŝ ŀƭ ǾƛŀƎƎƛƻΣ 
ǉǳŜǎǘΩǳƭǘƛƳƻ ƛƴǘŜǎƻ ŎƻƳŜ ǇŜǊŎƻǊǎƻ Řƛ ŀŎŎǊŜǎŎƛƳŜƴǘƻ personale tramite 
ƭΩŀƳōƛŜƴǘŜΦ 

Alcune di queste riflessione sono state applicate a un progetto di ricerca 
applicata al territorio della Lomellina, a sud di Milano. 

Il territorio presenta caratteristiche rurali e naturali interessanti, con 
puntuali presenze architettoniche storiche anche notevoli. Non è 
considerabile un territorio con carattere turistico; nonostante abbia identità 
culturali decise, non presenta un assetto territoriale leggibile, apparendo 
piuttosto diffuso e omogeneo, incomunicante valori e memorie. 
[ΩƛƴŘŀƎƛƴŜ ŘŜƛ ŘƻŎǳƳŜƴǘƛ ǊƛŦŜǊƛǘƛ ŀƭ ǘŜǊǊƛǘƻǊƛƻ ƛƴ ŜǎŀƳŜ Ƙŀ ǊƛǾŜƭŀǘƻ ƭŀ 

scarsità di contenuti attrattivi artistici, naturalistici o storici in senso 
tradizionale per il profilo turistico medio, tali da incentivare la pratica 
territoriale e portare a esplorare fisicamente i luoghi (ricerca dell'esperienza 
ŜǎǘŜǘƛŎŀύΦ 5ŀƭƭΩŀƴŀƭƛǎƛ ǇǊŜƭƛƳƛƴŀǊŜ ŝ ǎǘŀǘƻ ƻǎǎŜǊǾŀǘƻ ŎƘŜ ƛƭ ŎƻƴǘŜǎǘƻ 
comunicativo del territorio campione, e le attuali strategie di promozione, 
riguardano quasi esclusivamente la produzione editoriale cartacea. 

Intervenire sulle tracce minime, non solo fisiche (dalle leggende alle 
ǊƻǾƛƴŜ Řƛ ŀƴǘƛŎƘƛ ƳǳƭƛƴƛύΣ ǎƛ ŝ ǊƛǾŜƭŀǘƻ ǉǳƛƴŘƛ ŜǎǎŜƴȊƛŀƭŜΤ ΨŀƎŜƴŘƻ ǎǳƭƭŜ 
ƛŘŜƴǘƛǘŁ ŜǎƛǎǘŜƴǘƛΣ ŎƻƳǇǊŜǎŜƴǘƛ Ŝ ΨŎŜƭŀǘŜΩΣ ƛƭ ǇǊƻƎŜǘǘƻ Řƛ ŘŜǎƛƎƴ ŘŜƭƭŀ 
comunicazione vuole restƛǘǳƛǊŜ ƛŘŜƴǘƛǘŁ ǊƛŎƻƴƻǎŎƛōƛƭƛ Ŝ ƭŜƎƎƛōƛƭƛΩ ό/ŀƭŀōƛΣ нлмоΣ 
p. 24). 

Per la Lomellina sono stati quindi sperimentati formati e strategie atti a 
ŎƻƻǊŘƛƴŀǊŜ ƛ ŎƻƴǘŜƴǳǘƛ ǎƛŀ ƛƴ ŦƻǊƳŀ ǇǊŜŘƛǘǘƛǾŀ όŘǳǊŀƴǘŜ ƭΩŀǇǇǊƻŦƻƴŘƛƳŜƴǘƻ 
ǇǊƛƳŀ ŘŜƭƭΩƛƳƳŜǊǎƛƻƴŜ ƴŜƭ ǘŜǊǊƛǘƻǊƛƻύΣ ǎƛa in forma geo-localizzata in 
prossimità dei luoghi, per ancorarli e localizzarli sul territorio anche laddove 
non esiste molto di visibile, mentre può esistere immaginazione. 
[ƻ ǎŎƻǇƻ ŘŜƭƭŀ ǊƛŎŜǊŎŀ ŝ ǾŜǊƛŦƛŎŀǊŜ ŎƻƳŜ ǇǊƻƎŜǘǘŀǊŜ ƭΩŜǎǇŜǊƛŜƴȊŀ ŘŜƛ 

luoghi e dei contenuti senza sovrapposizione, piuttosto interazione, 
lasciando spazio al moodboardΣ ŀƭƭΩŀǘƳƻǎŦŜǊŀ Ŝ ŀƭƭϥŜǎǇŜǊƛŜƴȊŀ ŜǎǘŜǘƛŎŀΦ 

Affinché il progetto editoriale dei contenuti sia organizzato, la 
rappresentazione degli stessi su base cartografica è il fondamento di un 
ǎƛǎǘŜƳŀ ŎƻŘƛŦƛŎŀǘƻ ǇŜǊ ƭΩƻǊƛŜƴǘŀƳŜƴǘƻ Ŝ ƭϥƛƴǘŜrfacciamento con il territorio. 
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La base cartografica non è una componente funzionale (strumentale) del 
ǇǊƻƎŜǘǘƻ Řƛ ŎƻƳǳƴƛŎŀȊƛƻƴŜ ŘŜƭ ǘŜǊǊƛǘƻǊƛƻΥ ŝ ƛƭ Ǉǳƴǘƻ Řƛ ƛƴŎƻƴǘǊƻΣ ƭƻ ΨǎǇŀȊƛƻΩ 
sul quale convergono funzione e significato (Calabi et al., 2013). 

Nel progetto per la Lomellina la rappresentazione cartografica del 
ǘŜǊǊƛǘƻǊƛƻ ŘƛǾŜƴǘŀ ƭΩƛƴǘŜǊŦŀŎŎƛŀ ŘŜƭ ǎƛǎǘŜƳŀΣ ƭƻ ǎǘǊǳƳŜƴǘƻ ǇǊƛƴŎƛǇŀƭŜ ŎƘŜ 
ŎƻƴǎŜƴǘŜ ŀƭƭΩǳǘŜƴǘŜ Řƛ ƻǊƛŜƴǘŀǊǎƛ Ŝ ŀŎŎŜŘŜǊŜ ŀƛ ŎƻƴǘŜƴǳǘƛ όƭŜ ǘǊacce 
significanti), navigando a diversi livelli di approfondimento e di effetto 
immersivo. 

Essendo il territorio un organismo dinamico, stratificato e frammentato, 
la componente comunicativa di approfondimento deve essere 
necessariamente strutturata a diversi livelli; si deve cioè innanzitutto 
compiere un processo (estesico) di ascolto e interpretazione dei diversi 
linguaggi (e codici), per poi procedere con la creazione di contenuti attuali e 
comprensibili da tutti (processo poietico). In pratica, le tracce (materiali e 
immateriali), raccolte e tradotte in contenuti, devono essere presentate 
attraverso modalità ogni volta specifiche. Il fine progettuale è implementare 
una modalità di racconto nella quale la realtà dei luoghi viene vissuta 
continuamente come ΨŀǳƳŜƴǘŀǘŀΩΣ ǇŜǊŎƘŞ ƴŜƭƭŀ ǇŜǊŎŜȊƛƻƴŜ ŘŜƎƭƛ ǎǇŀȊƛ 
convergono contenuti specifici e comunicazioni coerenti. 

Nel progetto di ricerca applicata alla Lomellina, sono stati quindi indagati 
e selezionati alcuni modelli (format di linguaggi) per produrre sintesi 
ǇŜǊŎŜǘǘƛǾŜ Ŝ ƛƭ ǇƛǴ ǇƻǎǎƛōƛƭŜ ΨƛƳƳŜǊǎƛǾŜΩΤ ŀ ǇŀǊǘƛǊŜ ŘŀƭƭŜ ǘǊŀŘƛȊƛƻƴŀƭƛ ƎŀƭƭŜǊƛŜ 
fotografiche, per arrivare a immagini ad effetto tridimensionale, si 
ricostruiscono i contenuti in un insieme di format coordinati e legati alla 
base cartografica. 

4. Conclusioni 
[Ŝ ǊŜŀƭǘŁ ǘŜǊǊƛǘƻǊƛŀƭƛ ŜǳǊƻǇŜŜ ǎƻƴƻ ǎƻƎƎŜǘǘŜ ŀ ǳƴΩŜǾƛŘŜƴǘŜ Ŝ ŎƻǎǘŀƴǘŜ 

stratificazione di identità sociali che mescolano memorie e culture; 
contemporaneamente abbiamo osservato essere in atto un profondo 
mutamento che coinvolge il settore del turismo. Si tratta di un processo di 
trasformazione profondo, che coinvolge il significato stesso di territorio, lo 
amplia avvicinandolo sempre di più al concetto astratto di paesaggio (che 
contempla contemporaneamente aspetti naturali, culturali e sociali del 
territorio). 

Cosa ci incanta di fronte a un paesaggio? Questa è la domanda che si 
pone Ugo Morelli (2010). 
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Alla identità unica e totalizzante, obiettivo della tradizionale immagine di 
marca, non competono più le polifoniche identità contemporanee dei 
territori moderni. Da molti anni il design della comunicazione sperimenta 
paradigmi multimediali e multimodali, rinnovando i caratteri espressivi e i 
Ŏŀƴƻƴƛ ŜǎǘŜǘƛŎƛΣ ǇŜǊ ƻǊƛŜƴǘŀǊŜ ƴŜƭƭΩŜǎǇƭƻǊŀȊƛƻƴŜ ŘŜƛ ǇŀŜǎŀƎƎƛ ŀǘǘǳŀƭƛΦ  

La vocazione archetipa del design della comunicazione riguarda il tema 
ŘŜƭƭΩ ΨŀŎŎŜǎǎƻ ŎƻƳǳƴƛŎŀǘƛǾƻΩΥ ǘŜƳŀ ŦƻƴŘŀǘƛǾƻΣ ƭŀ Ŏǳƛ ǾƻŎŀȊƛƻƴŜ ŀƭƭŀ 
traduzione in linguaggi comprensibili ben si presta alla decodifica delle 
ƳŜƳƻǊƛŜ ŘŜƭƭΩǳǊōŀƴƻΦ vǳƛƴŘƛΣ ŀ ŦǊƻƴǘŜ ŘŜƭƭŀ ŘƛŦŦƛŎƛƭŜ ƛƴǘŜǊǇǊŜǘŀȊƛƻƴŜ ŘŜƭƭŜ 
nuove identità, il design della comunicazione si concentra sulla definizione 
degli strumenti per la risemantizzazione dei luoghi, promuovendo la pratica 
di percorsi che privilegiano punti di vista coinvolgenti. 
[ŀ ǎǘǊŀǘŜƎƛŀ ǇǊƻƎŜǘǘǳŀƭŜ ǎƛ ǎǇƻǎǘŀ ŎƻǎƜ ǎǳƭƭΩƻǊƎanizzazione delle 

informazioni e dei linguaggi, per aumentare la percezione degli spazi fisici; il 
design si articola tra la progettazione di una comunicazione funzionale (di 
ƻǊƛŜƴǘŀƳŜƴǘƻύ Ŝ ƭΩŀǇǇǊƻŦƻƴŘƛƳŜƴǘƻ ŘŜƛ ŎƻƴǘŜƴǳǘƛΣ Řŀƭƭŀ ǊŀŦŦƛƎǳǊŀȊƛƻƴŜ 
cartografica, allo spazio fisicamente percepito, alla dimensione estetica. 

Se il paesaggio è un'esperienza estetica, fare design della comunicazione 
per il territorio significa tradurre, interpretare e rendere accessibili le parti e 
il tutto, gli elementi che lo compongono (spesso difficili da rappresentare) e 
il sentimento d'insieme; l'estetica diventa processo di innovazione 
comunicativa, in una rappresentazione compiuta che si fa identità. 

Questo orientamento del design della comunicazione per il territorio si 
concŜƴǘǊŀ ǎǳƭƭΩŀŎŎŜǎǎƻ ŎƻƳǳƴƛŎŀǘƛǾƻ ŀƭƭŀ ǊƛŎŜǊŎŀ Řƛ ƴǳƻǾƛ ƭŜƎŀƳƛ ŜƳǇŀǘƛŎƛ 
con gli spazi fisici; oltre a essere terreno di sintesi comunicative, finalizza 
ƭΩŜǎǇŜǊƛŜƴȊŀ ǇŀǊǘŜŎƛǇŀǘŀ ŘŜƛ ƭǳƻƎƘƛ ƛƴǘƻǊƴƻ ŀ ǇŜǊŎƻǊǎƛ ŎƘŜ ǇǊƛǾƛƭŜƎƛŀƴƻ Ǉǳƴǘƛ 
di vista non convenzionali. 

Attribuzione dei paragrafi 

Il presente lavoro deriva dalla collegiale condivisione degli autori: il paragrafo 1 è 
di Sabrina Scuri, il paragrafo 2 è di Giovanni Baule, il paragrafo 3 è di Daniela Calabi, 
il paragrafo 4 di tutti gli autori. 
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This paper proposes a role for design research through engagement with 
conversational learning as a form of knowledge commons. The practice of 
commoning provides a cohesive framework that links participants through 
something that is shared, and co-produced. Conversation-as-commoning is 
proposed as a co-design methodology about social learning for shaping 
possibilities for future and current social change, working at a local level. 

Conversations can be understood as a form of knowledge commons - that 
is, they are shared by those that produce it, and not owned by any one in 
particular. The role of the designer in these contexts can be to work 
iteratively and collaboratively with community knowledge networks to 
identify creative phases and new ideas about social practices emerging 
through conversational learning. Designers must play a pivotal role in 
commitment to ethical actions that acknowledge the complex social, cultural 
and material interconnections between people, things and places. The agency 
provided by conversational learning can help inform new understandings 
about interconnected knowledge. This approach is explored through a case 
study of community gardens research, where research generated from an 
initial top-down brief is re-evaluated to reveal the workings of knowledge 
commons. These conversations are explored as instances of commoning 
where new knowledge is generated through dialogue between design 
researchers and participants.  

Keywords: Conversation as communing; community gardens; co-design 

                                                        
*  Corresponding author: Kaye Shumack | e-mail: k.shumack@uws.edu.au 



KAYE SHUMACK  

218 

1. Introduction 
If design is to play a role in shaping and influencing the development of 

more sustainable techno-social systems, a focus on the significant and active 
role of participants in co-producing change is critical. For social design, 
finding a way to prioritise the experience of diverse participants through 
approaches such as co-design is already well advanced. Sanders and 
Stappers describe user-oriented participatory design and co-designing as 
ΨŎǊŜŀǘƛƴƎ ƴŜǿ ŘƻƳŀƛƴǎ ƻŦ ŎƻƭƭŜŎǘƛǾŜ ŎǊŜŀǘƛǾƛǘȅΩ όнллуΣ ǇΦ рύΣ ǿƘŜǊŜ 
participants are not always experts, but bring with them a range of everyday 
perspectives to inform and shape a design context. Similarly, Action 
Research (Kemmis and McTaggart, 1988) offers a methodology for learning 
through doing, where iterative and cyclical stages of development are noted 
as key research findings. Catney et al. (2013) also argue for the need to 
include situated knowledge, as information understood in particular 
contexts (Nonaka, 1994) working on projects that seeking to change 
ōŜƘŀǾƛƻǳǊǎΦ ²Ƙƛƭǎǘ /ŀǘƴŜȅ Ŝǘ ŀƭΩǎ ǿƻǊƪ ǎŜŜƪǎ ǘƻ ǎƘƛŦǘ ǘƘŜ ōŜƘŀǾƛƻǳǊǎ ŀƴŘ 
practices of energy consumption, their emphasis on the role of situated 
knowledge working at a local level can be adapted more generally for other 
sustainability agendas.  

Social design is largely understood as an engagement with local 
communities towards sustainability, working with diverse stakeholder 
interests and practices. Social design projects however, are often 
problematic, especially when framed as top-down directives or project 
briefs that can foreclose participatory involvement or creativity. Whilst 
individuals, groups and institutions may be positive and well-meaning in 
proposing top-down approaches that seek to improve social situations, or 
change behaviours, habits and values, these approaches can be restrictive 
and constraining, raising questions about the value or purpose of the 
project itself. Within such projects, the role of the designer as a leader, 
researcher, or collaborator, can be problematic ς with often competing 
priorities and perspectives, the designer might merely service what was 
ŜȄǇŜŎǘŜŘ ōȅ ǘƘŜ ΨŎƭƛŜƴǘΩΣ ƻǊ ǇŜǊƘŀǇǎ ƛƳǇƻǎŜ ǘƘŜƛǊ ƻǿƴ ǾŀƭǳŜǎ ƻǊ ōŜƭƛŜŦǎ ƻƴǘƻ 
a community contextΦ Lƴ ǎƻƳŜ ŎŀǎŜǎΣ ǘƘŜ ΨōǊƛŜŦΩ ƛǎ ƻǇŜƴ ǘƻ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴΣ 
and the success of the project assessed on factors that may not be of great 
significance to the community group themselves. 

An alternative approach for design research and practice is proposed 
here as a standing aside from top-down approaches, towards engagement 
with participants in conversational learning, to identify shared social 
contexts and practices leading to new insights. Through structured and 
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informal conversations and dialogues with participants that foreground 
situated knowledge of the local and everyday, design researchers can work 
creatively and productively towards better understandings of social 
practices.  

This paper explores the above issues through reference to a case study 
about subuǊōŀƴ ŎƻƳƳǳƴƛǘȅ ƎŀǊŘŜƴǎ ό/DΩǎύΦ ¢ƘŜ ŎƻƳǇƭŜȄƛǘƛŜǎ ŀƴŘ ƛƴǘŜǊǇƭŀȅ 
of organisational relations, community interactions, expectations and the 
role of the designer, are discussed as complex political forces that influence 
and shape the initial direction of the project. The initial research produced 
design prototype outcomes that were not taken up by the client. The 
researchers then re-visited the research data gathered into an alternate 
project, where evaluations of images and participant conversations were 
able to reveal a much richer body of knowledge about the social practices 
and community knowledge networking taking place at each CG site. These 
approaches are shown to play a meaningful role in contributing to 
community debates and discussion, using creative communications to 
foreground the construction of meaning in the minds and hearts of 
participants. As Gibson-Graham et al comment: 
Ψ¢ƘŜ ǘƛƳŜǎ Ŏŀƭƭ ŦƻǊ ŜǘƘƛŎŀƭ ŀŎǘƛƻƴΦ ¢Ƙƛǎ ƳŜŀƴǎ ǘƘƛƴƪƛƴƎ ŀƴŘ ŀŎǘƛƴƎ ƛƴ ǘƘŜ 

economy with concern for others along with ourselves. It means thinking in 
ǘŜǊƳǎ ƻŦ ΨǿŜΩΣ ΨǳǎΩΣ ŀƴŘ ΨƻǳǊΩΦ Lǘ ƳŜŀƴǎ ƴƻǘ ǇǳǘǘƛƴƎ ŀƴ ŜƴŘ ǘƻ ǇŜǊǎƻƴŀƭ ŎƘƻƛŎŜΣ 
responsibility, or freedom but rather acknowledging that our individual 
decisions affect others, just as their decisions and actions affect us. As much 
as anything else, ethical action is a practice of adopting new habits ς habits 
of reflecting on our interconnections with others, approaching the new with 
an inquiring mind and an appreciative stance, trusting others as we jointly 
encounter a future of unknowns and uncertainties, and learning to allay our 
fears and conjure creativity.. by thinking ethically we can expand our 
ŎŀǇŀŎƛǘȅ ǘƻ ŀŎǘΦΩ όDƛōǎƻƴ-Graham et al. 2013, p. 18) 

2. Commoning as an ethical framework for 
building social practices 
Whilst a singular ǇŀǊŀŘƛƎƳ ŀōƻǳǘ ǘƘŜ ƳŜŀƴƛƴƎ ƻŦ ǘƘŜ ΨŎƻƳƳƻƴǎΩ ƛǎ ǎǘƛƭƭ 

being contested (Jeffrey et al. 2012, p. 10), the underlying principles of the 
commons, and commoning, provide critical and challenging perspectives 
about public and private dimensions of our social, cultural and biophysical 
planet. Commons literature offers a critique of global economy, and 
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commoning practices suggest that change can be informed by, and through, 
participant conversations about situated knowledge, that introduce shared 
understandings of shared social, cultural and biophysical knowledge global 
ǇǊŀŎǘƛŎŜǎ όhΩ/ƻƴƴŜƭƭΣ нлмнύΦ ²Ƙƛƭǎǘ ǘƘŜ ŎƻƳƳƻƴǎ ƳƻǾŜƳŜƴǘ ƻŦŦŜǊǎ ŀ ōǊƻŀŘ 
ranging theoretical framework for social analysis and future action, one 
aspect that is of key importance for design research is the rationale it offers 
for the interconnection of elements and relations between human and non-
human, material, physical, emotional and social phenomenon, similar to 
wŜŎƪǿƛǘȊΩǎ όнллнύ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ ǇǊŀŎǘƛŎŜ ǘƘŜƻǊȅΥ 
Ψ! ǇǊŀŎǘƛŎŜ ς a way of cooking, of consuming, of working, of 

investigating, of taking care of oneself or of others, etc. ς forms so to speak 
ŀ ΨōƭƻŎƪΩ ǿƘƻǎŜ ŜȄƛǎǘŜƴŎŜ ƴŜŎŜǎǎŀǊƛƭȅ ŘŜǇŜƴŘǎ ƻƴ ǘƘŜ ŜȄƛǎǘŜƴŎŜ ŀƴŘ ǎǇŜŎƛŦƛŎ 
interconnectedness of these elements, and which cannot be reduced to any 
one of these single elements.. A practice is thus a routinized way in which 
bodies are moved, objects are handled, subjects are treated, things are 
ŘŜǎŎǊƛōŜŘ ŀƴŘ ǘƘŜ ǿƻǊƭŘ ƛǎ ǳƴŘŜǊǎǘƻƻŘΦΩ όwŜŎƪǿƛǘȊΣ нллнΣ ǇΦ нрлύ 

Catney et al. (2012) discuss local and personal knowledge as situated in 
ǿƘŀǘ ǘƘŜȅ ŘŜǎŎǊƛōŜ ŀǎ ŀ ΨŎƻƳƳǳƴƛǘȅ ƪƴƻǿƭŜŘƎŜ ƴŜǘǿƻǊƪΩ ό/YbύΦ ¢ƘŜǎŜ ŀǊŜ 
existing communities of people who live and trust each other, grounded in 
contexts and personal relationships. Catney et al discuss the complexities of 
understanding different modes of knowledge in CKN research, drawing on 
theories about the differences between procedural and tacit knowledge 
(Ryle, 1949) and the differences outlined by Polyani (1966) between tacit 
and explicit knowledge. Whilst it is not possible in this paper to fully explore 
these concepts, I argue that the theoretical frameworks offered by Practice 
Theory and CKN have much to offer design research and practice wishing to 
engage with social and community contexts. With their focus on identifying 
social relations and everyday actions as practices within situated knowledge 
contexts, they provide a critique of interconnections between human and 
non-human elements that can be useful for design research seeking to 
initiate social change. As part of this approach, the role of the designer as 
active participant in the conversation is critical ς the designer is actively 
engaged through the process of conversation:  
Ψ9ƴƎŀƎƛƴƎ ƛƴ ŎƻƴǾŜǊǎŀǘƛƻƴ ƛƴ ǘƘŜ ŦƛŜƭŘ ŎƻƴǘŜȄǘ ŀƭƭƻǿǎ ǘƘŜǎŜ ŘȅƴŀƳƛŎǎ ǘƻ 

take shape in relation to a tangible location. As we shall see, the process of 
articulation itself helps participants to form ideas about the meaning of 
their experiences, and situate these in a broader historical and social 
context. The design researchers are also involved in the conversation; they 
relate their own experiences and generate their own theories about what is 
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being discussed, which are shared with the participants. In this way, the 
learning of the design researchers occurs on the ground, within the 
situation, rather than being imposed from above or (re) constructed from 
scratch (Findeli, 2001). The conversation, as Baker et al (2002) describe it, 
aspires to holism ς it draws others in and lights the environment up in 
particular ways, as a distinctively bounded, qualitatively situated 
placeΩόaŜƭƭƛŎƪ [ƻǇŜǎ ŀƴŘ {ƘǳƳŀŎƪΣ нлмнΣ ǇΦ мннύ. 

3. Understanding community garden sites as 
situated knowledge producing social capital 
Literature on community gardens highlights the importance of informal 

social activities that take place as forms of social capital, but little is known 
about the ways this happens over time and in place ς as the development of 
situated knowledge. In their study of a Melbourne CG, Kingsley and 
Townsend (2006) note the range of social cohesions taking shape in the CG 
setting that do not however, always extend beyond the CG setting in the 
early stages of development. They comment:  
Ψ¢Ƙƛǎ ǊŀƛǎŜǎ ŀ ǉǳŜǎǘƛƻƴ ŀōƻǳt the time required to develop high levels of 

ǎƻŎƛŀƭ ŎŀǇƛǘŀƭΣ ŀƴŘ Ǉƻƛƴǘǎ ǘƻ ǘƘŜ ƴŜŜŘ ŦƻǊ ŦǳǊǘƘŜǊ ǊŜǎŜŀǊŎƘ ƛƴǘƻ ΨǘƛƳŜΩ ŀƴŘ 
ΨǎǇŀŎŜΩ ŀǎǇŜŎǘǎ ƻŦ ŎƻƳƳǳƴƛǘȅ ƎŀǊŘŜƴǎΩ όǇΦ рнрύΦ  
Putnam (2000) and Woolcock (2001) refer to the most commonly used 
distinctions between forms of social capital as bonding, bridging, and 
linking. Each of these describes a network of relationships from the personal 
and local, to wider spheres of public connection and networking in public 
life. Bonding describes dense formations of interconnections and 
relationships; bridging spans across existing divides of class, and ethnicity, 
and linking is a more external interaction with the wider social and civic 
fabric. These relationships are seen as often complex and intangible webs of 
meaning that take place within and over time, place and space, connecting 
people with environments and contexts that can be difficult to capture in 
ǊŜǎŜŀǊŎƘΦ DƭƻǾŜǊΣ {ƘƛƴŜǿ ŀƴŘ tŀǊǊȅ όнллрύ ǘŜǊƳ ΨƭŜƛǎǳǊŜ ŜǇƛǎƻŘŜǎΩ ς the 
social time spent with others in the garden setting itself is the determining 
factor for production of social cohesion, regardless of food productivity or 
other factors. The significance of the local situated context, and the need to 
include a wide range of factors when considering best practice policy in 
community capacity building supports the need to engage with a diversity of 
stakeholders and participants.  
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3.1 Background to the community garden (CG) case study 
The CG case study started out as a research consultancy with a local 

Council. The approach ǿŀǎ ŜŦŦŜŎǘƛǾŜƭȅ ŀ ΨǘƻǇ ŘƻǿƴΩ ƛƴǘŜǊǾŜƴǘƛƻƴ ŦǊƻƳ 
Council that was to be carried out by a research team that included 
designers and urban geographers, with expertise and interest in producing 
research that could contribute to innovation in social co-management, and 
in the production of future scenarios specifically for the local CG context. 
The project was commissioned with broad and ambitious objectives that 
sought better understand the current state of relationships between Council 
and five selected community gardens in the local area. The brief asked the 
team to research the ways in which communications might be improved 
between the Council and the CG communities. The brief also asked for the 
findings to be presented as a written report and a prototype for a web site 
design that would support an existing, but informal Community Garden 
Network (CGN). The aim of the web site, if made active, would have been to 
further build a stronger and more viable local community gardens network.  

The research scope was agreed to focus on five very different CG sites ς 
each having a recognizable local community, and some with links to already 
established and council supported, Community Centres. Through the 
research process, each of the CG sites revealed a rich and vibrant 
community where small groups and individuals worked together, in a 
variety of ways that were not always productive or positive, but had at the 
core an interest and investment in a local CG site. Each site had its own 
history and ongoing problems, alongside different management structures 
and internal politics that often involved dominating personalities or 
conflicting agendas about how things should be done in the CG.  

The researchers became personally involved and supportive of the CG 
communities, and were constantly aware of the expectations that were 
building around what the project could deliver to the CG communities, as 
better or more resources from council, or improved access to existing 
facilities. As the project progressed, discussions and briefings with Council 
became somewhat problematic due to changes in staff managing the 
project from the Council, and a sense of shifting ground around what the 
project could deliver that might be of value to Council. Discussions with 
different Council groupings gave different perspectives about the difficulties 
in working with the institutional and regulatory environment. As a result, 
the research team became increasingly concerned about the viability of any 
meaningful outcome from the project, and in maintaining a sense of 
integrity with the Community Centre managers, as well as the CG groups 
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and individuals, who had given their time and energy to meet with the 
researchers, and made them welcome into the CG communities.  

The final report included a comprehensive summary of CG policy both 
nationally and internationally, as well as a focus on the issues and concerns 
of each of the five local CG sites as general points for what could be done to 
improve the communication systems. Final recommendations in the report 
included specific policy amendments about how CG sites could be better 
managed by Council as an institutional governance ς for example, to locate 
ǘƘŜ /D ǇƻǊǘŦƻƭƛƻ ƛƴǘƻ ǘƘŜ ΨtŀǊƪǎΩ ǎŜŎǘƛƻƴΣ ƭƛƴƪƛƴƎ ƛǘ ǿƛǘƘ ǎǳǇǇƻǊǘ ŦƻǊ ǇǳōƭƛŎ 
open spaces and facilities. The recommendations also included a suggestion 
that Council develop a transparent process and specific support activities for 
the initiation of new CG sites that are clear and usable for new and 
emerging groups.  

It is not clear what of the recommendations or research findings were 
adapted or considered by Council at the end of the consultancy. From a 
design perspective, the outcome was a future-oriented scenario, and took 
into account a wide and diverse range of Council, and CG community 
stakeholder views and practices. The implementation of the 
recommendations would have required Council to make changes to their 
policy frameworks, and also to begin to work more closely with other 
organisations in the CG sector. The shifts being recommended were 
relatively minor ones, but within the scope of the institutional setting and 
the solidity and immovability of processes and policies, they appear much 
larger and more difficult. In the interim, the CG sites continue to work as 
fairly isolated and mostly poorly resourced groups, dependent upon the 
commitment and largesse of local community for their success.  

At the end of the project, the design team was unhappy with the 
outcomes produced for the Council and felt that the value of the project had 
not been fully realized. After weeks of working with the CG participants, and 
spending time at the CG sites, the researchers had become aware of 
particular issues and problems at each of the sites. In some ways, the 
researchers felt that they had let down the CG participants, as their role had 
in some ways raised expectations of greater Council support that was not 
forthcoming. As a result, some CG participants were now even more 
suspicious and cynical about outside support and the role of Council in 
supporting the CG community.  

The very fact that these CG sites exist, however dysfunctional they may 
be, and that local participants interact there, offers a way to think about the 
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nature of the social practices and how these could inform or shape future 
change or innovation, at a local level. Putting aside the problems with the 
Council brief, the politics of the project, and the expectations of what was to 
be achieved, further reflection and evaluation of the commentary, personal 
stories and images gathered as research data provided an opportunity to re-
conceptualise the project, through placing importance on the conversations 
that took place during the research. These findings provide possibilities for 
new approaches, and for proposing ways in which the CG knowledge 
network could be supported to become more self-reliant and sustaining.  

3.2 Evaluating four conversational dialogues to reveal new 
knowledge 

The methodology used to evaluate the conversational dialogues is 
ŀŘŀǇǘŜŘ ŦǊƻƳ .ŀƪŜǊΣ WŜƴǎŜƴ ŀƴŘ YƻƭōΩǎ ŦƛǾŜ ƭŜŀǊƴƛƴƎ ŎƻƴǎǘǊǳŎǘǎΦ ¢ƘŜǎŜ ŀǊŜ 
conceptual framings for nuances of conversational dialogue, as it develops 
between participants. The authors describe the pairings as how learning 
takes place, through the tension of the interplay of opposites and 
contradictions: 

Apprehension/Comprehension: emotional intuitive knowledge- 
apprehension, and abstract concepts of information/knowledge ς 
comprehension. 

Reflection/Action: transforming experience through reflection into an 
action. 

Doing/Being: with reference to time, discursive processes of thinking are 
guided by linear time - events and actions that take place in real time, and 
recursive processes are guided by cyclical time ς ideas and concepts that 
keep recurring and which the individuals keep returning to.  

Inside Out/Outside In: The self-in-relation to others as a way of linking 
individuality and connection with others in shared understandings. 

Ranking/Linking: The structure of the reference group, the dynamics of 
ǇŀǊǘƛŎƛǇŀǘƛƻƴ ŀƴŘ ƻƴŜΩǎ ǇƭŀŎŜ ǿƛǘƘƛƴ ƛǘΦΩ ό.ŀƪŜǊΣ WŜƴǎŜƴ ŀƴŘ Kolb, 2002, p. 
52). 

These five learning constructs are useful tools for conversational 
analysis, as they offer a set of frames for locating the development, and 
emergence, of new ideas, as well as the potential links between elements 
that are described. The aim of these learning conversations is to generate a 
wide range of views, to open up dialogues, and find new ways of thinking 
about particular situations and contexts.  
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In applying this method of conversational analysis, the five frames are 
ǳǎŜŘ ǘƻ ƛŘŜƴǘƛŦȅ ǎǘŀƎŜǎ ƻŦ ƛŘŜŀǘƛƻƴΣ ǘƘŀǘ ŘƻƴΩǘ ǘŀƪŜ ǇƭŀŎŜ ƛƴ ŀ ƭƛƴŜŀǊ ǿŀȅΦ 
Rather, each conversation meanders and jumps across and through the 
stages and also may focus on one or other of the learning pairing frame. For 
ŜȄŀƳǇƭŜΣ ǿƛǘƘ ΨŀǇǇǊŜƘŜƴǎƛƻƴκŎƻƳǇǊŜƘŜƴǎƛƻƴΩ ς a dialogue may explore 
what is known (comprehension) alongside what problems may be perceived 
ǿƛǘƘ ǘƘŀǘ ƪƴƻǿƭŜŘƎŜ όΨŀǇǇǊŜƘŜƴǎƛƻƴΩύΦ ¢ƘŜ ŦǊŀƳŜ ΨǊŀƴƪƛƴƎκƭƛƴƪƛƴƎΩ ƛǎ ǳǎŜŦǳƭ 
as it provides a way for a conversant to locate their own personal identity 
ǇƭŀŎŜŘ ǿƛǘƘƛƴ ŀ ǿƛŘŜǊ ǎƻŎƛŀƭ ŎƻƴǘŜȄǘΦ {ƛƳƛƭŀǊƭȅΣ ǘƘŜ ǇŀƛǊƛƴƎ ΨƛƴǎƛŘŜ 
ƻǳǘκƻǳǘǎƛŘŜ ƛƴΩ ǇǊƻǾƛŘŜǎ ŀ ƳŜŀƴǎ ƻŦ ŎƻƴǘǊŀǎǘƛƴƎ ŀƴŘ ŎƻƳǇŀǊƛƴƎ ƛƴǘŜǊƴŀƭ ŀƴŘ 
external world systems and worldviews. TƘŜ ǇŀƛǊƛƴƎ ΨŘƻƛƴƎκōŜƛƴƎΩ ǊŜƭŀǘŜǎ ǘƻ 
an ontological space of being in the world, feeling empowered or not, with 
consideration of liveability and the value of experiential knowledge. The 
ǇŀƛǊƛƴƎ ΨǊŜŦƭŜŎǘƛƻƴκŀŎǘƛƻƴΩ ǇǊƻǾƛŘŜǎ ŀ ƳŜŀƴǎ ƻŦ ƳŀƪƛƴƎ ǎŜƴǎŜ ƻŦ ǘƘƛƴƎǎ ς of 
linking a reflective mode with an ensuing action that may inform or shape a 
particular problem.  

The process of mapping the conversational dialogues involves breaking 
down each transcript and loosely noting the instances of where each 
learning pairing occurs. Given the complexity and diversity of conversational 
dialogues there is no set pattern for this. However, in the context of this 
particular project a set of questions are a useful starting point for each 
conversation. These provided a jumping-off point, for the development of 
each dialogue as a unique instance of the development of commonality 
through dialogue. The breaking down of conversational themes into these 
five pairings provides a way of reading the texts as emergent forms of 
design thinking, as instances of co-designing. What can emerge from this 
analysis is an understanding of emergent themes across a set of 
conversations around specific issues. As well as noting the big picture 
themes being explored, the small details that arise through the dialogue can 
be significant. These can be sparks for new thinking, and shift the 
conversational flow as it develops.  

The following table shows the breaking down of four conversations into 
the learning pairings. This demonstrates the flexibility and fluidity of the 
pairings as frames for locating different modes of thought, action and 
reflection. The four interview subjects include a Council employee, two 
volunteer CG members, and one Mandarin interpreter speaking for the 
volunteer CG members.  
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Table 1  Summary of 4 participant learning conversations. 

Conversational excerpt #1 with Council project worker 

Researcher: Can you give a brief overview of your role with the Council and 
ǘƘŜ /DΩǎΚ  
Participant: My role is as an interpreter and liaison with council processes and 
barriers. I often help meet with different sections of council and help sort out 
their problems and blockages. Mostly council are concerned about governance 
and insurance issues, and a lot of that can be sorted out through the garden 
group being linked to a community centre.  

 
 
 
Ranking/ 
linking 

Researcher: Can you give an example of how the community centre links can 
help in day to day running of the gardens? 
tŀǊǘƛŎƛǇŀƴǘΥ LǘΩǎ ƛƳǇƻǊǘŀƴǘ ǘƻ ƘŀǾŜ ŀ ƭŜŀŘ ŀƎŜƴŎȅ ǿƘŜƴ ȅƻǳ ŀǊŜ ǎŜǘǘƛƴƎ ǳǇ ŀ 
new garden, as there is somewhere to meet and a way to manage how things 
are going. It is a designated park, a recreational use of public land. So it should 
be under parks. Water is being used like you would water a football field 
ǊŜŀƭƭȅΣ ǿƘŀǘΩǎ ǘƘŜ ŘƛŦŦŜǊŜƴŎŜ? There is not actual membership fee, but a $30 
key deposit. 
I had a discussion with them about a payment system of time spent in the 
ƎŀǊŘŜƴΣ ƴƻǘ ŎŀǎƘΣ ōǳǘ ǘƘŀǘ ǿŀǎƴΩǘ ǎŜŜƴ ŀǎ ŀ ƎƻƻŘ ƛŘŜŀΦ !ƴȅƘƻǿΣ ȅƻǳ Ŏŀƴ ŀƭǿŀȅǎ 
pick up a key from the Community Centre to get in. Council insisted on the 
fence around that garden, and the residents also wanted it. Yes it does look 
ƭƛƪŜ ƴƻǿ ƛǘΩǎ ŀ ǇǊƛǾŀǘŜ ǇƭŀŎŜΣ ōǳǘ ŜǾŜǊȅƻƴŜ ƪƴƻǿǎ Ƙƻǿ ǘƻ ƎŜǘ ŀŎŎŜǎǎ ƛŦ ǘƘŜȅ 
ƴŜŜŘ ǘƻΦ ¢ƘŜ ǇǊƻōƭŜƳ ƛǎ ǘƘŀǘ ƛǘΩǎ ŀ ǉǳƛŜǘ ǎǘǊŜŜǘΣ ŀƴŘ ǇŜƻǇƭŜ ƎŜǘ ƘŜǊŜ ōȅ car or 
public transport.  

 
 
Apprehension/ 
comprehension 
 
 
 
 
 
 
Reflection/ 
action 

Researcher: So have the garden groups received grant funding from different 
sources? 
Participant: The gardeners have received money for the project from different 
ŦǳƴŘƛƴƎ ǎƻǳǊŎŜǎ ƛƴŎƭǳŘƛƴƎ ǘƘŜ ƎƻǾŜǊƴƳŜƴǘΣ ŀƴŘ ŀƭǎƻ ŦǊƻƳ ƛƴŘǳǎǘǊȅΦ ¢ƘŀǘΩǎ 
another benefit from being linked to a Community Group. The problem is that 
ǘƘŜ ŎƻƳƳǳƴƛǘȅ ƎŀǊŘŜƴǎ ŀǊŜƴΩǘ ƛƴ ŀƴȅƻƴŜΩǎ ŀŎǘǳŀƭ ǇƻǊǘŦƻƭƛƻ ς it could easily slip 
ƻŦŦ ǘƘŜ ŀƎŜƴŘŀΦ LǘΩǎ ƴƻǘ ƛƴ Ƴȅ ǇƻǊǘŦƻƭƛƻ ŀǎ ǎǳŎƘΣ ōǳǘ L ǎǳǇǇƻǊǘ ǘƘŜƳ ǘƻ ƎŜǘ 
established. It should be in Open Parks portfolio, their background is in 
ƭŀƴŘǎŎŀǇŜ ŀƴŘ ŜƴǾƛǊƻƴƳŜƴǘΣ ōǳǘ ǘƘŜȅ ŘƻƴΩǘ ƘŀǾŜ ŜƴǾƛǊƻƴmental education.  
¢ƘŜ ǿŀȅ ǘƘƛƴƎǎ ƎŜǘ ŘƻƴŜ ŀǘ /ƻǳƴŎƛƭ ƛǎ ōŀǎŜŘ ŀ ƭƻǘ ƻƴ ǇŜǊǎƻƴŀƭƛǘƛŜǎΦ ¢ƘŜȅΩǊŜ ǾŜǊȅ 
busy, but the current coordinator was keen to get that garden started so 
helped set it up. They do have a common liaison officer who looks after 
meetings buǘ ǘƘŜȅ ǿƻǳƭŘƴΩǘ ǊŜŀƭƭȅ ƘŀǾŜ ǘƘŜ ǎƪƛƭƭǎ ǘƻ ƘŜƭǇ ƳǳŎƘΦ 

 
 
 
 
Ranking/ 
linking 
 
 
 
 
Doing/ 
being 

Researcher: What happens when conflicts arise with the Community Centres 
and the gardeners? Who helps out with that? And what was the role of Council 
in setting up this garden network idea?  
Participant: I was called in to help out by the manager of the Community 
Centre to resolve a conflict. I could do it as I have the skills, but not everyone 
knows how to do this. At the end of the day, so much comes down to 
personalities. I initiated this garden network idea to get people talking 
together, to show off their gardens. The idea for the community network is 
that they meet four times a year ς once for each season. They have the chance 
to apply for funding from different sources. I arranged to get some funding for 
the bus trip, and it was a great success! A fantastic community spirit! After the 

 
 
 
Reflection/ 
Action 
 
 
 
Apprehension/ 
comprehension 
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bus tour, you could actually see their passion to support each other. It worked 
so well as it was relational. 

There is so much that they could do if they worked together. For example, we 
could be bulk purchasing soil, seedlings, and fertilizer. We could buy 200 
seedlings for $20 ς we could go and get 6 different types and divide them up 
between the gardens. One of the things I was keen to see for the network was 
Gardener of the Month ς sort of like a profile of someone that gave a sense of 
their history, what they grow, how they like to garden and things like that. We 
ŎƻǳƭŘ ŀƭǎƻ ƘŀǾŜ ŀ ŎŀƭŜƴŘŀǊ ƻŦ ŜǾŜƴǘǎΣ ǎƻ ǇŜƻǇƭŜ ǿƻǳƭŘ ƪƴƻǿ ǿƘŀǘΩǎ ŎƻƳƛƴƎ ǳǇΦ  

 
Reflection/  
action 

Conversation excerpt #2 with local gardener 

Researcher: So how long have you been involved in community gardening?  
tŀǊǘƛŎƛǇŀƴǘΥ LΩǾŜ ōŜŜƴ ƎǊƻǿƛƴƎ ƻǊƎŀƴƛŎ ŦǊǳƛǘ ŀƴŘ ǾŜƎƎƛŜǎ ŦƻǊ ƻǾŜǊ нл ȅŜŀǊǎ ƴƻǿΦ 
I used to grow 40 acres of it up on the north coast. A lot of that was sold down 
ǘƻ {ȅŘƴŜȅΦ bƻǿŀŘŀȅǎ L ƎǊƻǿ ŀǘ ƭŜŀǎǘ ул҈ ƻŦ ǿƘŀǘ L Ŝŀǘ ǎǘƛƭƭΣ ǎƻ ǘƘŀǘΩǎ ǎǘill pretty 
ƎƻƻŘ ƎƻƛƴƎΦ ²ŜΩǊŜ ŀǘ ŀ ŎǊƻǎǎǊƻŀŘǎ ƴƻǿ ǿƛǘƘ ǘƘŜ ǿŀȅ ǘƘƛƴƎǎ ŀǊŜ ƎƻƛƴƎΦ [ƻƻƪ ŀǘ 
how we get most of our food now ς from the supermarket! We could be doing 
so much more growing our own food ς well not all of it, but at least giving it a 
go and sharing what we grow. Of course, we also need to think about the 
problems of growing food on roads and in places where the soil is poor quality. 
[ƻƻƪ ŀǘ ŀƭƭ ǘƘƻǎŜ ƘƻǳǎŜǎ ǿƛǘƘ ƭŀǊƎŜ ȅŀǊŘǎ ǿƘŜǊŜ ƛǘΩǎ ŀƭƭ ŎƻƴŎǊŜǘŜŘ ς to dig that 
up would be a big job. You also have many places where there is so much DDT 
sprayed ς none should be growing food there. But over time, the soil could be 
improved.  

 
 
Doing/ 
Being 
 
 
Reflection/  
Action 
 
 
Ranking/ 
Linking 
 
Reflection/  
Action 
 

Researcher: What kinds of things could be done more as a garden network do 
you think?  
Participant: If we were bulk purchasing say, of lucerne, we could be working 
on remediating areas of poor soil, and gradually things would improve. We 
should be talking to council about how they could make corridors for green 
waste collection ς all the grass clippings they have each week, could be used 
for a community composting system. People could go there and bring their 
own grass clippings and home composts. This would be a fantastic way to start 
ǘƻ ŎƘŀƴƎŜ ǇŜƻǇƭŜΩǎ ŀǘǘƛǘǳŘŜǎ ς for a start they would start to understand how 
good soil is made! We should be thinking about a good rich soil as a river of 
gold! We could be exporting our compost and good soil to other councils. It 
could become a really good small industry to support small-scale local 
gardening.  

 
 
 
 
 
Reflection/  
Action 
 
 
Inside out/ 
outside in 
 

Researcher: So how does the garden impact on the local suburb ς can you see 
a connection between the garden site and other parks sites around here?  
Participant: We should be growing low maintenance fruit trees to attract birds 
and other wildlife to the area, using the parks as a green belt rather than 
seeing them as individual spaces. We should be seeing the city, and this 
suburb, as part of a much bigger urban environment.  

 
 
 
 
Inside out/ 
outside in 

Conversation excerpt # 3 with local gardener  

Researcher: So tell us about your work here with the school garden, and how 
ƭƻƴƎ ȅƻǳΩǾŜ ōŜŜƴ ƛƴǾƻƭǾŜŘΦ 

 
 



KAYE SHUMACK  

228 

tŀǊǘƛŎƛǇŀƴǘΥ !ŎǘǳŀƭƭȅΣ LΩƳ ŀ ǊŜǘƛǊŜŘ ǘǊǳŎƪ ŘǊƛǾŜǊΣ ŀƴŘ L Ƨǳǎǘ ƭƛǾŜ ŀŎǊƻǎǎ ǘƘŜǊŜΦ hǳǊ 
ƎŀǊŘŜƴ ƭŀƴŘ ƛǎ ŀŎǘǳŀƭƭȅ ƻǿƴŜŘ ōȅ ǘƘŜ ǎŎƘƻƻƭ ǘƘŜǊŜΦ 9ŀŎƘ ǘƛƳŜ ǘƘŜǊŜΩǎ ŀ ƴŜǿ 
principal things change. The kids are actually by law only allowed to come here 
if they are being supervised by a teacher that is usually fine. We grow a lot of 
herbs and veggies, mostly we give it away to the kids and their families. Lots of 
the kids have ǘƘŜƛǊ ƻǿƴ ǎƳŀƭƭ Ǉƭƻǘ ŦƻǊ ǇƭŀƴǘǎΦ {ƻƳŜǘƛƳŜǎ ǘƘŜȅ Ƨǳǎǘ ŘƻƴΩǘ ƪƴƻǿ 
ǿƘŀǘ ǘƻ ǇƭŀƴǘΣ ƻǊ ŘƻƴΩǘ ƘŀǾŜ ŀƴȅǘƘƛƴƎ ǘƻ ǇƭŀƴǘΦ ²Ŝƭƭ ƻƴŜ ƪƛŘΣ ƘŜ Ƨǳǎǘ ǿŜƴǘ ŀƴŘ 
planted one of everything he could find ς one onion, one tomato, one parsley. 
IŜ ŘƛŘƴΩǘ ŎŀǊŜ ƛǘ ǿŀǎ Ƨǳǎǘ ǎƻ ƘŜ Ƙad his own little garden. He loved watering 
them and coming to see how they were going.  
 

 
 
Doing/ 
Being 
 
 
Apprehension/ 
comprehension 
 

Researcher: I guess the kids are learning about failures as well as when things 
grow well.. 
Participant: Pumpkins are always easy to grow, and they can get so big. One 
year we had the idea for the kids to enter their pumpkins in the Royal Easter 
Show. The kids grew them, but they got some kind of fungus and were ruined, 
ƳŀȅōŜ ǘƘŜȅ ŘƛŘƴΩǘ ǊŜŀƭƭȅ ƪnow how to look after them. Well I had taken some 
of the smaller pumpkins to my place and had them under the house. I got 
them out and they were fine ς well the kids had grown them all, so I thought 
ƭŜǘΩǎ ŜƴǘŜǊ ǘƘŜǎŜ ƻƴŜǎΦ ²Ŝƭƭ ŀƴȅǿŀȅΣ ǿŜ ŘƛŘƴΩǘ ƎŜǘ ǘƘŜ Ǉŀperwork done in 
time, and the kids were really disappointed. On the day I just drove the 
pumpkins into the Show, and I was going to speak to the organisers about how 
ǘƘŜ ƪƛŘǎ ƘŀŘ ƎǊƻǿƴ ǘƘŜƳ ŀƴŘ ǿŜ ǿŜǊŜ ǎƻ ǇǊƻǳŘ ƻŦ ǘƘŜƳΣ ōǳǘ ǿŜ ŘƛŘƴΩǘ ƎŜǘ ƻǳǊ 
paperwork done, well anyway, the paperwork somehow got done, and they 
took our pumpkins. We had no chance of winning of anything, but boy the kids 
got a big thrill from seeing their pumpkins in the exhibition!  

 
 
 
Reflection/  
Action 
 
 
 
 
 
 
 
 
Doing/ 
Being 
 

Researcher: So does the school encourage others in the community to come 
along and volunteer? Is that a good support as well?  
Participant: One year the school arranged for some corporate group to come 
and do volunteer work here. Well they all arrived in their new t-shirts and with 
ǘƘŜƛǊ ƭǳƴŎƘŜǎ ŀƭƭ ƭŀƛŘ ƻƴΦ ¢ƘŜȅ ƳŀŘŜ ŀ ƘǳƎŜ ƳŜǎǎ ŀƴŘ ŘƛŘƴΩǘ ŀǎƪ ǳǎ ǿƘŀǘ 
needed doing. They pulled out some of our seedlings, and left all their rubbish 
stacked up in the compost bins. It took us ages to clear them out. Another 
time the council were digging up the street for something, and there was a 
whole lot of soil left over. We went and asked them if they could dump it over 
where we could get it. Now we have a good compost system going with lots of 
fresh worms and its lovely. 

 
 
 
 
Ranking/ 
linking 
 

Conversation excerpt #4 with Chinese interpreter and gardeners 

Researcher: What do the gardens mostly grow, and how often do they come 
down to the garden - it looks as though they are here fairly often 
Participant: They mostly grow Chinese vegetables like choy-sum, and lettuce. 
They come here twice a day, in the morning for watering, and then before 
dinner they come back. They are all immigrants; they have been here for over 
мл ȅŜŀǊǎΣ ƭƛǾƛƴƎ ƛƴ ǘƘŜ ōƭƻŎƪǎ ŀǊƻǳƴŘ ƘŜǊŜΦ ¢ƘŜǊŜ ŀǊŜƴΩǘ Ƴŀƴȅ ŎƘŀƛǊǎΣ ōǳǘ ǘƘŀǘΩǎ 
ok ς they want more garden beds! They have had their beds for a long time. 
 There is a rule ς ƛŦ ǎƻƳŜƻƴŜ ŘƻŜǎƴΩǘ Ǉƭŀƴǘ ŦƻǊ о ƳƻƴǘƘǎΣ ǘƘŜȅ ƭƻǎŜ ǘƘŜƛǊ ōŜŘΦ 
Every season is different for planting things. The biggest problem is with the 
sƻƛƭΣ ǘƘŜȅ ŘƻƴΩǘ ƪƴƻǿ Ƙƻǿ ǘƻ ƳŀƪŜ ƛǘ ōŜǘǘŜǊΦ ¢ƘŜȅ ōǊƛƴƎ ǘƘŜƛǊ ƻǿƴ ŦƻƻŘ ǎŎǊŀǇǎ 

 
 
 
Apprehension/ 
comprehension 
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down, and have some fertilizer. But it would be good if there could be some 
workshops or training about how to do better composting. Sometimes they 
ŘƻƴΩǘ ƎǊƻǿ ƳǳŎƘΣ ōǳǘ ƛǘǎ ƎǊŜŀǘ just coming down and being here.  

Reflection/  
Action 
 

 
Using this method of conversation analysis provides a way to succinctly 

capture key moments of insight that emerge as a result of the 
conversational flow of dialogue. The kinds of reflection, the detailing of 
personal histories and knowledge, and the suggestions about future 
possibilities for the Council to consider are key emerging themes. This is a 
body of new knowledge that has been created as a result of the interactions 
of the design researchers with the community participants. Figure 1 shows 
the process of interactions as a social space at the CG sites, where a level of 
informality and a shared interest in the processes of community gardening 
contribute to a common interest. 

    

Figure 1 community garden as social learning commons. 

4. Conclusion  
The four conversational excerpts described above provide a variety of 

suggestions and reflections for future action, and change as knowledge that 
is shared and co-produced by the design researchers and CG participants. 

These include suggestions for how to do things more effectively, 
problems at specific garden locations, as well as suggestions about ways 
things could be better organised through careful and considered relational 
planning in the future. From the perspective of design research, the insights 
provided by the conversations provide a rich starting point for further 
potential work with the CG community, as possible initiatives that could be 
developed in informal ways. For example, the idea of bulk purchasing of soil, 
seedlings and lucerne, for sharing amongst the CG sites and gardeners, 
through facilitating links with nurseries and garden suppliers. Another 
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activity could be facilitating workshops about composting and soil 
maintenance practices. The role of the designer here could be to work as a 
creative driver of future activities based on conversational learning with the 
participants and stakeholders. These exchanges are shared and co-owned 
forms of knowledge commons, that are based on engagements with the 
interconnectedness of people, places and things in the world. 
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¢Ƙƛǎ ǇŀǇŜǊ ǊŜǾƛǎƛǘǎ IŀƴƴŀƘ !ǊŜƴŘǘΩǎ όмфруύ ƴƻǘƛƻƴ ƻŦ ŀ Ψ{ǇŀŎŜ ƻŦ 
!ǇǇŜŀǊŀƴŎŜΩ ŀǎ ǘƘŜ ŦƻǳƴŘŀǘƛƻƴ ƻŦ ŀ ǇǳōƭƛŎ ǊŜŀƭƳ ǿƛǘƘƛƴ ǿƘƛŎƘ ŎƛǘƛȊŜƴǎ 
identify, debate and create civic values. However, in the six decades since 
!ǊŜƴŘǘΩǎ ǿƻǊƪ ŦƛǊǎǘ ŀǇǇŜŀǊŜŘΣ ƛǘ Ƙŀǎ ōŜŜƴ ǊŜǇŜŀǘŜŘƭȅ ŀǎǎŜǊǘŜŘ ǘƘŀǘ ŜƳŜǊƎƛƴƎ 
information and communication technologies (ICT) will render physical public 
or civic space obsolete. By re-ǊŜŀŘƛƴƎ !ǊŜƴŘǘΩǎ ǎǇŀŎŜ ƻŦ ŀǇǇŜŀǊŀƴŎŜ ƛƴ ƭƛƎƘǘ ƻŦ 
the development of mobile ICT, this paper will propose new possibilities for a 
new understanding of the space of appearance, capable of fostering new 
forms of civic engagement for our post-digital age.  

We present four design projects that explore the practical, trans-
disciplinary implications, disruptions and potentials afforded by pervasive ICT 
for distributed, micro-level, decision-making (citizenship) in Auckland, New 
Zealand. 

Keywords: Space of appearance; digital citizenship; ŎƛǘƛȊŜƴǎΩ ǾŀƭǳŜǎ 

Introduction  
In The Human Condition (1958), Hannah Arendt maintained that our very 

sense of reality is dependent upon the presence and mutual apprehension 
of others. CƻǊ ƘŜǊΣ ǘƘŜ ŎǊŜŀǘƛƻƴ ƻŦ ŎƛǘƛȊŜƴǎΩ ǾŀƭǳŜǎ ƛǎ ŎƻƴŎŜƛǾŜŘ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ 
the Greek notion of the polis, where citizens gather or appear to one 
another, face-to-face. However, this polis is not just a physical space per se, 
but rather is simultaneously the locus of political speech and action as well 
as the expression of the ethos or values of the public realm that emerge as 
ǘƘŜ ǊŜǎǳƭǘ ƻŦ ƘǳƳŀƴ ƛƴǘŜǊŀŎǘƛƻƴΦ Lǘ ƛǎΣ ǘƘǳǎΣ ΨǘƘŜ ǎǇŀŎŜ ƻŦ ŀǇǇŜŀǊŀƴŎŜ ƛƴ ǘƘŜ 
ǿƛŘŜǎǘ ǎŜƴǎŜ ƻŦ ǘƘŜ ǿƻǊŘΩ ό!ǊŜƴŘǘΣ мфруΣ ǇΦ мфуύΣ ŎƻƴǎǘƛǘǳǘŜd by both people 
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and place. However, Arendt was also aware of the difficulties of adapting 
this classical model to the societies of the 20th century;  
Ψ¢ƘŜ ǇǳōƭƛŎ ǊŜŀƭƳΣ ŀǎ ǘƘŜ ŎƻƳƳƻƴ ǊŜŀƭƳΣ ƎŀǘƘŜǊǎ ǳǎ ǘƻƎŜǘƘŜǊ ŀƴŘ ȅŜǘ 

prevents us from falling over each other, so to speak. What makes mass 
society so difficult to bear is not the number of people involved, or at least 
not primarily, but the fact that the world between them has lost its power 
ǘƻ ƎŀǘƘŜǊ ǘƘŜƳ ǘƻƎŜǘƘŜǊΣ ǘƻ ǊŜƭŀǘŜ ŀƴŘ ǘƻ ǎŜǇŀǊŀǘŜ ǘƘŜƳΦΩΟ(ibid, p. 52-53) 

While Arendt, a philosopher and political theorist, did not address the 
design or spatial characteristics of this public realm in which citizens were to 
be gathered together, she was nevertheless acutely aware of the necessity 
for this conceptual spŀŎŜ ŀƭǎƻ ǘƻ ōŜ ƳŀŘŜ ŎƻƴŎǊŜǘŜΣ ƻǊ ΨǘŀƴƎƛōƭŜΩΦ  
Ψ¢ƘŜ ǿƘƻƭŜ ŦŀŎǘǳŀƭ ǿƻǊƭŘ ƻŦ ƘǳƳŀƴ ŀŦŦŀƛǊǎ ŘŜǇŜƴŘǎ ŦƻǊ ƛǘǎ ǊŜŀƭƛǘȅ ŀƴŘ 

continued existence, first, upon the presence of others who have seen and 
heard and will remember, and, second, on the transformation of the 
ƛƴǘŀƴƎƛōƭŜ ƛƴǘƻ ǘƘŜ ǘŀƴƎƛōƛƭƛǘȅ ƻŦ ǘƘƛƴƎǎΩΦ όƛōƛŘΣ p. 95) 

By recognizing this interdependence of people, place and things, Arendt 
draws our attention to the critical importance of both technology and 
design in the creation of civic values.  
{ƛƴŎŜ !ǊŜƴŘǘΩǎ time, social change and the rapid development of 

ubiquitous ICT has transformed traditional typologies and tenets of civic 
ǎǇŀŎŜΦ !ǎ !ǊŜƴŘǘΩǎ ΨƳŀǎǎ ǎƻŎƛŜǘȅΩ Ƙŀǎ ōŜŎƻƳŜ ŜǾŜǊ ƳƻǊŜ ŘƛǾŜǊǎŜ ŀƴŘ 
fragmented, relations of people and place have been progressively 
challenged, subsumed or replaced by abstract, technologically-mediated 
forms of immaterial cultural production and consumption.  

In this paper we argue that this shift is most apparent in the urban public 
realm, where exposure to diverse social and cultural values has historically 
been a marked feature of daily life. If we accept, for now, the notion that 
the city has historically provided a model of the gathering function of the 
public realm, then what might characterise the legitimate model for our 
emerging post-ICT space of appearance? It also has historically been 
charged with creating both virtual (conceptual) and physical (as built 
material) expression of the values of civic institutions, states or corporate 
ōƻŘƛŜǎΦ !ǊŜƴŘǘΩǎ ƳŜǘŀǇƘƻǊǎ ƻŦ ǎǇŀŎŜ ŀƴŘ ǎǘǊucture suggest an architectonic 
conceptual framing. Architecture, as a discipline, deals with complex and 
nuanced boundaries and thresholds, particularly between public and 
ǇǊƛǾŀǘŜΦ CƻǊ ǳǎΣ ŀƴ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǳǊōŀƴ ŀǊŎƘƛǘŜŎǘǳǊŜ ŀǎ Ψōǳƛƭǘ 
ƳŜǘŀǇƘȅǎƛŎǎΩ ƻŦŦŜrs considerable scope to explore the notion of collective 
values through spatial design metaphors. More specifically, we also ask 
whether it is now possible to create a new, post-digital space of appearance 
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that affords historically unavailable levels of participation and decision-
making for all individuals, via distributed, micro-level public platforms. 

The dematerialization and re-materialization of civic space 
In writing about the structural transformation of the public sphere from 

the 18
th
 century into the 20

th
, Jurgen Habermas (1962; 1988) has already 

ŎƘŀƭƭŜƴƎŜŘ ǘƘŜ ŎǳǊǊŜƴŎȅ ƻŦ !ǊŜƴŘǘΩǎ ƳŜǘŀǇƘƻǊ ƻŦ ǘƘŜ ǇǳōƭƛŎ ǊŜŀƭƳ ŀǎ ŀ Ǿƛǎǳŀƭ 
phenomenon that requires citizens to see and be seen in order to be heard. 
Habermas argues that, since the Enlightenment and particularly with the 
advent of modernity, the public realm is already disembodied as citizens 
have evolved into a virtual community of authors, readers and writers, who 
do not need to be present to one another physically.  

More recent commentators have argued that ICT now creates another 
level of disembodiment, resulting in a further dematerialization or even dis-
appearance of public space. Hampton (2010), suggests that contemporary 
mobile wireless devices have significantly altered the dynamics and 
ǇƻǎǎƛōƛƭƛǘƛŜǎ ƻŦ ǇǊŜǎŜƴŎŜ ƻǊ ƛƴǘŜǊŀŎǘƛƻƴ ƛƴ ǇǳōƭƛŎ ǎǇŀŎŜǎΣ ΨǿƘŜǊŜ ǘƘŜ ǊŜŘǳŎŜŘ 
attention to surroundings, in the form of people-watching, a focus on 
private, head-down activities, and limited response to stimuli from the 
environment suggest that wireless Internet users are exposed to 
ǎƛƎƴƛŦƛŎŀƴǘƭȅ ƭŜǎǎ ǎƻŎƛŀƭ ŘƛǾŜǊǎƛǘȅ ƛƴ ǳǊōŀƴ ǇǳōƭƛŎ ǎǇŀŎŜǎΧΩ όIŀƳǇǘƻƴΣ нлмлΤ ǇΦ 
713). At first glance, this increased focus on the individual experience at the 
expense of wider environmental or human interaction seems to create a 
ǇǊƛǾŀǘƛǎŜŘ ΨǎǇŀŎŜ ƻŦ ŘƛǎǘǊŀŎǘƛƻƴΩό.ŜƴƧŀƳƛƴΣ мфсфύΣ ŜȄǘŜƴŘƛƴƎ ǘƘŜ ǎŜƴǎƻǊȅ 
ŘƛǎƭƻŎŀǘƛƻƴ ōŜȅƻƴŘ ǘƘŜ ǾƛǎǳŀƭΣ ŦǳǊǘƘŜǊ ŎƻƳǇǊƻƳƛǎƛƴƎ !ǊŜƴŘǘΩǎ ǇǳōƭƛŎ ǎǇŀŎŜ 
of appearance. 

Other products of digital culture are also predicated on cognitive, 
typological and topological shifts from physical to virtual modes of 
connectivity and presence. Examples range from Neuromancer (Gibson, 
мфупύΣ ŀ ƴƻǾŜƭ ǘƘŀǘ ǇƻǇǳƭŀǊƛȊŜŘ ǘƘŜ ƴƻǘƛƻƴ ƻŦ ŀƴ ƛƳƳŜǊǎƛǾŜ ΨŎȅōŜǊǎǇŀŎŜΩ ŀǎ ŀ 
de-facto term for the world-wide web, to the film Her (Jonze, 2013), 
portraying affective relationships between humans and artificial intelligence 
operating systems. 
¸Ŝǘ ǎǳŎƘ ǇǊƻŘǳŎǘǎ ŀƭǎƻ ŎƘŀƭƭŜƴƎŜ ŜŀǊƭƛŜǊ ŘƛǎŎƻǳǊǎŜǎ ƻŦ ΨŘŜ-

ƳŀǘŜǊƛŀƭƛȊŀǘƛƻƴΩ ƻŦ ǎǇŀŎŜ ŀƴŘ ǇƭŀŎŜΣ ōȅ ǎǳƎƎŜǎǘƛƴƎ ǘƘŀǘ ǘƘŜ ŜŦŦŜŎǘǎ ƻŦ 
pervasive ICT need not be predicated on often naive utopian /dystopian 
distinctions between public and private domains. In this paper, we 
ŀŎƪƴƻǿƭŜŘƎŜ ǘƘƛǎ ŀƭǘŜǊŜŘΣ ȅŜǘ ǎǘƛƭƭ ǾŜǊȅ ΨƳŀǘŜǊƛŀƭΩ ǉǳŀƭƛǘȅ ƻŦ L/¢ ŀƴŘ ŘƛƎƛǘŀƭ 
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media. Recent events unfolding in different cultural territories serve to 
deepen this understanding of more subtly mediated concepts of materiality, 
ǾŀƭǳŜǎ ŀƴŘ ŎƛǘƛȊŜƴǎƘƛǇΦ Lƴ bŜǿ ¸ƻǊƪΩǎ ½ǳŎŎƻǘǘƛ tŀǊƪΣ ǘƘŜ hŎŎǳǇȅ ²ŀƭƭ {ǘǊŜŜǘ 
movement created a hybrid local/global forum for a debate civic values, as 
did the recent protests in Gezi Park in Istanbul, Turkey. In both these 
situations physical place and digital media became entangled, and the 
binary polarisation of private and public by which we routinely describe our 
engagement through digital media has been found wanting. The 
relationship between public space and digital media is thus in urgent need 
of revalidation. Design is a useful lens through which to gain perspective on 
more nuanced concepts of public and private and the liminal thresholds 
between the two.  

Digital citizenship, values and participation in 
Auckland, New Zealand. 
[ƻŎŀǘŜŘ ƻƴ ǘƘŜ ŜŘƎŜ ƻŦ ǘƘŜ ƎƭƻōŜΣ !ǳŎƪƭŀƴŘΣ ǘƘŜ ΨCƛǊǎǘ /ƛǘȅ ƻŦ ǘƘŜ tŀŎƛŦƛŎΩ 

is governed by the largest council in Australasia, with NZ $29 billion of 
assets, a NZ $3 billion annual budget, and approximately 8,000 employees.

 1
 

Demographic and economic projections suggest that the population will 
reach 2.5 million by 2040. Whilst modest by global standards, this 
represents 40% of the total NZ population and the majority of indigenous 
aŀƻǊƛΣ tŀŎƛŦƛŎκtƻƭȅƴŜǎƛŀƴ ŀƴŘ ΨƴŜǿ ǎŜǘǘƭŜǊΩ ŎƛǘƛȊŜƴǎΣ рл҈ ƻŦ ǿƘƻƳ ŀǊŜ ǳƴŘŜǊ 
нрΦ ²Ƙŀǘ ƛǎ ŀǘ ǎǘŀƪŜ ƛƴ ǘƘƛǎ ΨtŀŎƛŦƛŎ /ƛǘȅΩ ŘƛǎŎƻǳǊǎŜ ƛǎ ƴƻǘ ƻƴƭȅ ǘƘŜ long-term 
equity and sustainability of any political, cultural, environmental or 
economic values of citizenship, but also the speculative/anticipatory 
potential of design to create a pluralistic civic space of appearance and 
participation.  
¢ƘŜ ŎƛǘȅΣ ƛƴŎǊŜŀǎƛƴƎƭȅ ǳƴŘŜǊǎǘƻƻŘ ŀǎ ŀ ŎƻƳǇƭŜȄΣ ŜƳŜǊƎƛƴƎ ΨǎȅǎǘŜƳ ƻŦ 

ǎȅǎǘŜƳǎΩ ό.ŀǘǘy, 2013) simultaneously hosts, creates and reflects the values 
of diverse, overlapping, political, social, techno-scientific, economic, artistic 
and cultural communities. Yet city-making ς as a civic, multi-disciplinary, 
multi-professional endeavour employing both material and metaphor - has 

                                                        
1 In November 2010, Auckland merged the functions of an existing regional council and seven 
previous city and district councils into one "super-city" governed by a mayor, 20 members of 
the governing body and 148 members of 21 local boards.  
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struggled to come to grips with this idea of a disembodied public realm and 
its complex networks of interlocking conversations and events.  

Public: The value of place 
We have already noted that polis refers to both the state and citizens, 

deliberatively blurring the distinction between legitimizing ideals and 
material presence. The political events in Zuccotti and Gezi Parks attest to 
the persistence of this blur, even while the state seeks to reinforce the 
distinction between public and private. For spatial designers, it remains 
critical that spaces remain at the centre of these digital occupations and 
protests. Zuccotti Park is a privately owned public park (POP), chosen by the 
Occupy Wall Street movement because it must remain open 24 hours per 
day, a legal requirement of a POP, and not subject to public part curfews. As 
a consequence it was difficult to remove protestors partly because the 
responsibility for doing so fell upon the owners and not the police. This 
draws attention to the relationship between the citizen and the state, or 
space of occupancy. In spatial terms, the citizen has reasonably robust rights 
with regards to physical space that are somewhat feeble in digital space. 
This invites further questions of cƛǘƛȊŜƴǎΩ ǾŀƭǳŜǎ ƛƴ ŘƛƎƛǘŀƭ ǎǇŀŎŜΦ 

Private: The problematic values of the technology rich home 
The contemporary home provides an excellent metaphor for the 

increasingly complex layering of public/private boundaries and values. In 
New Zealand, the common colonial architectural typologies of veranda and 
porch provide a material reading of social expectations of public and 
private, and access to the thresholds between the two.  

In terms of the digital ICT world however, the thresholds of virtual access 
to the domestic sphere are materialized as text, appearing on computer 
screens framed in long-format, small-font and difficult to comprehend legal 
Ψ¢ŜǊƳǎ ŀƴŘ /ƻƴŘƛǘƛƻƴǎΩ Φ Access here is facilitated by a seductively easy-to-
ŎƭƛŎƪ Ψ!ƎǊŜŜΩ ƻǊ Ψ!ŎŎŜǇǘΩ ōǳǘǘƻƴ ǘƘŀǘΣ ƻnce activated, quickly dissolves the 
digital privacy boundary.  

Common Values  
Perhaps somewhere between the two illusory concepts of public and 

private is a third notion of space, more amenable to plurality, paradox and 
the networks of contradictory values that contemporary citizens must now 
routinely surf.  
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Lƴ wƻƳŀƴ ǘƛƳŜǎΣ ǘƘŜ ΨŎƻƳƳƻƴǎΩ ŜȄƛǎǘŜŘ ŀƭƻƴƎǎƛŘŜ ǇǳōƭƛŎ ŀƴŘ ǇǊƛǾŀǘŜ 
space, as a third category relating to natural resources. Rather than being 
structured around ownership, the space of the commons is defined by the 
rights that people have within it rather than by the restrictions that are 
placed upon them. Contemporary commentators such as Laurence Lessig 
όнллсΤ нлмнύ ŀƴŘ tŜǘŜǊ .ŀǊƴŜǎ όнллоύ ŎƻƴŎŜƛǾŜ ǘƘŜ ŎƻƳƳƻƴǎ ŀǎ ŀ ΨŎƻŘŜŘΩ 
set of cultural or technologically mediated assets that have two 
characteristics: they are all gifts, and they are all shared.  

Without resorting either to a faux nostalgia or to Robbins (1993) notion 
ƻŦ ǘƘŜ ΨǇƘŀƴǘƻƳ ǇǳōƭƛŎ ǎǇƘŜǊŜΩΣ ǘƘŜ ƛŘŜŀ ƻŦ ǎƛǘƛƴƎ ŘŜǎƛƎƴ ǿƻǊƪ ƛƴ ǘƘŜ 
commons seems to us to afford more productive possibilities for 
ŀƴǘƛŎƛǇŀǘƛƴƎ ŀƴŘ ǊŜǎǇƻƴŘƛƴƎ ǘƻ ǘƘŜ ŎǊƛǎŜǎ ƻŦ ŎƛǘƛȊŜƴǎΩ ǾŀƭǳŜ ǘƘŀƴ ǎƛǘƛƴƎ ƛǘ 
within some now problematic notion of public space. We seek to position 
design work in spatial locations that are explicitly defined by the rights that 
are conferred upon people ς difficult though such locations may be to find ς 
and to enable a wider concept of the ways that people of all kinds might 
engage with such work. It is premised on the notion that all our design acts 
are political and that we operate in a social context. 

In this sense, the concept of the commons allows us to address the 
ŎǊƛǘƛǉǳŜǎ ƻŦ !ǊŜƴŘǘΩǎ ǎǇŀŎŜ ƻŦ ŀǇǇŜŀǊŀƴŎŜ ōȅ ǎǇŜŎǳƭŀǘƛƴƎ ƻƴ ǘƘŜ ƴŀǘǳǊŜ ƻŦ 
ǘƘŜ ΨƴŜǘǿƻǊƪ ŎƻƳƳƻƴǎΩ ό[ŜǎǎƛƎΣ нллсύ ƻǊ ǘƘŜ ƻǾŜǊƭŀǇ ƻŦ ǇǊƻŘǳŎǘƛƻƴ and 
ŘƛǎǘǊƛōǳǘƛƻƴ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎ ƻŦ ǘƘŜ ΨƘŀŎƪŜǊΩ ƳƻǾŜƳŜƴǘΦ {ǳŎƘ ƴƻǘƛƻƴǎ ƻŦ 
openness begin to address the challenge of creating shared values within 
some tangible, yet hybrid, new space of appearance.  

Blurred Lines: City Hacking and Urban Prototyping 
This brings us to our own presentation of four projects that explore the 

boundaries between digital and physical spaces of appearance in Auckland. 
 
City Hack 
In the first project we 'banned' a group of architecture students from the 

university for one week. During that time, they were required to 'hack' the 
city of Auckland, by finding or appropriating the spaces necessary for their 
work, meetings and discussions. This took students from cafés to art 
galleries, from open buildings to parking lots. By utilising different spaces, 
students frequently drew attention to the politics and value of space and to 
ǘƘŜƛǊ ƻǿƴ ǾŀƭǳŜǎ ŀƴŘ ŎƛǘƛȊŜƴǎΩ ǊƛƎƘǘǎ ǿƛǘƘƛƴ ǘƘƻǎŜ ǎǇŀŎŜǎΦ Conversely, 
students also came to appreciate some of the limits and opportunities of the 
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more generic spaces, computer or open access labs and digital tools 
provided by the university for their architecture education.  

By appropriating the city, students and teachers were able to select 
specific public/private locations that were conducive to specific activities, 
and that were able to support affective relationships in ways that the 
ǳƴƛǾŜǊǎƛǘȅΩǎ ƎŜƴŜǊƛŎ ŦŀŎƛƭƛǘƛŜǎ ŎƻǳƭŘ ƴƻǘΦ Participation in discussions in a café 
with free wifi was notably more informal, yet also more inclusive and more 
productive than in the generic university building. These locations also 
altered the politics of interactions. Facebook was used to arrange meeting 
locations and time, opening access to course material and challenging the 
value and necessity for such information to be secured behind the university 
firewall.  

A project review at the end of the week within an art exhibition space 
was also very conducive to group involvement and critique. It also changed 
the perceived value of the work they pinned up ς as it was now made visible 
to the public. In this case, students were also able to draw on the walls, 
something that typically does not happen when reviewing design projects. 
This too caused a different level of interaction around the work than would 
typically happen, including the documentation of key themes that students 
could see emerging in this public space of appearance and critique. 

We also suggest that the choices of spaces were in themselves design 
choices. A café 'redesigns' the meeting interaction. Choosing Facebook 
changes the politics of faculty/student communication. A gallery setting 
alters the value of the work and the events that unfold within its walls. That 
is to say such spaces, not unlike Zuccotti Park, have embedded within them 
freedoms or rights that render them conducive to specific activities in ways 
that generic institutional spaces do not. 

 
Auckland Transport Civic Hack 
¢ƘŜ ǎŜŎƻƴŘ ǇǊƻƧŜŎǘ ŎǊƛǘƛŎŀƭƭȅ ŜƴƎŀƎŜŘ ǿƛǘƘ !ǳŎƪƭŀƴŘ /ƛǘȅ /ƻǳƴŎƛƭΩǎ 

ŀƳōƛǘƛƻǳǎ Ǝƻŀƭ ǘƻ ōŜŎƻƳŜ ǘƘŜ ǿƻǊƭŘΩǎ Ƴƻǎǘ ƭƛǾŀōƭŜ ŎƛǘȅΦ ¢ƘŜ !ǳŎƪƭŀƴŘ 
Transport authority and its services are seen as key enablers of this goal. 
Whilst Auckland Transport has a clear set of infrastructure projects and 
service improvements underway, it also realises that the physical 
experience and emotional connection between users and system will drive 
ǇŀǘǊƻƴŀƎŜ ŀƴŘ ƎǊƻǿǘƘ ƻŦ ǘƘŜ ǎŜǊǾƛŎŜǎΦ ¢ƘŜ ǇǊƻƧŜŎǘ ŜȄǇƭƻǊŜŘ ŎƛǘƛȊŜƴǎΩ ǾŀƭǳŜǎ 
through an open invitation to designers, software developers, architects, 
activists, innovators or anyone who wanted to be involved, to participate in 
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a ǿŜŜƪŜƴŘ ƻŦ ΨƘŀŎƪƛƴƎ ŦƻǊ ƎƻƻŘΩΦ /ƻǊŜ ǘƻ ǘƘƛǎ ŎƛǾƛŎ ƘŀŎƪƛƴƎ ƛǎ ǘƘŜ ŀǾŀƛƭŀōƛƭƛǘȅ 
of open government data. Some four hundred people joined the two-day 
project. The project thus addressed five broad goals: enabling innovation for 
greater good; creating a new self-governing community of citizens; 
supporting the evolution and democratisation of open government data; 
providing an opportunity for self development and personal network 
ōǳƛƭŘƛƴƎΣ ŀƴŘΤ ǎǳǇǇƻǊǘƛƴƎ ǘƘŜ bŜǿ ½ŜŀƭŀƴŘ ƎƻǾŜǊƴƳŜƴǘΩǎ ŀƎŜƴŘŀ ǘƻ ƛƴŎǊŜŀǎŜ 
knowledge and participation in Science, Technology, Engineering and Maths 
(STEM) fields.  

 
The Virtual Urban Village (VUV) 
The VUV is a blended real/virtual game-space that seeks to empower 

Auckland citizens to create a new space of appearance for collective design 
and decision-making around notions of livability, while also providing a 
ŦƻǊǳƳ ŦƻǊ ŎǊƛǘƛǉǳŜ ǘƘŜ ŀǳǘƘƻǊƛǘƛŜǎΩ ǾŜǊǎƛƻƴ ƻŦ ǘƘŜƛǊ ŎƛǘȅΦ ¢ƘŜ ǇǊƻƧŜŎǘ ǿŀǎ 
conceived and developed by the authors and a larger team at a two-day 
{ƳŀǊǘ /ƛǘƛŜǎ ΨƛŘŜŀǘƛƻƴΩ ǿƻǊƪǎƘƻǇ ƛƴ February 2014. It addressed the dualism 
that large cities are often perceived as problematic, alienating, 
unmanageable or in some other way unlivable due to their scale, while 
ǎƛƳǳƭǘŀƴŜƻǳǎƭȅ ŀƭǎƻ ŎŀǇŀōƭŜ ƻŦ ōŜƛƴƎ ǳƴŘŜǊǎǘƻƻŘ ŀǎ ŎƭǳǎǘŜǊǎ ƻŦ ΨǾƛƭƭŀƎŜǎΩ ǿƛǘƘ 
dŜŦƛƴŀōƭŜ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎǎΣ ŀǘƳƻǎǇƘŜǊŜǎΣ ŎǳƭǘǳǊŜǎ ƻǊ ΨǾƛōŜǎΩ ǘƘŀǘ ƛƳǇŀǊǘ ŀ 
particular identity or sense of belonging. The project proposed new spatial, 
temporal and digital platforms, products and services that allow citizens to 
engage or identify in more direct ways with their neighbourhoods and 
communities. The project does not make clear distinctions between, say, 
virtual or real environments but blends these domains to create more subtle 
or nuanced experiences of urbanity. It explored spatial metaphors: the 
Ψ¢ƻǿƴ IŀƭƭΩ όǇŀǊǘƛŎƛǇŀǘƛƻƴΣ ǾƻǘƛƴƎ ŀƴŘ ŘŜŎƛǎƛƻƴ-ƳŀƪƛƴƎύΣ ǘƘŜ Ψ±ƛƭƭŀƎŜ DǊŜŜƴΩ 
όŀ ǎǇŀŎŜ ƻŦ ƻǇŜƴ ŘŀǘŀκŦǊŜŜ ǎƻŦǘǿŀǊŜύΣ ǘƘŜ Ψ{ŎƘƻƻƭΩ όƭƛŦŜƭƻƴƎ ŜŘǳŎŀǘƛƻƴύΣ 
Ψ²ƻǊƪǇƭŀŎŜΩ όŜƳŜǊƎƛƴƎ ŎŀǊŜŜǊ ǇŀǘƘǎ ƛƴ ǘƘŜ ƴŜǿ ŘƛƎƛǘŀƭ ŜŎƻƴƻƳȅύΣ Ψ/ƭƛƴƛŎΩ όŜ-
ƘŜŀƭǘƘ ϧ ǿŜƭƭōŜƛƴƎύΣ Ψ²ŀǊŜƘƻǳǎŜΩ όǘƘŜ Ǝƭƻōŀƭ LƴǘŜǊƴŜǘ ƻŦ ¢ƘƛƴƎǎύ etc. The 
strategy began by creating a free mobile game platform, to build brand 
awareness, audiences and revenue. The next phase, currently underway, 
develops longer-term strategies for civic, cultural and commercial platforms 
for the urban space of appearance.  

 
Mesh Cities: Space, Network, Memory 
This project resulted from a collaboration with the Atearoa Digital Arts 

(ADA) network and the Mobile Innovation Network Atearoa (MINA) to 
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develop research, provocations, panel participation and presentations of 
work engaging with the broad range of practices and approaches necessary 
for rethinking the contemporary city, the networks that surround and 
emerge from it, and the memories and futures it holds. This event was run 
in conjunction with the annual Auckland Architecture Week, and addressed 
theoretical, social, technical and philosophical issues for the future of the 
city. The project asked - what roles do digital networks play in framing how 
ǘƘŜ ǾŀǊƛƻǳǎ ΨƭŀȅŜǊǎΩ ƻŦ ǘƘŜ city are revealed and understood? How does this 
affect contemporary attempts to create new forms of civic space in the 
fields of art, architecture, urban planning, infrastructure, software design 
and related fields? 

Summary 
This paper has presented projects that set out to design and realize a 

ŎƻƴǘŜƳǇƻǊŀǊȅ ƛǘŜǊŀǘƛƻƴ ƻŦ !ǊŜƴŘǘΩǎ ŎƛǾƛŎ ǊŜŀƭƳ ŦƻǊ ƻǳǊ ƻǿƴ ŀƎŜ ς a post-
digital data-space ƻŦ ŀǇǇŜŀǊŀƴŎŜ ǿƛǘƘƛƴ ǿƘƛŎƘ ŎƛǘƛȊŜƴǎΩ ǾŀƭǳŜǎ ƳƛƎƘǘ ōŜ 
articulated and represented. We have shown examples of hybrid post-digital 
spaces that are not simply public or private, but afford multifarious 
occupation, porous boundaries, portals or thresholds between different 
forms of engagement. We have also noted that while there are myriad 
privacy settings on social media and mobile devices, they are not yet as 
intuitive as they appear to be in physical space. Yet, the new vibrant space 
of citizenship depends upon our ability to understand and negotiate these 
boundaries, and to speak and act accordingly. Moreover, the projects serve 
to open up further areas of research and construct new understanding of an 
ŜƳŜǊƎƛƴƎ ΨŘƛƎƛǘŀƭ ƳŀǘŜǊƛŀƭƛǘȅΩ ƻŦ ǘƘŜ ǎǇŀŎŜ ƻŦ ŀǇǇŜŀǊŀƴŎŜΦ 
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! aŀƴƛŦŜǎǘƻ ƻŦ /ƘŀƴƎŜ ƻǊ 5ŜǎƛƎƴ 
LƳǇŜǊƛŀƭƛǎƳΚ ! [ƻƻƪ ŀǘ ǘƘŜ tǳǊǇƻǎŜ ƻŦ ǘƘŜ 
{ƻŎƛŀƭ 5ŜǎƛƎƴ tǊŀŎǘƛŎŜ 

Danah ABDULLA*  

 
Goldsmiths University of London 

Social design and design activism are some of the buzzwords being used 
amongst designers to describe a form of design that seeks to investigate the 
designer's role in society by tackling community, political, and social issues. 

Social design is meant to pave the way for design to move away from a 
Eurocentric discourse, engage communities, spark local innovation, and help 
increase collaboration between communities, policy makers, and institutions 
to bring about social change and ideas through design. But there are a 
number of issues and questions that arise: Where is the context? Why do we 
continue to design at rather than design with? What are the true intentions of 
these projects? How can we measure results? Where are the designers from 
the non-Western world? What does community participation mean? This 
paper critiques the discipline of social design by highlighting issues through 
case studies and discourse, and offers solutions on how social design projects 
can truly begin to engage in debates and shift the discourse to be more 
inclusive and sensitive. 

Keywords: Social design; design activism 

Introduction 
Recently, terms like social design and design activism ς often 

ǎǳƳƳŀǊƛǎŜŘ ŀǎ ΨŘŜǎƛƎƴ ǘƘŀǘ ŎƘŀƴƎŜǎ ǘƘŜ ǿƻǊƭŘΩ όaŀǊƪǳǎǎŜƴΣ нлмоΣ ǇΦ оуύ ŀƴŘ 
are inclusive of all design rather than being restricted to oneς have been 
springing up in debates, articles, client briefs, and academia. Tired of being 
part of the problem rather than the solution, designers have shifted their 
priorities, and have now become interested in investigating the designer's 
role in society by tackling community, political, and social issues, and 
ŎƻƴŎŜǊƴŜŘ ǿƛǘƘ ƛǎǎǳŜǎ ǎǳŎƘ ŀǎ ΨώŎϐƭƛƳŀǘŜ ŎƘŀƴƎŜΣ ƳŀǘŜǊƛŀƭǎ ǎƘƻǊǘŀƎŜǎΣ ǘƘŜ 
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ƛƴŜǉǳƛǘŀōƭŜ ŘƛǎǘǊƛōǳǘƛƻƴ ƻŦ ǊŜǎƻǳǊŎŜǎΧǇƻƭƛǘƛŎŀƭ ƛƴǎǘŀōƛƭƛǘȅΣ ŀƴŘ ƎƭƻōŀƭƛȊŀǘƛƻƴΧΩ 
(Lees-Maffei, 2012, p. 90).  

As social design redirects the discipline and rethinks the design practice, 
the shift brings with it a sense of responsibility and accountability to 
communities where the work is taking place, to the design community, and 
to the role of design and the designer in society. In this paper, I question the 
intent of design projects branded with the above-mentioned buzzwords and 
its effects on the communities it seeks to address by examining the 
methodologies and intentions. I argue that said projects are Ǝǳƛƭǘȅ ƻŦ ΨŘŜǎƛƎƴ 
ƛƳǇŜǊƛŀƭƛǎƳΩ ǿƘŜǊŜΣ ǊŀǘƘŜǊ ǘƘŀƴ ƘŜƭǇƛƴƎ increase collaboration between 
communities, policy makers, and institutions to bring about social change 
and ideas through design, projects exploit the communities in which they 
pursue the work. Using two concepts from Irani et al. (2010) ς engagement 
and articulation ς I conclude with proposed solutions and methodologies 
that can be implemented in independent projects and higher education 
design curricula to address this shift in the design practice. 

The Shift towards Social Design 
The idea of values in design was most highlighted in 1964 when Ken 

Garland presented his First Things First Manifesto ς revived in 2000 by 
culture jamming magazine Adbusters. Since design is a field largely serving 
industries and corporations, associated with mass production and 
consumption, First Things First questioned this unquestioned service to 
clients. The question is: should designers actively engage their societies by 
concerning themselves with political and social issues? This constant debate 
in design has recently become more significant. Ou Ning claims, nowadays 
most artists and designers are quite aware that their creations need to have 
social relevance ς critical implementation has become the trend of current 
ŀǊǘ ŀƴŘ ŘŜǎƛƎƴΧΩ ό9ǊƛŎǎƻƴΣ нлммōΣ Ǉ. 190). Institutions across the USA and 
Europe are catching on as various universities have started engaging in 
community-centred design projects in the past few years. Although a 
number of independent organisations and individuals have been initiating 
workshops and projects worldwide, more recently, schools across the USA 
ƘŀǾŜ ŘŜǾŜƭƻǇŜŘ ƎǊŀŘǳŀǘŜ ǇǊƻƎǊŀƳƳŜǎ ŘŜŘƛŎŀǘŜŘ ŜƴǘƛǊŜƭȅ ǘƻ ΨŘŜǎƛƎƴ ŦƻǊ ǘƘŜ 
ƎǊŜŀǘŜǊ ƎƻƻŘΦΩ !ǎ ǘƘŜ ŘƛǎŎƛǇƭƛƴŜ ŜǎǘŀōƭƛǎƘŜǎ ƛǘǎŜƭŦ ǿƛǘƘƛƴ ŀŎŀŘŜƳƛŀΣ ǘƘŜǊŜ ŀǊŜ 
three main critiques that should be addressed by the institutions: 
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1) Tuition 
Most private art colleges in the USA, some of which have launched social 

design programmes, cost over $30,000 USD per year. This is a huge barrier 
to most, attracting wealthy, middle and upper class students. What's more, 
these programmes seek to work with disfranchised, poverty-stricken areas, 
at times developing new campuses based in those neighbourhoods. This 
brings up a number of problems for the community, mainly forcing an 
institution into an area, and lack of access to members of the community to 
such high priced education. This means that no representative is able to 
ǇŀǊǘƛŎƛǇŀǘŜ ƛƴ ǘƘŜ ǇǊƻƎǊŀƳƳŜǎ ŀǎ ǎǘǳŘŜƴǘǎ ōǳǘ ǊŀǘƘŜǊ ŀǎ ΨǇǊƻƧŜŎǘǎΦΩ Lƴ Ƴȅ 
first hand experience studying in a Social Design Masters, I quickly realised 
that most of the time the community is rarely involved in decision making 
and they are planned at rather than planned with. If these programmes set 
out to work within the communities where they are based, shouldn't the 
community be more than just a project? 

2) Separate discipline or an extension? 
It is often the case that the heads of social design programmes come 

ŦǊƻƳ ƳƻǊŜ ǘǊŀŘƛǘƛƻƴŀƭ ŘŜǎƛƎƴ ōŀŎƪƎǊƻǳƴŘǎΣ ŀƴŘ ƛǘΩǎ ŎƻƳƳƻƴ ǘƻ ŀǘǘŜƳǇǘ ǘƻ 
cater projects towards familiar territory. So what does the word 
ΨƛƴǘŜǊŘƛǎŎƛǇƭƛƴŀǊȅΩ ƳŜŀƴ ƛƴ ǘƘƛǎ ŎŀǎŜΚ tƛƴŜǎ όнлммύ ŀǊƎǳŜǎ ǘƘŀǘ ǎƻŎƛŀƭ ŘŜǎƛƎƴ ς 
although filled with good intentions ς is redirecting attention from designers 
who can redefine this profession and making design, rather than social 
design, as something without value. He suggests that the term itself 
ΨǎǳƎƎŜǎǘǎ ǘƘŀǘ ŘŜǎƛƎƴ ƛǎƴΩǘ ǎƻŎƛŀƭ ǘƻ ōŜƎƛƴ ǿƛǘƘ ώΧƛƳǇƭȅƛƴƎϐ ǘƘŀǘ ŘŜǎƛƎƴ ŦƻǊ 
ǘƘŜ ƎǊŜŀǘŜǊ ƎƻƻŘ ƛǎ ƳƻǊŜ ƛƳǇƻǊǘŀƴǘ ǘƘŀƴ ǘǊŀŘƛǘƛƻƴŀƭ ǳǎŜǎ ƻŦ ŘŜǎƛƎƴΩ όtƛƴŜǎΣ 
нлммύΦ tƛƴŜǎΩ ǎǘŀǘŜƳŜƴǘ ƛƭƭǳǎǘǊŀǘŜǎ ǘƘŜ ŎƻƴŦǳǎƛƻƴ ƻǾŜǊ ǎƻŎƛŀƭ ŘŜǎƛƎƴΩǎ 
placement. His essay categorises social design within the confines of graphic 
design (his training). I would argue that the development of social design 
does not aim to undermine all the sub-fields of design, rather it is a field of 
its own ς a general, interdisciplinary stream of design focusing on social 
issues and entails a designer taking on the role of researcher, ethnographer, 
project manager, author, producer and maker, developing everything from 
services, processes, and strategies to products.  

It is important to bring ideas pushed by social design into design 
ƎŜƴŜǊŀƭƭȅΣ ōǳǘ ǳƴŦƻǊǘǳƴŀǘŜƭȅΣ tƛƴŜǎΩ ŎƻƴŦǳǎƛƻƴ ƻǾŜǊ ǘƘŜ ǘŜǊƳ ƛǎ ŎƻƳƳƻƴΣ 
even though social design programme language does not place it as a sub-
discipline of another form of design (see figure 1).  
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Figure 1 The common language of Social Design programme descriptions. 

A solidified definition of what social design is required; this will lead not 
only to more collaboration with other fields, but help in the understanding 
of its purpose and goals. 

3) On a Deadline 
The life of projects is another concern with social design projects, 

particularly with graduate programmes as they are structured around visits 
by guest lecturers, who come in to pursue projects that are 7-14 days in 
length, which is not nearly enough time to get fully immersed in the 
experience. This critique extends to independent projects, which usually last 
for two weeks annually at most, and every year brings a fresh group of 
participants. Within graduate programmes, students participate in a few 
community projects, focus on their thesis, and most likely leave once the 
programme is complete. What happens to the projects when designers 
graduate? This renders social design projects as ephemeral, and that defeats 
the purpose as it prevents measurement. In discussing a project she initiated, 
Doina Petrescu claims that self-management is an important tactic. When 
her team wanted to leave the project, they needed to make sure that groups 
were able to self-manage. Their methodology ǿŀǎ ǘƻ ŜƴŎƻǳǊŀƎŜ ǇŜƻǇƭŜ Ψǘƻ 
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progressively learn and take responsibility for different small devices. Rather 
than one person, there were groups dealing with the kitchen, the library, 
ŜǘŎΦΩ όaŀȊŞΣ нлммΣ ǇΦ фсύΦ ! ǎǳǎǘŀƛƴŜŘ ŎƻƳƳƛǘƳŜƴǘ ƛǎ ŜǎǎŜƴǘƛŀƭΦ 

Centre/Periphery 
Design thinking is everywhere lately, and its popularity has lead to the 

ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ΨǎƻŎƛŀƭΩ ōǊŀƴŎƘŜǎ ƻŦ Ǝƭƻōŀƭ ŦƛǊƳǎΦ CǳǊǘƘŜǊƳƻǊŜΣ ǇǊƻƧŜŎǘǎ ǘƘŀǘ 
started off as yearly social design retreats have developed into larger 
organisations. A perusal of the list of partners, employees, advisors, board 
members, and collaborators of agencies such as Future Partners (whose 
projects include several initiatives in largely African-American areas in the 
USA) and Catapult Design (whose projects have spanned Indonesia, Uganda, 
Kenya, India, Tanzania, and Navajo, Arizona working with a Native American 
population) is alarming: everyone on the list is not from or related to the 
stakeholder, in terms of background, socioeconomic status, or ethnicity. 

Although the worlŘ ΨΧŎŀƴ ƴƻ ƭƻƴƎŜǊ ōŜ ǎǘǊǳŎǘǳǊŜŘ ƛƴ ǘŜǊƳǎ ƻŦ ǘƘŜ 
ŎŜƴǘŜǊκǇŜǊƛǇƘŜǊȅ ǊŜƭŀǘƛƻƴΩ ōǳǘ ǊŀǘƘŜǊ ΨŘŜŦƛƴŜŘ ƛƴ ǘŜǊƳǎ ƻŦ ŀ ǎŜǘ ƻŦ ƛƴǘŜǊŀŎǘƛƴƎ 
ŎŜƴǘŜǊǎΣ ǿƘƛŎƘ ŀǊŜ ōƻǘƘ ŘƛŦŦŜǊŜƴǘ ŦǊƻƳ ŀƴŘ ǊŜƭŀǘŜŘ ǘƻ ƻƴŜ ŀƴƻǘƘŜǊΧΩ όIŀƭƭΣ 
2001, p. 21), social design projects continue to place  

 
ΨΧ²ŜǎǘŜǊƴ ŘŜǎƛƎƴ ŎƻƳǇŀƴƛŜǎ Χ ŀǎ ŀŎǘƛǾŜ ŀƎŜƴǘǎ ǿƘƻ ƎǳƛŘŜΣ ǎŜǊǾŜΣ 
embed, build, pay, and staff (the design processes). On the other 
hand, [non-Western] institutions are represented as those to be 
passively guided and directed or to serve as sabbatical hosts, sites for 
capacity building, philanthropic tourist destinations, and support staff 
ŦƻǊ ǇǊƻƧŜŎǘǎΩ ό¢ǳƴǎǘŀƭƭΣ нлмоΣ ǇΦ носύΦ  

 
Even within projects centred across the USA by US-based organisations, 

ǘƘŜȅ ΨΦΦΦƛƴǾƻƪŜ ǘƘŜ ƛŘŜŀ ƻŦ Χ ΨƘŜǊŜΩ ŀƴŘ ΨǘƘŜǊŜΩΣ ǿƘŜǊŜ ΨǘƘŜǊŜΩ ƛǎ ƻǘƘŜǊΣ ŀǇŀǊǘΣ 
ŀƴŘ ŘƛǎŎƻƴƴŜŎǘŜŘΣ ǎǘŀōƭȅ ŘƛǎǘŀƴŎŜŘ ŦǊƻƳ ΨƘŜǊŜΩ όLǊŀƴƛ et al., 2010, p. 1313). 
Implying an 'otherness', they enact uneven power relations (Irani et al., 
2010), framing a privileged (centre) helping the minority (periphery).  

Project M 
To illustrate this, I would like to discuss Project M, a US based initiative 

ǘƘŀǘ ŜƴŎƻǳǊŀƎŜǎ ȅƻǳƴƎ ŎǊŜŀǘƛǾŜǎ ǘƻ ϥǘƘƛƴƪ ǿǊƻƴƎΩΦ ¢ƘƛƴƪƛƴƎ ǿǊƻƴƎ ƛǎ ōŀǎŜŘ 
on Edward de Bono's idea of lateral thinking, which turns complex situations 
into what seems like simple solutions. The problem with methods like 
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thinking wrong is that it focuses on the ideas rather than the validity of such 
ideas. 

Every year, Project M holds a two-week session in Greensboro, Alabama 
Ψŀ ƳŜƴǘŀƭ ƎȅƳƴŀǎǘƛŎǎ ŎŀƳǇ ŦƻǊ ȅƻǳƴƎ ŎǊŜŀǘƛǾŜǎ ǿƘo are already inspired to 
contribute to the greater good, but are looking for a platform to collaborate 
ŀƴŘ ƎŜƴŜǊŀǘŜ ƛŘŜŀǎ ŀƴŘ ǇǊƻƧŜŎǘǎ ōƛƎƎŜǊ ǘƘŀƴ ǘƘŜƳǎŜƭǾŜǎΩ όIƻƭŘŜƴ .ŀƪŜǊΣ 
ƴΦŘΦύΦ DǊŜŜƴǎōƻǊƻΣ ƴƛŎƪƴŀƳŜŘ ǘƘŜ ΨǘƘƛǊŘ ǿƻǊƭŘ ƻŦ !ƭŀōŀƳŀΩ ōȅ the 
Birmingham News (Edge, 2010), is a rural, poverty-stricken, African-
!ƳŜǊƛŎŀƴ ǘƻǿƴΣ ŀƴŘ ǇŜǊŦŜŎǘ ŦƻǊ ŘŜǎƛƎƴŜǊǎ ƛƴǘŜǊŜǎǘŜŘ ƛƴ ϥŘƻƛƴƎ ƎƻƻŘΩΦ ¢ƘŜ 
programme is open by application, and young creatives are asked to supply 
a brief explanation of why they are interested in Project M, a 60-second 
ǾƛŘŜƻ ǿƘƛŎƘ ǎƘƻǳƭŘ ōŜ ΨƭŜƎŜƴŘŀǊȅΩΣ ŀƴŘ ŀ ǇƻǊǘŦƻƭƛƻ ŦŜŀǘǳǊƛƴƎ ŀ ōƻŘȅ ƻŦ ǿƻǊƪ 
ǎƛƳƛƭŀǊ ǘƻ tǊƻƧŜŎǘ aΩǎ Ƴƛǎǎƛƻƴ όtǊƻƧŜŎǘ a {ƻǳǘƘΣ нлмпύΦ IŜǊŜΣ ǿŜ ǎŜŜ ǘƘŀǘ ǘƘŜ 
application focuses entirely on the implementation of ideas rather than their 
validity. The programme costs $2,000 USD excluding travel. Judging by the 
price tag, doing good is a very privileged affair.  

The chosen group is invited to spend two weeks immersing themselves 
in a place ς they are advised to meet 10 people, collect 10 stories, 
pƘƻǘƻƎǊŀǇƘΣ ŘŜǾŜƭƻǇ ŀ ǇǊƻƧŜŎǘΣ ŀƴŘ ƛƳǇƭŜƳŜƴǘ ƛǘΦ ¢ƘŜǎŜ ΨōƭƛǘȊŜǎΩ ς intensive 
ǿƻǊƪǎƘƻǇǎ ΨΧŦƻǊ ǇǊƻǘƻǘȅǇƛƴƎΣ ǊŜǎŜŀǊŎƘƛƴƎΣ ŘƻƛƴƎΣ ŘŜǎƛƎƴƛƴƎΣ ŀƴŘ ŜȄǇƭƻǊƛƴƎ 
that, while thinking wrong, produces a project or service that uses design 
ǘƘƛƴƪƛƴƎ ŦƻǊ ǘƘŜ ƎǊŜŀǘŜǊ ƎƻƻŘΩ (Blitzes & Workshops, n.d.) ς are treated like 
project briefs: reinforcing the idea of a client-based relationship, which 
forces students to think quickly. This is not a bad thing, but in order to solve 
larger problems ς ǿƘƛŎƘ ŀǊŜ ƴƻǘ ǎƻƭǾŜŘ ǘƘǊƻǳƎƘ ŀ ΨōƭƛǘȊΩ ς it is. Ethnography 
that is longer than a few hours (and outside a certain radius) just does not fit 
within the timeline. 

Project M has developed a large portfolio since 2003, but by analysing 
their past activities and advertising material, one has a sense that it is a 
series of projects that the students themselves want to see including 
interactive street art projects such as murals, and outdoor chalk boards. The 
projects, documented via photographs, zines, and videos, express a sense of 
self-glorification, and having fun at camp. 

The 10-minute ethnography 
While I was a graduate student in a Social Design programme, we had to 

develop a project for a 48-ƘƻǳǊ ΨōƭƛǘȊΩ ƻǊƎŀƴƛǎŜŘ ōȅ tǊƻƧŜŎǘ aΦ ²Ŝ ǿŜǊŜ 
advised to go out and meet 10 people, collect 10 stories, develop a project, 
and implement it within 48 hours. We were divided into groups, asked to 
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choose a number between one and 300 and a number between one and ten, 
then turn to the page of the chosen number in a dictionary and look up the 
second word down. We then had to take that word and spend 30 minutes 
free-associating with it, creating a mind map. One project developed by my 
ŎƻƭƭŜŀƎǳŜǎ ŦƻǊ ǘƘƛǎ ΨōƭƛǘȊΩ ǿŀǎ ŀ ǇƛŎƴƛŎ ǘŀōƭŜ ƻƴ ǿƘŜŜƭǎ ǇŀƛƴǘŜŘ ƻǊŀƴƎŜΦ ¢ƘŜ 
table was meant to promote dialogue and positive change by inviting people 
to have a cup of coffee. There was one problem however: no one in the 
neighbourhood came to the table because no one really drank coffee. 
Ψ.ƭƛǘȊŜǎΩ ŀǊŜ ƴƻǘ ǎƘƻǊǘ-term projects but experiences that satisfy the 

participants rather than the community. Project M does not necessarily 
focus on projects that have an afterlife, although they have created a few, 
which have develop into larger initiatives such as PieLab. As Fry (2007, p. 67) 
ǎǘŀǘŜǎ ΨΧƎƻƻŘ ƛƴǘŜƴǘƛƻƴǎ Řƻ ƴƻǘ ƴŜŎŜǎǎŀǊƛƭȅ ƭŜŀd to beneficial consequences. 
The immediate results of design actions are often not a good indicator of 
longer-term world-ŦƻǊƳŀǘƛǾŜ ŎƻƴǎŜǉǳŜƴŎŜǎΩΦ 

PieLab 
PieLab, an initiative developed by Project M, has been successful through 

the creation of jobs and providing a space in Greensboro, although the 
project itself never had firm business plans or future goals ς which according 
to Bielenberg, was intentional (Edge, 2010). He believed that setting 
something in motion and leaving the rest to momentum was the way to go 
(Edge, 2010). Places like Greensboro however do not need interventions, 
but concrete ideas with feasible plans to help the town grow.  

Pielab became a community initiative run by local stakeholders only after 
an insensitive situation sparked the community to intervene. The incident in 
question is an example of how participants were completely unaware of 
their surroundings, designing things relevant only to them and for their 
amusement. While Project M participants were putting final touches on the 
neǿ tƛŜ[ŀō ǎǇŀŎŜΣ ǎƻƳŜ ƻŦ ǘƘŜ ǇŀǊǘƛŎƛǇŀƴǘǎ ŎǊŜŀǘŜŘ ŀ ǇƻǎǘŜǊ ǿƛǘƘ ΨΧǘƘŜ 
ǿƻǊŘǎΥ Ψ9ŀǘ ǇƛŜΩΩΣ ŀƴŘ ōŜƴŜŀǘƘ ƛǘΣ ƛƴ ǎƳŀƭƭŜǊ ǘȅǇŜΣ ǿŀǎ ΨCǳŎƪ /ŀƪŜΣ 9ŀǘ tƛŜΩ 
(Edge, 2010). 
¢ƘŜ ŎƻƳƳǳƴƛǘȅ ǿŀǎ ƴƻǘ ŀƳǳǎŜŘ ōȅ ǘƘŜ ǎƭƻƎŀƴŜŜǊƛƴƎΣ ŀƴŘ ǎƻ tǊƻƧŜŎǘ aΩǎ 

involvement in PieLab slowly dwindled, as the governmental programmes 
that funded the original members was not renewed, and changes to be 
more locally sensitive (including services and menu) were made. 
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Lacking Local 
The lack of locality is another issue ς particularly with independent 

projects. Design students and organisations are eager to look outside for 
socially engaged work, exploring opportunities in India or Kenya rather than 
in their own backyard. A look at past winners of the Design Ignites Change 
awards, an organisation thaǘ ΨǎǳǇǇƻǊǘǎ ŎǊŜŀǘƛǾŜ ǇǊƻŦŜǎǎƛƻƴŀƭǎ Χ ŀƴŘ ǎǘǳŘŜƴǘǎ 
ǿƘƻ ǳǎŜ ŘŜǎƛƎƴ ǘƘƛƴƪƛƴƎΧǘƻ ƛƳǇǊƻǾŜ ǘƘŜ ƭƛǾŜǎ ƻŦ ƛƴŘƛǾƛŘǳŀƭǎ ŀƴŘ 
ŎƻƳƳǳƴƛǘƛŜǎΩ ό!ōƻǳǘ 5ŜǎƛƎƴ LƎƴƛǘŜǎ /ƘŀƴƎŜΣ нлмпύΣ ǎƘƻǿǎ ŀƴ ƻǾŜǊǿƘŜƭƳƛƴƎ 
number of projects targeting communities in Asia, Africa, and South America. 
Furthermore, even when designers look closer to home, they tend to focus 
on communities with the following criteria: run down, poor, and the furthest 
away from their own personal experience.  

Urban LaunchPad (ULP) ς whose focus is on smarter cities through data-
driven field experiments ς launched a project to create a map for Dhaka's 
bus system. While explicit transportation systems are helpful, and 
encouraging people to use buses has many benefits, each locality demands a 
specific approach. ULP's ideas are more commonly found in Western cities, 
where rapid public transportation networks are older and more established, 
and whose brands (e.g. London and New York) have become iconic. Cities 
like Doha and Cairo for example have a network of official buses, which are 
implicit: those who ride them know exactly where they are going, and are 
surprised by anyone questioning how they navigate the system. A more 
explicit transportation system might benefit a city like Doha, where expats 
represent 85 per cent of the population (Kinnimont, 2013), and it could be 
argued that many, if they knew how to navigate the system, would likely 
ride the bus. The same might not be true for Cairo however, where the 
buses are often associated with a certain social class and cases of sexual 
harassment (UN Women and the Demographic Center, 2013), and where 
the idea of making the system more explicit might not be the first issue to 
tackle. The question that should be posed is does the community need/want 
this? 

A criticism of the Dhaka bus project is the methodology and the method 
ǳǎŜŘ ǘƻ ǊŀƛǎŜ ŦǳƴŘǎ ŦƻǊ ƛƳǇƭŜƳŜƴǘŀǘƛƻƴΦ hƴ ǘƘŜ ǇǊƻƧŜŎǘΩǎ YƛŎƪǎǘŀǊǘŜǊ ǇŀƎŜΣ 
ULP wrote that the fieldwork in Dhaka is one of the risks, and that they are 
ŦƻǊǘǳƴŀǘŜ ŜƴƻǳƎƘ ǘƻ ōŜ ǿƻǊƪƛƴƎ ΨΧǿƛǘƘ ŀ ƭƻŎŀƭ ǘŜŀƳ ǘƘŀǘ is familiar with 
these trials from a lifetime of experience and flexible enough to adapt as 
ƴŜŎŜǎǎŀǊȅΩ όCƛǊǎǘ .ǳǎ aŀǇΣ нлмоύΦ ¢ƘŜ ƭƻŎŀƭ ǘŜŀƳ ƛǎ ƎŀǘƘŜǊƛƴƎ ŀƭƭ ǘƘŜ Řŀǘŀ ŀƴŘ 
the necessary information, however, the American company is taking care of 
the overall project and implementation, i.e. the final result. This reduces the 
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ƭƻŎŀƭ ǘŜŀƳΩǎ ǇŀǊǘƛŎƛǇŀǘƛƻƴ ŀǎ Ƨǳǎǘ ǘƘŀǘΥ ǇŜƻǇƭŜ ƻƴ ǘƘŜ ƎǊƻǳƴŘ ǊŀǘƘŜǊ ǘƘŀƴ ŀǎ 
equal partners in the process.  

 Furthermore, the project used Kickstarter for funding, which is currently 
open only to residents of the USA, Australia, United Kingdom, Canada, New 
Zealand, and the Netherlands. The team in Dhaka does not have access to 
the platform, keeping the funds solidly into the hands of the US design 
company. As Tunstall (2013, p. 238) states, such initiatives 

 
ΨΧǘǊŀƴǎŦŜǊ ǘƘŜ ǊŜǎƻǳǊŎŜǎ ƻŦ ǇƘƛƭŀƴǘƘǊƻǇƛŎ ŦƻǳƴŘŀǘƛƻƴǎ ŀƴŘ ƭƻŎŀƭ bDhǎ 
to Western design companies. The extent to which this places the 
initiative in direct competition with local design companies means 
that while its intentions may be good, its outcomes are likely 
imperialistic. It resembles what Linda Smith refers to as the new 
ǿŀǾŜ ƻŦ ƛƳǇŜǊƛŀƭƛǎǘ ǇǊƻŎŜǎǎŜǎ ǘƘŀǘ ΨŜƴǘŜǊ ǿƛǘƘ ƎƻƻŘǿƛƭƭ ƛƴ ǘƘŜƛǊ ŦǊƻƴǘ 
ǇƻŎƪŜǘ ŀƴŘ ǇŀǘŜƴǘǎ ƛƴ ǘƘŜƛǊ ōŀŎƪ ǇƻŎƪŜǘΩ όмфффΣ ǇΦ нпύΦ ¢Ƙǳǎ Χ ώǎǳŎƘϐ 
initiative[s] demonstrat[e] how even a design innovation project with 
good intentions can be implicated in continuing practices of 
ƛƳǇŜǊƛŀƭƛǎƳΩΦ 

Corporate design thinking/doing good 
The global creative saving the world has become a brand: who says that 

ȅƻǳ ŎŀƴΩǘ ǎƘƻǇ ŀƴŘ Řƻ good at the same time? Organisations like COMMON 
ǿŀƴǘ Ψǘƻ ŎŀǘŀƭȅȊŜ ŀ Ǝƭƻōŀƭ ŎǊŜŀǘƛǾŜ ŎƻƳƳǳƴƛǘȅ ǿƛǘƘ ǘƘŜ ǘƻƻƭǎΣ ǊŜǎƻǳǊŎŜǎ ŀƴŘ 
opportunities to design positive social change; all done through the shared 
ǾŀƭǳŜǎ ƻŦ ŀ ŎƻƭƭŀōƻǊŀǘƛǾŜ ōǊŀƴŘΩ ό/haahbΣ ƴΦŘΦύΦ  

COMMON is attempting to prototype a new form of capitalism by 
connecting entrepreneurs, designers and creatives to accelerate socially 
beneficial businesses and ideas using the same power of rule-breaking 
innovation and thinking differently (such as one-for-one and donation of 
proceeds models). Unsettling about organisations like COMMON is how 
ŀǿŀǊŜ ŜǾŜǊȅƻƴŜ ŜƭǎŜ Ƙŀǎ ǘƻ ōŜ ŀōƻǳǘ ǘƘŜ ŀŎǘ ƻŦ ΨŘƻƛƴƎ ƎƻƻŘΩΦ hƴ ǘƘŜƛǊ 
marketplace, visitors can buy a t-ǎƘƛǊǘ ǘƘŀǘ ǎŀȅǎ Ψ5ƻ ǎƘƛǘ ǘƘŀǘ ƳŀǘǘŜǊǎΩ ǿƘƛŎƘ 
tells others this person is doing good, and that they should to.  
¢ƘŜ ǇǊŜǾŀƭŜƴŎŜ ƻŦ ΨŘŜǎƛƎƴ ǘƘƛƴƪƛƴƎΩ ƳŀƪŜǎ ŘŜǎƛƎƴŜǊǎ ǘƘƛƴƪ ǎƻŎƛŜǘȅ ƛǎ 

ƎŀƛƴƛƴƎ ƳƻǊŜ ǊŜǎǇŜŎǘ ŦƻǊ ŘŜǎƛƎƴΣ ōǳǘ ƛƴ ǊŜŀƭƛǘȅ ƛǘ Ƙŀǎ ǊŜŘǳŎŜŘ ŘŜǎƛƎƴΩǎ 
contribution, since design thinking has become a process anyone can do. As 
design thinking becomes de rigueur in business and MBA programmes, 
ŘŜǎƛƎƴ ŀƴŘ ŘŜǎƛƎƴŜǊǎ ōŜŎƻƳŜ ƛǊǊŜƭŜǾŀƴǘ ǘƻ ǘƘŜ ǇǊƻŎŜǎǎΦ !ǘ ǘƛƳŜǎΣ ǘƘŜ ΨŘŜǎƛƎƴ 
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ǘƘƛƴƪŜǊΩ ƛǎ ŀ ōǳǎƛƴŜǎǎƳŀƴΣ ŀǊƳŜŘ ǿƛǘƘ ŀƴ a.!Σ ŀƴŘ ƭŜŀŘƛƴƎ ǘƘŜ ǇǊƻŎŜǎǎ 
(Dupont, 2014). 

With increased discussion of accountability, global corporations suddenly 
have social design branches, seamlessly flowing beside services like strategy, 
interactive, and branding. Corporations are adopting similar language to 
social design programmes, highlighting terms ƭƛƪŜ ΨŎƻƭƭŀōƻǊŀǘƛƻƴΩΣ 
ΨƛƴƴƻǾŀǘƛƻƴΩΣ ŀƴŘ ǇǊƻǾƛŘƛƴƎ ŦŜƭƭƻǿǎƘƛǇǎΦ hƴ Ƙƛǎ ōƭƻƎ Ψ5ŜǎƛƎƴпLƳǇŀŎǘΩΣ ±ƛŎŜ-
tǊŜǎƛŘŜƴǘ ƻŦ CǊƻƎ wƻōŜǊǘ CŀōǊƛŎŀƴǘ όнлмлύ ŎƭŀƛƳǎ ǘƘŀǘ CǊƻƎΩǎ ǿƻǊƪ ΨŀǾƻƛŘǎ ǘƘŜ 
ǇƛǘŦŀƭƭǎ ƻŦ ƛƳǇŜǊƛŀƭƛǎƳΩΣ ŘŜŎƭŀǊŜǎ ǘƘŀǘ ƭƻŎŀƭ ǇŀǊǘƴŜǊǎ ŀǊŜ ǘƘŜ ΨƭƛŦŜōƭƻƻŘ ƻŦ 
collŀōƻǊŀǘƛƻƴǎΩ ŀƴŘ ǘƘŀǘ CǊƻƎ Ŏƻǳƴǘǎ ƻƴ ǘƘŜƳ ǘƻ ōǳƛƭŘ ǘǊǳǎǘ ǿƛǘƘƛƴ ƭƻŎŀƭ 
communities. A multinational corporation with offices covering the 'global' 
ƳŀǊƪŜǘ ƛƴ ²ŜǎǘŜǊƴ 9ǳǊƻǇŜΣ ǘƘŜ ¦{Σ ŀƴŘ /ƘƛƴŀΣ CǊƻƎΩǎ ǎƻŎƛŀƭ ǿƛƴƎ ǘŀƪŜǎ ƻǾŜǊ 
from the local partners, imposing their 'expertise' and its hefty price tag. 
¢Ƙƛǎ ƛƴǾŀǎƛƻƴ ƻŦ ŘŜǎƛƎƴ ǘƘƛƴƪƛƴƎ ŀƴŘ ΨŘƻƛƴƎ ƎƻƻŘΩ ōȅ ŎƻǊǇƻǊŀǘƛƻƴǎ Ƙŀǎ 

reduced knowledge in design thinking ς and the social design discipline ς to 
get rich quick like scheme, as demonstrated by the title of a blog post by Tim 
.ǊƻǿƴΣ /9h ŀƴŘ tǊŜǎƛŘŜƴǘ ƻŦ L59hΥ ΨIƻǿ ǘƻ .ŜŎƻƳŜ ŀ {ƻŎƛŀƭ LƴƴƻǾŀǘƻǊ ƛƴ т 
ǿŜŜƪǎΩΦ ¢ƘŜ ƻǇŜƴƛƴƎ ƭƛƴŜ ƻŦ ǘƘŜ ǇƻǎǘΣ Ƨǳǎǘ ōŜƭƻǿ ŀ ǇƘƻǘƻƎǊŀǇƘ ƻŦ ŀƴ L59h 
employee showing smiling children in traditional clothing and dirty knees 
something on his tablet, reads: 

 
Ψ²Ŝ ǎŀȅ ǿŜ ǇǊŀŎǘƛŎŜ ƘǳƳŀƴ-centered design at IDEO, but what does 
that really mean? Our friends at +Acumen and IDEO.org have 
designed a free online course to answer that question. Open to 
anyone anywhere in the worldτno prior design experience neededτ 
ǘƘŜ Ŏƭŀǎǎ ƛǎ ŎŀƭƭŜŘ ΨIǳƳŀƴ-/ŜƴǘŜǊŜŘ 5ŜǎƛƎƴ ŦƻǊ {ƻŎƛŀƭ LƴƴƻǾŀǘƛƻƴΦΩ ¢ƘŜ 
goal is to teach budding social entrepreneurs how to develop 
solutions for those who live in such dire circumstances, they may not 
ƪƴƻǿ ǿƘŜǊŜ ǘƘŜƛǊ ƴŜȄǘ ƳŜŀƭ ǿƛƭƭ ŎƻƳŜ ŦǊƻƳΩ ό.ǊƻǿƴΣ 2014). 
 

The seven-week team-ōŀǎŜŘ ŎǳǊǊƛŎǳƭǳƳ ΨΧōǊƻǳƎƘǘ ǘƻƎŜǘƘŜǊ ƻǾŜǊ моΣллл 
ǇŜƻǇƭŜ ŦǊƻƳ моп ŎƻǳƴǘǊƛŜǎΩ ό.ǊƻǿƴΣ нлмпύΦ IŜ ŎƻƴǘƛƴǳŜǎΣ ΨLƴ ŀōƻǳǘ ǘƘŜ ǘƛƳŜ 
it takes to get a passport, you, too, can be introduced to a whole new way to 
ŀǇǇǊƻŀŎƘ ǘƘŜ ǿƻǊƭŘΩǎ ǘƻǳƎƘŜǎǘ ŎƘŀƭƭŜƴƎŜǎΩ ό.ǊƻǿƴΣ нлмпύΦ ¦ƴŦƻǊǘǳƴŀǘŜƭȅ 
design thinking has become an exploration of opportunities for personal 
ƎŀƛƴΣ ŀƴŘ ƛǘΩǎ ƎƛǾƛƴƎ ŘŜǎƛƎƴ ŀ ōŀŘ ǊŜǇǳǘŀǘƛƻƴΦ ¢ƘŜ ǿƻǊŘ ϥŎƘŀƴƎŜϥ ƛǎ ǘƘǊƻǿƴ 
around loosely, defined by problems solved with a click of a button, walls 
covered with a rainbow of post-ƛǘ ƴƻǘŜǎΣ ŀƴŘ ōȅ ŎŀǊǊȅƛƴƎ ŀ ƴƻǘŜōƻƻƪΦ Ψ¢ƘŜ 
motives of designers of good intent 'in the field' who act without having a 
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ǘƘŜƻǊŜǘƛŎŀƭƭȅ ƛƴŦƻǊƳŜŘ ŎǊƛǘƛǉǳŜ ƻŦ ŘŜǾŜƭƻǇƳŜƴǘ Χ ŀǊŜ ƴƻǘ ŎƘŀƭƭŜƴƎŜŘΩ όCǊȅ 
2007, 67) ς apparent in the Project M and IDEO model which bypasses 
crucial elements such as informed research and ethnography. Organisations 
such as COMMON, IDEO, and Project M ς who all may be well intentioned 
and have produced some important projects and prototypes ς trivialise 
ŘŜǎƛƎƴΣ ƳŀƪƛƴƎ ƛǘ ŀǇǇŜŀǊ ƳŜǊŜƭȅ ŀǎ ǎǘȅƭŜ ǘƻ ΨΧŀƭƳƻǎǘ ŀƭƭ ƻǘƘŜǊ ŘƛǎŎƛǇƭƛƴŀǊȅ 
ŦƛŜƭŘǎ ƻŦ ƛƴǉǳƛǊȅΦΦΦΩ όCǊȅΣ нллуΣ ǇΦ уфύΦ  

Conclusion 
Since social design is in its infancy, addressing the issues described in this 

paper is realisable in the short-term. I would like to conclude with a few 
proposals I feel are important for the growth of the field by drawing on the 
ideas of engagement and articulation from Irani et al. (2010) in their paper 
ƻƴ ǇƻǎǘŎƻƭƻƴƛŀƭ ŎƻƳǇǳǘƛƴƎΦ 9ƴƎŀƎŜƳŜƴǘ ƛǎ ǘƘŜ ƛŘŜŀ ƻŦ ΨΦΦΦŎƻƴƴŜŎǘƛƴƎ ǿƛǘƘ 
users or an application domain in order to understand relevant work or 
ŀŎǘƛǾƛǘȅΩ όLǊŀƴƛ et al., 2010, p. 1317), while articulation is the manner in which 
situations are seen and framed by designers (Irani et al., 2010). Although 
their paper addresses issues in human-computer interaction for 
development, it is focused on how designers interact with users in both 
academic and corporate contexts.  

A definition/a job description 
Like design, social design is not easily defined ς ΨώŘϐƻŜǎ ǘƘŜ ǘŜǊƳ ŘŜƴƻǘŜ 

activism in pursuit of social change, conducted through the medium of 
design? Or does it refer to activism intended to reform design itself? Or 
ōƻǘƘΚΩ ό[ŜŜǎ-Maffei, 2012, p. 92). This confusion over the definition reduces 
social design to an extension of sub design fields. Designers working in the 
space need to acknowledge that interdisciplinarity and inviting non-
designers into the equation means that in order for design to be 
ΨΧǊŜŎƻƎƴƛǎŜŘ ŀƴŘ ǘŀƪŜƴ ŀǎ ǎŜǊƛƻǳǎƭȅ ŀǎ ƛǘ ǎƘƻǳƭŘ ōŜΩ ŘŜǎƛƎƴŜǊǎ ƴŜŜŘ ǘƻ ǎǘƻǇ 
talking only amongst themselves (Fry, 2008, p. 89). 

A clearer definition will help establish the field ς particularly as more 
students graduate with degrees in social design and begin the job search. 
Social design has the opportunity to involve designers in the decision 
process. Currently, designers are called in for finishing touches, rather than 
being considered to participate in major decisions. Without further 
knowledge in fields that are directly implicated in the work they produce, 
this will continue to take place. Urban planning, education, migration, public 
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health, and affordable housing are some of the areas where social designers 
can be valuable assets. Governments, NGOs, policymakers, and decision-
makers need to create roles for social designers that goes beyond aesthetics, 
but these opportunities will not be created unless social designers 
encourage a culture of criticism, validity, and examination, and an 
understanding of the issues and contexts they are immersed in. 

Stress the Local 
Locality and the translocal are, according to Petrescu, important because 

it isolates you and minimises your task (Mazé, 2011). Some institutions are 
committed to local initiatives and the community where they are based, but 
often organisations look outward. In discussing the difficulties of being 
ǎƻŎƛŀƭƭȅ ŜƴƎŀƎŜŘΣ aŀǘǘǎǎƻƴ ŀƴŘ ½ŜǘǘŜǊƭǳƴŘ ŎƭŀƛƳ ƛǘ ǊŜǉǳƛǊŜǎ Ψŀ ƎǊŜŀǘ 
knowledge plus massive and very long-term commitment. Otherwise, it is 
eŀǎȅ ŦƻǊ ǘƘƛǎ ŜƴƎŀƎŜƳŜƴǘ ǘƻ ƘŀǾŜ ŀƴ ϥǳǎϥ ŀƴŘ ŀ ϥǘƘŜƳΩΣ ƛƴ ǿƘƛŎƘ ϥǘƘŜȅϥ ŀǊŜ 
ƳƻǊŜ ƻǊ ƭŜǎǎ ƛƴǾƛǎƛōƭŜ ƛƴ ǘƘŜ ǇǊƻŎŜǎǎΣ ǿƘƛŎƘ ƛǎ ŘŜŦƛƴŜŘ ōȅ ϥǳǎϥΨ ό9ǊƛŎǎƻƴΣ нлммΣ 
p. 54).  

Insights from postcolonial studies and STS studies are encouraged as 
ǘƘŜȅ ǎǇŜŀƪ ǘƻ ƭƻŎŀƭ ǇǊŀŎǘƛŎŜǎΣ ΨΦΦΦǿƘƛƭŜ ŀǘ ǘƘŜ ǎŀƳŜ ǘƛƳŜ ǊŜŎƻƎƴƛȊƛƴƎ ǘƘŜ ǿŀȅǎ 
that those localisms are conditioned and embedded within global and 
historical flows of material, people, caǇƛǘŀƭΣ ƪƴƻǿƭŜŘƎŜΣ ŀƴŘ ǘŜŎƘƴƻƭƻƎȅΩ 
(Irani et al., 2010, p. 1316).  

In being more locally-centric, Irani et al.'s (2010) 'engagement' is 
applicable. Engagement encourages design research, feedback, deployment, 
and maintenance. It reframes the project to one that is mutual ς 
ΨΦΦΦŀŎƪƴƻǿƭŜŘƎώƛƴƎϐ ǳǎŜǊǎ ŀǎ ŀŎǘƛǾŜ ǇŀǊǘƛŎƛǇŀƴǘǎ ŀƴŘ ǇŀǊǘƴŜǊǎ ǊŀǘƘŜǊ ǘƘŀƴ ŀǎ 
passive repositories of ΨƭƻǊŜΩ ǘƻ ōŜ ƳƛƴŜŘΩ όLǊŀƴƛ et al., 2010, p. 1318). Mutual 
engagement can remove the 'us' and 'them' factor if designers make the 
effort to understand various social, economic, and political issues relevant to 
the place, exhibit an attention to research, a knowledge of local values and 
customs, and most importantly to stop thinking of the community in which 
they are working in as passive recipients but rather as collaborators.  

Publishing Findings and Research 
Social design projects should not have the aim of winning prizes and 

awards. Due to the lack of critique in design, they go on to collect their 
ŀǿŀǊŘǎ ǿƛǘƘƻǳǘ ōŜƛƴƎ ǉǳŜǎǘƛƻƴŜŘΦ ²ƘŀǘΩǎ Ƴƻre, zines used to document 
social design projects are an exercise in self-congratulation: acting more as 
minuscule monographs that prioritise photographs of people having a good 
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time and slogans over publishing findings from the project. Without proper 
findings and research, particularly in a field that is user centred, we are 
unable to determine the value of such projects, nor are we able to measure 
its impact and what lessons can be taken from it. As social design settles 
within academia, projects need to be more than just about having a good 
time helping people ς Ψ5ŜǎƛƎƴ ƛǎ ōƻǘƘ ŀ ǎƻŎƛŀƭ ǇǊƻŎŜǎǎΣ ǿƛǘƘ ƛƳǇƭƛŎŀǘƛƻƴǎ ŦƻǊ 
others who are participants to that process, and also brings something new 
ƛƴǘƻ ǘƘŜ ǿƻǊƭŘ ǘƘŀǘ Ƴŀȅ ƘŀǾŜ ǎƻŎƛŀƭ ŦƻǊŎŜΩ όtƻƭŀƛƴŜΣ нлмоύΦ  

Do not make social design trendy 
ΨLǘ ƛǎ ƴƻǘ ŀōƻǳǘ ōŜƛƴƎ ƘƛǇ ƻǊ ŎƻƻƭΣ ƴƻǊ ƛǎ ƛǘ ŀōƻǳǘ ōŜƛƴƎ ǎŜŜƴ ŀǎ ŎǊŜŀǘƛǾŜ 
or being a problem-solver. It is not about the objects and images 
associated with one's name nor about having articles written about 
oneself in glossy magazines. Rather it is about something profoundly 
ǳƴŦŀǎƘƛƻƴŀōƭŜΦ Lǘϥǎ ŀōƻǳǘ ōŜƛƴƎ ǎŜǊƛƻǳǎΩ όCǊȅΣ нллуΣ ǇΦ мнύΦ 

 
The direction which social design is taking is turning it into something 

trendy. Designers should not think of what they personally would like to see 
in that community or of the awards, but by articulating the requirements of 
the individuals or community they are working in based on their needs, 
opportunities, wants, constraints, and desires (Irani et al., p. 2010), an the 
life of the project.  

References 
Anon (2014) About [online]. Available from: 

http://designigniteschange.org/pages/2-about [Accessed 29 April 2014]. 
Anon (n.d.) Blitzes & Workshops [online]. Available from: 

http://www.projectmlab.com/Blitzes-Workshops [Accessed 17 May 2014]. 
Anon (n.d.) Common [online]. Available from: 

http://fearlessrevolution.com/common [Accessed 4 May 2014]. 
Anon (n.d.) Project M [online]. Available from: 

http://www.projectmlab.com/Project-M [Accessed 5 May 2014]. 
Anon (2013) Study on Ways and Methods to Eliminate Sexual Harassment in 

Egypt. [online]. Available from: 
http://www.dgvn.de/fileadmin/user_upload/DOKUMENTE/English_Docu
ments/Sexual-Harassment-Study-Egypt-Final-EN.pdf [Accessed 26 March 
2014].  



DANAH ABDULLA  

258 

Brown, T. (2014) How to Become a Social Innovator in 7 Weeks. Design 
Thinking: Thoughts by Tim Brown [online]. Available from: 
http://designthinking.ideo.com/?p=1324 [Accessed 4 May 2014].  

Dupont, M. (2014) Design Thinking is not Design. Design Research Portal ς 
#DRP [online]. Available from: 
http://designresearchportal.wordpress.com/2014/05/01/design-thinking-
is-not-design-2/ [Accessed 3 May 2014].  

Edge, J. (2010) Pie + Design = Change. The New York Times Magazine, 
October 8, 2010, p. MM58. 

Ericson, M. (2011a) Historical Perspectives, an interview with Helena 
Mattsson and Christina Zetterlund. In Mazé, R. and Ericson, M. (eds.), 
Design Act: Socially and Politically Engaged Design Today: Critical Roles 
and Emerging Tactics. Stockholm: Iaspis. 

Ericson, M. (2011b) Interview with Ou Ning. In Mazé, R. and Ericson, M. 
(eds.), Design Act: Socially and Politically Engaged Design Today: Critical 
Roles and Emerging Tactics. Stockholm: Iaspis. 

Fabricant, R. (2014) In Defense of Design Imperialism. Design4Impact: 
Creativity and the business of social innovation. [online]. Available from: 
http://designmind.frogdesign.com/blog/in-defense-of-design-
imperialism.html [Accessed 3 May 2014]. 

Fry, T. (2007) Design, development and questions of direction. Design 
Philosophy Papers, 3(4), 66-79. 

Fry, T. (2008) Design, Ethics and Identity. In Willis, A.M. (eds.), Design 
Philosophy Papers Collection. Ravensbourne, Australia:Team D/E/S 
Publications. 

Hall, S. (2001) Museums of Modern Art and the End of History. In Hall, S. and 
Maharaj, S. (eds.), Annotations: Modernity and Difference No. 6. London: 
Institute of International Visual Arts. 

Holden Baker, C. (n.d.) Thinking Wrong. Maine [online]. Available from: 
http://themainemag.com/people/features/1202-thinking-wrong.html 
(Accessed 17 May 2014). [online].  

Irani, L., Vertesi, J., Dourish, P., Kavita, P., and Grinter, R. (2010) Postcolonial 
computing: a lens on design and development. Paper presented at the CHI 
'10 SIGCHI Conference on Human Factors in Computing Systems, Atlanta, 
Georgia.  

YƛƴƴƛƴƳƻƴǘΣ WΦ όнлмоύ vŀǘŀǊΩǎ ŘŜƭƛŎŀǘŜ ōŀƭŀƴŎƛƴƎ ŀŎǘΦ BBC News. [Online]. 
Available from: http://www.bbc.co.uk/news/world-middle-east-
21029018. [Accessed: 20th April 2014]. 



A Manifesto of Change or Design Imperialism? A Look at the Purpose of the Social Design 
Practice 

259 

Lees-Maffei, G. (2012) Reflections on Design Activism and Social Change: 
Design History Society Annual Conference, September 7ς10, 2011, 
Barcelona. Design Issues. 28 (2), 90ς92. 

Markussen, T. (2013) The Disruptive Aesthetics of Design Activism: Enacting 
Design Between Art and Politics. Design Issues, 29 (1), 38-50. 

Mazé, R. (2011) Reflections on Practice, an interview with Doina Petrescu. In 
Mazé, R. and Ericson, M. (eds.), Design Act: Socially and Politically 
Engaged Design Today: Critical Roles and Emerging Tactics. Stockholm: 
Iaspis. 

Pines, A. (2011) All Design is Social Design. Unpublished essay. 
Polaine, A. (2011) Design Research and Education: A Failure of Imagination? 

Core77. [online]. Available from: 
http://www.core77.com/blog/columns/design_research_and_education_
a_failure_of_imagination_20623.asp [Accessed: 30th March 2013]. 

Project M (2014) Project M South 2014. [online]. Available from: 
http://files.projectmlab.com/ProjectM_South2014_App.pdf [Accessed 5 
May 2014]. 

Staples, L. (2002) On FTF. In Bierut, M., Drenttel, W. and Heller S. (eds.), 
Looking Closer Four: Critical Writings on Graphic Design. 4th edition. New 
York, NY: Allworth Press. 

Tunstall, E. (2013) Decolonizing Design Innovation: Design Anthropology, 
Critical Anthropology, and Indigenous Knowledge. In Gunn, W., Ton, O. 
and Smith, R. C. (eds.) Design Anthropology: Theory and Practice. London: 
Berg. 

Urban LaunchPad (2013) First Bus Map of Dhaka. [online]. Available from: 
https://www.kickstarter.com/projects/urbanlaunchpad/first-bus-map-of-
dhaka [Accessed 4 May 2014].



A Matter of Design|Proceedings of the 5th STS Italian Conference    

 260 



A Matter of Design|Proceedings of the 5th STS Italian Conference    

 261 

9ȄǇƭƻǊƛƴƎ aƻŘŜƭ aŀƪƛƴƎΥ ¢ǊŀƴǎƭŀǘƛƴƎ 
LƴǘǳƛǘƛǾŜ !ǎǇŜŎǘǎ hŦ /ƻƴŎŜǇǘǳŀƭ aƻŘŜƭǎ Lƴǘƻ 
5ƛƎƛǘŀƭ wŜŀƭƳ 

9ƭƛŦ !Y¢! * 

Istanbul Technical University 

In recent years, digital design tools have expanded the overall vision of 
design with uses such as digital manufacturing, modeling, animating, 
rendering and programming. Still, they are insufficient in assisting designers 
during the early phases of the design process. Conventional methods such as 
sketching and physical modeling are still the most effective and commonly 
used tools for conceptual design both in education and practice. It is mostly 
due to the challenges designers and tool developers face in attempts to 
digitally represent intuitive movements of the physical processes. Concerning 
that, this paper addresses the problems that are revealed while trying to 
translate the dynamic and intuitive features of the physical conceptual 
models to the digital platform. In order to identify the key features that are 
required to transfer to the digital media, both digital and physical model-
making processes are explored through various experiments. The physical 
processes are investigated as dynamic representations where the modeled 
object is constantly evolving via instant and quick handmade models, namely, 
conceptual draft models. The potential advantages and deficiencies of current 
digital tools that are used for representing these models are analyzed 
through digital experiments. In consequence of the experiments, a general 
framework, which will lead to construct a methodology for the representation 
of conceptual draft models in digital medium, is proposed. 

Keywords: Conceptual thinking; conceptual draft models; abstraction; 
physical modeling; digital modeling 

Introduction  
Any design process in architecture is lead by the architect with the help 

of several tools, which are composed of representational techniques such as 

                                                        
* Corresponding authors: 9ƭƛŦ !ƪǘŀǒ| e-mail: aktaaselif@gmail.com 
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drawing, painting, collage, photography, and modeling. These tools are 
significant because they are the meŘƛŀ ǘƘŀǘ ŜȄǘŜǊƴŀƭƛȊŜǎ ǘƘŜ ŘŜǎƛƎƴŜǊΩǎ 
intent, idea, and thought process. Each architect prefers to design with 
different tools, those that they are more comfortable with. The 
representational techniques expose the dominant movements in 
architecture. According to Carpo (2001) transmission of the architectural 
knowledge and the mode of architectural thinking are directly related to the 
representational media, which is used in any given historical period. Today, 
highly developed digital technologies promote digital representational 
techniques. The designer is pushed to work more and more in the digital 
media, which is now a competitive factor. It is a fact that the digital media 
have brought many opportunities and possibilities to design theory and 
practice. Notwithstanding, they are still not effective in the conceptual 
phase of the design process where the initial idea originates and gets 
developed.  

Two-dimensional representations, especially architectural drawing and 
sketching, have conventionally been of great interest in the conceptual 
ŘŜǎƛƎƴ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ŜŀǊƭȅ ǇƘŀǎŜǎΦ Lƴ ŎƻƴǘǊŀǎǘΣ ŜǾŜƴ ǘƘƻǳƎƘ ΨƳƻŘŜƭǎ ƘŀǾŜ 
been used for over 500 years as an important method of communication in 
ǘƘŜ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ŀǊŎƘƛǘŜŎǘǳǊŜΩ ό5ǳƴƴΣ нлмлΣ ǇΦ муύΣ ǘƘŜǊŜ ƛǎ ŀ ƳƛƴƻǊ 
focus on the architectural model making process for the same purposes. As 
Yƴƻƭƭ ŀƴŘ IŜŎƘƛƴƎŜǊ ǎǘŀǘŜ ΨWǳǎǘ ƭƛƪŜ ŀ ŘǊŀǿƛƴƎΣ ŀ ƳƻŘŜƭ ƛǎ ŀƴ ŜȄǇǊŜǎǎƛƻƴ ƻŦ 
ǘƘŜ ǘƘƻǳƎƘǘ ōŜƘƛƴŘ ŀ ŘŜǎƛƎƴΩ όмффнΣ ǇΦ уύΦ ²ƛǘƘƛƴ ǘƘŜ ŎƻƴǘŜȄǘ ƻŦ ǘƘƛǎ 
research, conceptual models are explored as a mode of thinking tool rather 
than as a representational medium that functions to represent a finalized 
design work. 

In the early phases of the design process, conceptual models function as 
three-dimensional sketches. Porter and Neale (2000) describe conceptual 
ƳƻŘŜƭǎ ŀǎ ŀƴ ΨŜƳōǊȅƻƴƛŎ ǎƪŜǘŎƘ ƛƴ ǘƘǊŜŜ ŘƛƳŜƴǎƛƻƴǎ ǿƘƛŎƘ ƛǎ ǳǎŜŘ ǘƻ 
ŜȄŀƳƛƴŜ ΨƴŜǿƭȅ ŦƻǊƳƛƴƎ ƛŘŜŀǎ ŘƛǊŜŎǘƭȅ ƛƴ ǘƘŜ ǎǇŀŎŜ ƻŦ ǘƘŜ ƛŘŜŀΩόǇΦ нмύΦ 
Gürsoy and Ozkar (2010) recently investigated the model making process as 
a form of sketching and its contribution to the early design process. Dunn 
(2010) points out that experimentation with materials, especially at early 
stages of the design process helps to develop design ideas. Studies that are 
conducted among practicing product and engineering designers reveal that a 
notable amount of projects start with sketches and physical models 
(Wiegers and Vergeest, 2001; Scali et al., 2002). Yet, today there is a strong 
shift towards digital modeling instead. However, current digital tools used in 
architecture are inadequate to represent conceptual processes. With 
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regards to this problem, this paper investigates the conceptual model 
making process and addresses the problems that are revealed while 
translating the dynamic and intuitive features of conceptual models into the 
digital platform. 

Conceptual Thinking and Intuition in Design  
When dealing with concrete problems in design, digital space might help 

us alter, simulate, integrate or connect data from the physical world in 
various ways, thus providing a more efficient environment for 
conceptualizing ideas. In The Sciences of the Artificial Simon (1996, p. 6) 
ŘŜŦƛƴŜǎ ŀǊǘƛŦƛŎƛŀƭ ŀǎ ŀƴ ƛƴǘŜǊŦŀŎŜ ǿƘŜǊŜ ΨǘƘŜ ƛƴƴŜǊ ŜƴǾƛǊƻƴƳŜƴǘ ƻŦ ǘƘŜ 
ǎǳōǎǘŀƴŎŜ ŀƴŘ ƻǊƎŀƴƛȊŀǘƛƻƴ ƻŦ ǘƘŜ ŀǊǘƛŦŀŎǘ ƛǘǎŜƭŦΩ ŀƴŘ ǘƘŜ ΨƻǳǘŜǊ ŜƴǾƛǊƻƴƳŜƴǘΣ 
the surǊƻǳƴŘƛƴƎǎ ƛƴ ǿƘƛŎƘ ŀǊǘƛŦŀŎǘ ƻǇŜǊŀǘŜǎΩ ƛƴǘŜǊǎŜŎǘΦ Ψ²ƘŜǘƘŜǊ ŀ ŎƭƻŎƪ ǿƛƭƭ 
ƛƴ ŦŀŎǘ ǘŜƭƭ ǘƛƳŜ ŘŜǇŜƴŘǎ ƻƴ ƛǘǎ ƛƴǘŜǊƴŀƭ ŎƻƴǎǘǊǳŎǘƛƻƴ ŀƴŘ ǿƘŜǊŜ ƛǘ ƛǎ ǇƭŀŎŜŘΩ 
(Simon, 1996, p. 6). Similarly, architecture is a superimposition of extrinsic 
and intrinsic parameters. The occurrence of an artifact depends on the 
environment where it is placed and who designs it. For architecture, 
extrinsic parameters are related to site, landscape, social and cultural data 
as long as these are calculable in some way. However, compared to extrinsic 
parameters, intrinsic parameters have incommensurable values such as 
ŘŜǎƛƎƴŜǊΩǎ ƻǿƴ ŜȄǇŜǊƛŜƴŎŜǎΣ ŎƻƎƴƛǘƛǾŜ ŎŀǇŀŎƛǘƛŜǎ ŀƴŘ ŘŜǎƛƎƴ ǎƪƛƭƭǎΦ ¢ƘŜǎŜ 
parameters, incidentally, mostly shape the early design process.  

Essentially, intrinsic parameters are linked to intuitive processes. 
Intuition plays an important role in the early phase of the design. Harbort 
(1997) asserts that in the practice-oriented disciplines, intuitive thinking 
focuses on the general aspect of the problem and do not investigate the 
problem in a detailed manner. Similarly, in the conceptual phase of the 
design, the designer focuses on the basic problems of the design and relies 
on his/her intuitions. Intuitively guided motions such as hand gestures, 
mimics and manipulations are mostly derived from intentions and 
experiences of the designer (Boucouvalas, 1997). Quickly produced physical 
ŘǊŀŦǘ ƳƻŘŜƭǎ ƘŜƭǇ ǘƻ ƭƛƴƪ ŘŜǎƛƎƴŜǊΩǎ ǘƘƻǳƎƘǘǎ ǿƛǘƘ ŀŎǘƛƻƴǎ ŀƴŘ ŀƭƭƻǿ ƳŀƪƛƴƎ 
instant decisions. During the model making process, the designer constructs 
a direct relationship between his/her thoughts and the modeled object. 
Therefore, in the early phase of the design process these models can be 
ŎƻƴǎƛŘŜǊŜŘ ŀǎ ǘƘŜ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ǘƘŜ ŀǊŎƘƛǘŜŎǘΩǎ ƛƴƴŜǊ ŜƴǾƛǊƻƴƳŜƴǘΦ !ǎ 
regards, the research is carried through conceptual draft models, which is 
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basically refers to quick handmade abstract models that are produced in the 
early phase of the design process.  

Investigating Conceptual Draft Models 
In order to explore different aspects of conceptual model-making 

process that designers utilize for developing their design ideas, a pilot study 
was conducted with three interior designers. Conceptual models are 
examined as dynamic representation within a specific context and named 
conceptual draft models. Essentially, within the context of this research, 
conceptual draft model refers to early abstract models that are quickly 
ƳŀŘŜ ǘƻ ŜƳōƻŘȅ ŀƴŘ ŘŜǾŜƭƻǇ ŘŜǎƛƎƴŜǊΩǎ ƛƴƛǘƛŀƭ ƛŘŜŀǎ ǿƛǘƘ Ŝŀǎƛƭȅ ŀŎŎŜǎǎƛōƭŜ 
materials. The pilot study presents an empirical research about the different 
aspects of conceptual model-making process through conceptual draft 
models. 

Method 
As pilot study three protocols are performed by three interior designers 

who study double major in architecture. A short interview is made with 
participants in order to figure out their interest for the subject. These 
participants are chosen because they regularly use physical models as an 
effective design tool in their own projects. Experiments are recorded by a 
video camera and participants are asked to verbalize their thoughts while 
designing. The same design task is given to all participants. They are asked to 
design an exhibition unit for the entrance of the faculty of architecture. 
Same materials are provided to all participants such as cardboard, colored 
papers, transparent papers, mesh materials, needles, glue, and rulers. The 
experiments are held in a studio environment, where the participants take 
their regular design courses. 

Limitations 
It should be noted that there are many limitations of the protocol 

analysis that inhibits to make a general inference for the conceptual model-
making process. Firstly, experiments were conducted with a limited number 
of participants within a limited period of time. Additionally, participants 
were restricted with certain environment and materials. If the experiment 
were performed by using different materials in a different environment, the 
result could be different. Lastly, protocol studies are criticized for being 
unnatural due to the fact that participants are forced to design and verbalize 
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their thoughts while they are filmed (Gürsoy and Ozkar, 2010). It is observed 
that during the protocols occasionally participants hesitated to explain each 
thought and action. Accordingly, being aware of its limitations, the pilot 
study presents these protocol studies as an example of how designer 
benefits from conceptual draft models as an earl design tool for developing 
their design ideas.  

The Protocol Studies 
Each of the three participants developed a design idea for the same 

design task through conceptual draft models and using similar materials. 
Participants will be named respectively D1, D2 and D3 throughout the report 
of the protocols. In total 8 different models are built in the protocols. The 
duration of protocols varies for each participant between 15 and 20 
minutes. Table 1 shows the design protocols of the participants including 
process, actions, duration and final design models that are produced. 

Table 1 Design Protocols. 
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Observations and Discussion of Protocol Studies 
In the protocols, all participants conceptualized their ideas via quickly 

produced early conceptual models. During the protocols the designers used 
conceptual draft models as a mode of thinking tool to construct and develop 
their initial design ideas. In the beginning their design ideas were more 
ambiguous. After a while, they started to express their thoughts more 
clearly.  

The protocols show that all the participants benefited from the different 
aspect of the model making process. D1 produced three different models to 
explore different compositions and design alternatives for the same design 
idea. D2 produced two different models and detailed the initial design idea 
through them. D3 used models for expressing her design idea with different 
methods and materials so to explore how the design differentiates 
accordingly. D2 and D3 spent approximately twofold more time to build 
their second model than the initial one. However, D1 spent less time for the 
following two models than the initial one. Table 2 summarizes the different 
aspects of model making that participants were utilized during the 
protocols.  

Table 2 Design Protocols. 

 
 

The pilot study shows that there is a dynamic relationship between the 
ƳƻŘŜƭǎΦ CƻǊ ŜȄŀƳǇƭŜ ƛƴ 5мΩǎ ǇǊƻǘƻŎƻƭ ǘƘŜ ŀǊŎ ǎƘŀǇŜŘ ŦƻǊƳ ƛƴ the left side of 
three models represent an entrance for the visitors of the exhibition. It can 
be observed that the form of the entrance differentiates in each model 
while its function remains stable (figure 1).  
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Figure 1 Dynamic relationship between models. Red lines indicate how the shapes 
transform constantly. 

This dynamic relationship between models resembles the sketching 
process. During the model making process, lateral transformation occurs 
beside the vertical transformations. Later transformations refer to 
movement where the idea shifted towards a different one and vertical 
transformations indicates more detailed version of the same idea (Goel, 
1996). For example, the function of the exhibition surface differentiates in 
parallel to changes in its form in the protocol of D1 (figure 2).  

 

Figure 2  lateral transformations between models. 

 To sum up, conceptual draft models are abstract representations, which 
reduce the complexity of the problem. Being ambiguous is one of the 
strongest parts of conceptual draft models that enhance creativity. Another 
strong aspect of conceptual draft model is that they represent diverse ideas 
with simple forms and materials. They generally convey multiple meaning 
with a simple representation. In general, they convey deeper implications 
for its maker than its observer. They do not imply one clear meaning. 

Therefore, they are open to different possibilities and enrich the design 
process. 

Consequently, based on the observations of the pilot study, it can be 
claimed that in the early phase of the design process conceptual draft 
models operate as an effective design tool, which assist designers. 
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Exploring the Translation Process From Physical To 
Digital 
¢ƘŜ ŎƻǊŜ ŀƴŀƭȅǎƛǎ ƻŦ ǘƘŜ ǎǘǳŘȅ ƛǎ ŎŀǊǊƛŜŘ ƻǳǘ ǘƘǊƻǳƎƘ ǘƘŜ ŀǳǘƘƻǊΩǎ ƻǿƴ 

design practice. In order to identify the key features that are required to 
transfer into digital media, both digital and physical model-making processes 
are explored through various experiments by the author. The method 
applied is Practice-Led research in literature (Frayling, 1993; Rust et al., 
2007; Pedgley, 2007; Mäkelä and Nimkulrat, 2011). The main motivation of 
the research is to develop the knowledge that is acquired from both the 
digital and physical experiments.  

The physical processes are investigated as dynamic representations 
where the modeled object is constantly evolving via conceptual draft 
models. Each model-making process is regenerated in a digital environment 
in order to analyze potential advantages and deficiencies of current digital 
tools for representing conceptual processes. As a digital medium, 
Rhinoceros was chosen for its modeling capability over nonlinear forms. 

The Practice-Led Design Research 
Design problems are always controversial. Rowe (1987) identifies design 

problems as wicked, which means they have no definite formulation and 
solution. In design practice, results do not need to be repeated or copied as 
it happens in science (Cross, 2001). Thus, in most cases, the process is more 
ƛƳǇƻǊǘŀƴǘ ǘƘŀƴ ǘƘŜ ǊŜǎǳƭǘΦ !ŎŎƻǊŘƛƴƎ ǘƻ /Ǌƻǎǎ ΨǳƴŘŜǊƭȅƛƴƎ ǇŀǘǘŜǊƴǎ ƻŦ Ƙƻǿ 
ŘŜǎƛƎƴŜǊǎ ǘƘƛƴƪ ŀƴŘ ŀŎǘΩ ƻǊ ƛƴ ƻǘƘŜǊ ǿƻǊŘǎ ΨŘŜǎƛƎƴŜǊƭȅ ǿŀȅǎ ƻŦ ƪƴƻǿƛƴƎΩ ƭƛŜǎ 
in the process of making artifacts. Cross claims that, in order to develop 
design as an independent discipline, rather than a subcategory of science, 
these underlying patterns - namely intrinsic values of design - should be a 
valid study subject.  

This study investigates one of the intrinsic values of design through 
model-making practice. In order to explore translation process of intuitive 
aspects of conceptual model making process, the author investigated her 
own design practice and documented it. The exploration method is known 
ŀǎ ΨǇǊŀŎǘƛŎŜ-ƭŜŘΩ ŘŜǎƛƎƴ ǊŜǎŜŀǊŎƘ ƻǊ ΨǊŜǎŜŀǊŎƘ ǘƘǊƻǳƎƘ ŘŜǎƛƎƴΩ ǿƘƛŎƘ 
fundamentally involves capturing and analyzing researcher own design 
activity to achieve the stated research aims and objectives (Pedgley, 2007). 
.ŀǎŜŘ ƻƴ IŜǊōŜǊǘ wŜŀŘΩǎ ŜŘǳŎŀǘƛƻƴ ƳƻŘŜƭΣ ƛƴ мффо CǊŀȅƭƛƴƎ ŘƛǎǘƛƴƎǳƛǎƘŜŘ 
research through practice from research for practice and research into 
practice. According to Frayling (1993) the practice itself as a research 
method allow the result/artifact to be communicable rather than being a 
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visual documentary. Commonly, it is preferred in the design and art based 
studies where the new research culture is being developed (Pedgley, 2007). 

 One of the defining characteristics of practice-lŜŘ ǊŜǎŜŀǊŎƘ ƛǎ ǘƘŀǘ ƻƴŜ 
ŎƻǳƭŘ ŘƛǎŎƻǾŜǊ ǳƴǳǎǳŀƭ ǘŜǊǊƛǘƻǊƛŜǎ ōȅ ǎŜƭŦ-ŘƻŎǳƳŜƴǘƛƴƎ ŀƴŘ ŀƴŀƭȅȊƛƴƎ ƘƛǎκƘŜǊ 
ƻǿƴ ŘŜǎƛƎƴ ǇǊƻŎŜǎǎΦ aŅƪŜƭŅ ŀƴŘ bƛƳƪǳƭǊŀǘ όнлммύ ŀǎǎŜǊǘ ǘƘŀǘ ŜȄǇƭƻǊŀǘƛƻƴ ƻŦ 
the knowledge through the documentation, interpretation and 
contextualization of process of making artifacts has brought a new 
dimension to the design research. The main motivation of the practice-led 
research is acquiring new knowledge about the nature of the practice and 
search for the solution to improve it.  

Data collection was made by video-recordings. In order to capture 
intentions and intuitive action during the process, the designer also 
explained her thoughts verbally. The process is also documented by written 
reports and diagrams. Since the method is based on a self-analyzing process, 
the transparency of the documentation is prioritized. The author, who 
conducts both the research and experiments, will be referred as the 
designer throughout the report of the experimental inquiry. 

Physical Experiments 
In the first phase of the exploration, physical model making process is 

examined through experiments. The designer used basic modeling materials 
similar to pilot study in each experiment. As a design task, a lightening 
installation for a gallery entrance is chosen. Four conceptual draft models 
were produced by the designer for the given task. The duration of each 
experiment varies between 12 and 40 minutes. Experiments are respectively 
named pE1, pE2, pE3 and pE4 regarding the construction sequence. Table 3 
demonstrates the duration of each experiment along with particular 
sections from the design process.  
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Table 3 Design process and duration of physical experiments. 

 

The physical experiments are analyzed on the base of their modeling 
approach and of the main actions that are used during the model making 
process. Modeling approaches are examined under two groups named top-
down and bottom-up modeling. Top-down refers to processes where the 
design generates from whole to part. Top-down processes evolve with the 
manipulation of the whole surfaces or objects. For example, the model of 
pE1 shows a planar object (paper) being transformed into a continuous 
three-dimensional object (figure 3). Bottom-up refers to the opposite 
process, where the design generates from part to whole. Bottom-up 
processes evolve with the composition of smaller design components. For 
instance, the model of pE2 is created with bottom-up modelling approach 
(figure 4).  

 

Figure 3 Final conceptual draft model of pE1. 
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Figure 4 Final conceptual draft model of pE2. 

Actions that are constantly applied to materials during the modeling 
process are also examined into three groups regarding the dominant action 
in each process. Folding, bending and twisting actions, which lead the 
experiments are grouped as main actions. Actions such as cutting, rotating 
and pasting, which are used in all experiments are considered as general 
actions. Table 4 demonstrates the modeling approach and main actions that 
are used in each experiment. During the translation process of physical 
experiments into the digital, the modeling approaches and the actions will 
be respected. Digital experiments will be evaluated accordingly.  

Table 4 Modelling approaches and main actions of physical experiments. 
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Digital Experiments 
The physical experiments were tried to regenerate in the digital media in 

order to observe main differences between the digital and physical 
modeling process. The experiments are respectively digital attempts of 
physical experiments and named as dE1, dE2, dE3 and dE4.  

Since the study focus on the model-making process, the digital models 
were regenerated using the same modeling approaches and actions that 
were practiced in the physical experiments. Therefore, each experiment is 
evaluated with respect to the properties defined in Table 4. The difficulties 
emerged during the translation process are reported in the paragraph 
describing each main actions, which are folding, bending and twisting. 
Digital equivalences of physical actions are also demonstrated in Table 5.  

 
Table 5 Digital equivalences of physical actions in Rhino.

 

Folding 
Folding action was the main action of pE1, pE2, and pE4. The designer 

tried two different methods to simulate folding action. In the first method, 
the surface was created with mesh parallelograms. Each parallelogram was 
created individually and manipulated through its control points (figure 5). 
However, due to the fact that the edges of the surfaces and control points 
are not attached to each other with certain parameters, the boundaries of 
the surface were calculated manually, besides the manipulation done by 
mouse click for each control point. Therefore, it was a time-consuming 
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process and did not give the desired result. As a result, the method was able 
to fold the surface but ineffective in simulating the folding action in pE1.  

 

Figure 5 Folding actions by manipulating the control points in dE1. 

In the second method, the designer directly benefit from the foldface 
command in Rhino. The command basically rotates selected polysurface face 
around an axis line. It includes three steps: selecting the face to be fold, 
defining the folding axis and angle. It is possible to fold a surface with the 
given direction and angle using this command (figure 6). However after each 
folding action, the folded surface is defined mathematically by the program 
as a new surface. Accordingly, the surface loses its integrity and the program 
does not allow folding the initial surface again on a different axis. 
Consequently, the folding action in the physical environment is modelled 
digitally at a certain degree using foldface command. 

 

Figure 6 Folding actions by foldface command in dE1. 
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In the experiments dE1 and dE3, folding action is simulated by control 
points while in dE2 both methods were used. However, both manipulating 
control points and using foldface command was inadequate in fully 
representing folding actions in the physical experiments. 

Bending 
Bending action was one of the main actions in pE3 and pE4. The designer 

benefited from the bend command in Rhino in order to simulate bending 
action digitally. The command allows bending the surface towards the 
chosen direction, around the given axis. The bending axis and its direction 
are defined by the user. The boundaries are geometrically redefined over a 
circle according to the bending degree. The command simulates the physical 
bending under two circumstances. First one is that bending direction should 
be given within the surface boundaries. Secondly, the ortho command, 
which restricts the marker movement to points at multiples of a specified 
angle, should be on. Otherwise, the shape looses its initial size and 
unwanted deformations occur.  

Since the command is easy to control within the limitations of given 
descriptions the model-making process of pE3, regenerated at a particular 
degree by the designer via bend command. Table 5 shows the bending 
process of dE3 via bend command.  
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Table 5 Bending process in Rhino.

 
 
The bend command is also applied in dE4 to create structural span 

model. First the digital surface was positioned by the control points 
manually considering how they are positioned in the hand model, and after 
the bend command is applied. Figure 7 demonstrates the bending action in 
dE4.  
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Figure 7 Bending actions by bend command in dE4. 

Twisting 
Twisting action is explored digitally in dE3, since it is the main action of 

only pE3. Even though the digital bending process was successful in dE3, the 
command was not able to create continuous curvature in different 
directions at the same time. Thus, twist command was applied to surface in 
the next step to get results that represent the physical process of pE3 in a 
more straightforward manner. 

Twist command deforms objects by rotating them around the given axis. 
The axis and rotation angle are assigned by the user. The rotation axis is 
defined between two selected points. According to draw order the shape 
deforms differently. While the closest part to the first selected point is fully 
twisted, the farthest part from it keeps its original orientation.  

Consequently, the result was not identical but similar to the physical 
process after several application of the twist command.  

Discussions 
Despite the fact that very similar results are achieved in digital 

experiments, the physical process could not be represented exactly due to 
several reasons. Firstly, even if the rules are well defined, it was still hard to 
control the processes. For example, unlike the foldface command, bend and 
twist commands identify the surface as a whole after each manipulation. 

Even though bending and rotating axes define the area that will be 
affected, both the commands deform the whole surface at a certain degree. 

Therefore, some specific curvatures could not be modeled. Indeed, in the 
physical modeling process, the bending process of the surface was 
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controlled more effectively by hand movements. For example, while 
bending some part of the mesh with one hand, it is possible to keep another 
part fixed with the other hand or bend it in another direction. Forces affect 
the surfaces within the limitation of command in the digital processes. It is 
not possible to control forces over the surface as deemed without setting a 
different parametric model. 

Another restriction of the medium is that the coordination between the 
commands and mouse click is not easy to control. The reflection is very low 
compared to the physical process. Even the simplest rotating action, 
changing the position of the components recurrently take notable time. For 
instance, in the bending process the bending curves decreases the radius of 
the circle, which determines the increase of the bending degree, and after a 
certain point it does not fit into the screen. Even if the user zooms out and 
repeats the process, this does not provide a proper view to observe the 
changes over the form. That restriction leads the user to make another try 
with more curved axis. At that point, the user is excluded from the process 
by being restricted with the capability of the program. The more the user 
encounters this kind of restrictions during the modeling process, the more 
the decision-ƳŀƪŜǊ ǊƻƭŜ ƻŦ ƘƛƳκƘŜǊ ǎƘƛŦǘǎ ǘƻ ΨŘŜŎƛǎƛƻƴ-made-ǊΩΦ ¦ƭǘƛƳŀǘŜƭȅΣ 
the interaction between medium and user is important as much as the 
ǎƻŦǘǿŀǊŜΩǎ ŎŀǇŀōƛƭƛǘȅ ƻŦ ŀǇǇƭȅƛƴƎ ŎƻƳƳŀƴŘǎΦ 

Conclusions and Further Discussion 
The digital medium comes with its own technique, culture and way of 

thinking. Therefore, while working in the digital realm unconsciously or 
consciously, we operate within its limitations. It is an undeniable fact that 
there is a rapid shift towards digitalization in architecture. It is believed that 
this rapidly increasing tendency towards digital affects the conceptual 
thinking in architecture due to the fact that digital tools are still not suited to 
architecture as an efficient design tool. Concerning the importance of the 
conceptual models in the design process and the rapid shift into 
digitalization, this paper denotes the dearth of such a digital design tool and 
seeks for the solution. 

As a conclusion of the experiments, four different challenges are 
identified.  

The first challenge is the modeling approach of the digital medium. 
Physical processes always start with a given material. It is up to the designer 
ǘƻ ŘŜŎƛŘŜ ǿƘŜǘƘŜǊ ǘƻ ŎƻƴǎǘǊǳŎǘ ƳƻŘŜƭǎ ǿƛǘƘ ǘƘŜ ΨōƻǘǘƻƳ ǳǇΩ ƻǊ ΨǘƻǇ ŘƻǿƴΩ 
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approach. However, digital medium imposes modeling with components. 
Instead of opening with an empty screen, conceptual digital model should 
propose alternative modeling space to user. The interface of the medium 
needs to be designed in a specific way that helps to promote different ideas. 

The second challenge is related to the description of the shape. Since 
Rhino is designed for parametric design and digital manufacturing purposes, 
the shape definitions are accordingly based on mathematical descriptions. 
However, real definition of shape in the physical world is different from its 
mathematical description. For example, a physical shape is never infinite in 
the space like the digital representation of it. A decent shape definition is 
crucial in order the represent physical actions and deformation of the 
shapes in the digital platform.  

The third challenge is the representation of the material properties. Even 
though most of them are made with very basic materials such as cardboard, 
acetate, and styrofoam, material properties have an essential role in the 
conceptual model-making process. For example, if in the pE3 the designer 
had chosen a different material (modeling clay instead of metal mesh), the 
result would have been completely different. However, digital processes are 
not affected by the material properties. As it is observed from both protocol 
ǎǘǳŘƛŜǎ ŀƴŘ ŀǳǘƘƻǊΩǎ ƻǿƴ ŜȄǇŜǊƛŜƴŎŜǎΣ ƛƴǘǊƛƴǎƛŎ ǇǊƻǇŜǊǘƛŜǎ ǎǳŎƘ ŀǎ ŜƭŀǎǘƛŎƛǘȅΣ 
hardness and smoothness affect the design process while working with 
physical models. Besides, extrinsic properties such as transparency, color 
and texture have an effect on the conceptual model-making process. 
Different compositions and visualizations provoke different thinking and 
strongly impulse creativity (Dunn, 2010). Consequently, rather than 
representing the actual properties of the material, a digital conceptual 
model is expected to reflect certain material properties that consists of 
fundamental intrinsic and extrinsic properties of the material. 

The last and most challenging aspect of the physical modelling that need 
to be transferred into the digital platform is actual tangibility. Handling the 
material connects the designer with the actual world and augments the 
visual perception. Although digital models enable three-dimensional 
working space, they are literally bound in two-dimensional flat computer 
screens. The digital modelling media provide only indirect relation with the 
modelled object via mouse or touchscreen. On the other hand, actual 
tangibility provides more control over the form. Thus, physical models are 
manipulated easier and enable instant decision-making. As regards, 
integration of the more developed interactive systems such as touch 
screens, tangible smart surfaces, motion and capturing cameras to the 
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current digital models is significant to bridge the gap between the physical 
and digital existence. 

For the future of this study, experiments can be done with different 
participants specifying well-defined set of constraints for the definition of 
the shape. Moreover, it would be possible to test the integration of the 
interactive systems to the current digitals tool by a participatory workshop. 
The technological developments in the augmented graphical interface, 
smart objects and similar research that are related to the subject ought to 
be analyzed thoroughly for the adaptation. An integrated approach with 
technology and design cognition can solve the problematic aspect of the 
digital representation of conceptual processes in design.  
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[ϥƛƳƳŀƎƛƴŀȊƛƻƴŜ ƭǳŘƛŎŀΣ ǳƴ ǎŀǇŜǊŜ ƛƴŎŀǊƴŀǘƻ 
ƴŜƭƭŀ ƳŀǘŜǊƛŀ 
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Il paper si propone di connettere la produzione aristica e il design alla 
dimensione immaginativa. Quest'ultima però non deve essere intesa solo 
come fantasia, ma dovrebbe essere accolta come facoltà di comprendere la 
realtà attraverso le immagini. Bachelard ha insegnato che non è solo l'uomo 
a produrre immagini, ma che esse scaturiscono dalla materia e dalle sue 
forze. In questo modo si postula un doppio movimento: del mondo verso 
l'uomo, quando la materia penetra nell'organicità immaginativa umana e 
dell'uomo verso il mondo, quando egli trasforma la materia in arte. Nel paper 
introduco il concetto di immaginazione ludica, una funzione che consente di 
vedere oltre la letteralità degli oggetti per riconoscerne le possibilità 
inespresse. Tale facoltà è appannaggio del giocatore, che valorizza la 
tensione tra regola e libertà, la veǊǘƛƎƛƴŜ ŘŜƭƭΩŀƭŜŀǘƻǊƛŜǘŁΣ ƭΩŜōōǊŜȊȊŀ ŘŜƭƭŀ 
competizione. L'immaginazione ludica deve essere educata perché possa 
esprimersi con padronanza, a tal fine è necessario comprendere come si 
possano coniugare la creatività e la tecnica per esercitare nel mondo una 
tensione rivoluzionaria. Essa consente di cambiare il valore d'uso degli 
oggetti, di trasformare il senso delle dinamiche e delle relazioni, grazie alla 
potenza trasformatrice e al tempo stesso giocosa del linguaggio simbolico e 
dello sguardo poetico. 

Keywords: Immaginazione; gioco; arti performative; educazione; linguaggio 
simbolico 

Introduzione  
L'obiettivo di questo paper è di connettere il design alle pratiche 

immaginative. L'immaginazione tuttavia non deve essere intesa solo come 
creatività e fantasia, non deve essere ridotta a una sola delle sue forme, 
forse la più superficiale, ma dovrebbe essere accolta come facoltà di 
ricevere e trasformare le immagini e di comprendere attraverso le immagini. 
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Avvertendo la possibilità di educare questa facoltà umana poco 
considerata,ho approfondito il pensiero di autori che intorno alla capacità 
immaginante hanno articolato un sapere organico e complesso, capace di 
conferire valore e dignità scientifica al pensiero poetante e immaginativo, al 
pari di quello che si esercita nelle scienze naturali e cognitive. In questa 
direzione uno studio della produzione immaginante, quale capacità cui il 
designer attinge per la sua creazione, può definirsi e può orientarsi in modo 
più rispondente che facendo riferimento a un vago concetto di creatività, in 
modo analogo a quanto avviene per l'artista. Seguendo il processo di 
immaginazione materiale, attiva, creatrice (così viene nominata dagli autori 
di riferimento: Bachelard, Jung, Corbin), l'artista, il designer, il poeta, sono 
attori in un processo di ricezione e continua trasformazione delle immagini. 

In questo senso non si tratta di comprendere come avvenga il processo 
creativo e quali siano le condizioni per favorirlo, bensì di comprendere come 
sia decisiva nel processo immaginante la capacità di osservare e ricevere le 
immagini grazie a una propensione di ascolto meditativo e di dare loro una 
forma grazie a una capacità trasmutatrice, a una disposizione simbolizzante 
(Wunenburger, 2007) atta a trovare nella materia e nelle cose le loro 
potenzialità inespresse. Queste capacità possono essere educate, nutrite e 
coltivate facendo riferimento al sapere che proviene dal mondo del gioco. 
Per questo, a partire da una provocazione di Wunenburger (2007, pp. 115-
123), ho coniato il termine immaginazione ludica, e nel paper mi propongo 
di giustificare questo nuovo concetto, perché attraverso un sapere sul gioco 
e il giocare come attività libera, sganciata dalle necessità e orientata al 
piacere e alla bellezza, l'immaginazione può essere pensata come attività di 
superamento della letteralità dell'esperienza e come apertura al possibile.  

'L'immaginario autentico dev'essere rischiarato alla luce del gioco delle 
forme oggettive che fanno prendere visione dei possibili del mondo. Poiché 
le variazioni morfogenetiche della natura e le torsioni immaginative delle 
nostre fabulazioni obbediscono probabilmente ad una medesima linea 
generativa' (Wunenburger, 2007, p. 120). 

Immaginazione come organo di conoscenza 
Una riflessione sull'immaginazione deve elaborare in primo luogo un 

posizionamento scientifico dal momento che tale facoltà è stata oggetto di 
studio di diversi ambiti disciplinari e di diverse posture culturali. 

Inizio a collocarmi dalla parte di quei pensatori che hanno considerato 
l'immaginazione una facoltà conoscitiva peculiare, radicata in un contesto 
transculturale e transtorico e l'hanno nominata come immaginazione 
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creatrice (Corbin, 2005), immaginazione attiva (Jung, 1992; 2000; 2002), 
immaginazione materiale e dinamica (Bachelard, 1989; 1992; 1994; 1997; 
2010), fantastica trascendentale (Durand, 1972), per descriverla come 
facoltà agente e operante nel mondo e connessa allo sguardo artistico o 
poetico.  

In particolare Gaston Bachelard, che ha dedicato grande parte della sua 
riflessione filosofica allo studio dell'immaginazione simbolica, è un filosofo 
dal profilo culturale insolito e straordinario. Partendo da una iniziale 
formazione di matematico, prende una seconda laurea in filosofia e compie 
studi di epistemologia diventando professore alla Sorbona di storia e 
filosofia della scienza, ma a partire dagli anni 30 del secolo scorso compie 
parallelamente un percorso di studio con una ricca e raffinata linea di ricerca 
sull'immaginazione, nel suo legame con la produzione poetica (Bachelard, 
1989; 1992; 1993; 1994; 1996; 1997; 2006; 2008; 2010).  

Il mio percorso di studio e di ricerca deve molto al Bachelard filosofo 
dell'immaginazione e delle immagini poetiche, al sognatore, al cantore della 
felicità e del riposo. Se da un lato BacƘŜƭŀǊŘ ǊƛŎƻƴƻǎŎŜ ŎƘŜ ΨƴŜƭ ǇŜƴǎƛŜǊƻ 
scientifico il concetto funziona tanto meglio quanto più è stato liberato da 
ƻƎƴƛ ƛƳƳŀƎƛƴŜΩ ό.ŀŎƘŜƭŀǊŘΣ мффоΣ ǇΦ слύΣ ŘŀƭƭϥŀƭǘǊƻ ƭŀǘƻ ǇǳōōƭƛŎŀ ŘƛǾŜǊǎƛ 
volumi sullo studio dell'immaginazione, come espressione di un sapere che 
redime i limiti della ragione, amplificando il potere della conoscenza. 
Bachelard descrive un sapere delle immagini che si mostra attraverso le 
immagini; un sapere paradossale, incarnato nella materia e al contempo 
fluttuante e difficile da inquadrare nei codici dei protocolli scientifici.  

Bachelard comincia così uno studio del pensiero poetico organizzato in 
base alle immagini della struttura elementale: il fuoco, l'acqua, l'aria e la 
terra (Bachelard, 1989; 1992; 1994; 1997; 2010). La metodologia che utilizza 
è inizialmente mutuata ed elaborata da due fonti autorevoli: da un lato la 
psicanalisi junghiana, che tratta gli oggetti psichici come fenomeni empirici, 
quindi degni di uno studio scientifico, e dall'altro lato la fenomenologia, 
utilizzata come scuola di ingenuità e come contatto con l'intenzionalità 
dell'immaginazione poetica. Ma le immagini e le forze esondanti dalle fonti 
poetiche che ha utilizzato nelle sue ricerche hanno consentito a Bachelard di 
liberarsi del laccio della psicoanalisi e della fenomenologia per far sorgere, 
nel corso dello sviluppo delle opere, una metodologia originalissima e 
penetrante. 

Scardinando un principio incontrovertibile e comune a ogni 
epistemologia, Bachelard riposiziona la genesi dell'immaginazione fuori 
dall'uomƻΣ ƴŜƭƭŀ ƳŀǘŜǊƛŀ Ŝ ƴŜƭƭŜ ǎǳŜ ŦƻǊȊŜΣ ǎƻǎǘŜƴŜƴŘƻ ŎƘŜ ΨŜǎƛǎǘƻƴƻΣ ŎƻƳŜ 
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ŘƛƳƻǎǘǊŜǊŜƳƻ ƛƳƳŀƎƛƴƛ ŘŜƭƭŀ ƳŀǘŜǊƛŀΣ ƛƳƳŀƎƛƴƛ ŘƛǊŜǘǘŜ ŘŜƭƭŀ ƳŀǘŜǊƛŀΩ 
(Bachelard, 1992, p. 11). Non è ς solo - l'uomo a produrre immagini, ma 
queste provengono dalle cose, da un mondo sensibile e pulsante, colmo di 
vitalità e di energia. La materia si incontra con l'uomo grazie 
all'immaginazione, una facoltà che appartiene a entrambi e grazie alla quale 
entrano in mutua e reciproca risonanza.  

L'immaginazione da una parte si sostanzia in immaginazione formale, più 
superficiale, che è anche la forma più consueta nel nostro linguaggio nel 
quale la intercambiamo con il termine fantasia, cioè la capacità di inventare 
forme nuove, originali e bizzarre, e dall'altra più raramente, e anche più 
profondamente, prende sostanza nella forma dell'immaginazione materiale 
e dinamica.  

La materia possiede e coltiva una sua facoltà immaginante, che riesce a 
essere còlta dal poeta. Quest'ultimo diventa così colui che sa dare alle 
secrezioni immaginative un nome e una forma consona, utilizzando 
immagini poetiche. In questo modo si postula un doppio movimento: del 
mondo verso l'uomo, quando la materia penetra nell'uomo e nella sua 
corporeità e organicità immaginativa e dell'uomo verso il mondo, quando 
egli entra in risonanza con gli elementi, trasformando la materia in sostanza 
immaginante, nell'arte, nei sogni.  

Gli elementi per Bachelard, bel lungi dall'essere sostanze inanimate, 
strumenti per le sue operazioni produttive, ambiente per il suo 
sostentamento, sono invece materia, espressione, forza ed energia della 
stessa sostanza immaginante, elementi di rispecchiamento e riconoscimento 
che risuonano con l'animo umano. 

Il fuoco si presenta a Bachelard come desiderio bruciante di conoscenza, 
come tensione di annientamento e di fusione, come desiderio sessuale, di 
una calda intimità; l'acqua si presenta come chiara e primaverile, o 
dormiente e morta, materna e femminea, e ancora dolce o violenta: tutte 
espressioni di una immaginazione materiale, cioè della materia.  

Per Bachelard all'immaginazione materiale si affianca l'immaginazione 
dinamica, un'immaginazione della volontà, della tensione e delle forze. Così 
per esempio è l'aria a produrre immagini che rispondono a una materia in 
tensione, sotto sforzo, colma di volontà, immagini di forze di elevazione, di 
caduta, di volo, di guizzo, di ascensione: sono immagini vettoriali e 
direzionate, immagini dinamiche al servizio della leggerezza. 

Lo studio sulle immagini della terra viene invece organizzato in base alla 
distinzione tra immagini dell'intimità (la casa, la grotta, il labirinto) e della 
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volontà (la durezza, la mollezza, la pesantezza, l'impasto, il vischioso, le 
gemme).  

Non si tratta di una psicologizzazione della materia, di un 
antropomorfismo esacerbato, al contrario è l'uomo che nomina e dà forma 
alla sua sostanza, energia e dinamica imparando dagli elementi la caratura 
materiale e la dinamica delle forze. 

Queste qualità definiscono un vantaggio sul pensiero, come un anticipo 
rispetto alla prospettiva funzionale e richiamano a una dimensione 
originaria, che viene prima dell'emozione, del sentimento, della cognizione, 
della progettualità.  

Non si tratta neppure di una disposizione che asservisce la materia alle 
facoltà umane, come se essa debba essere compresa a partire dalle funzioni 
antropiche del bisogno e di una organizzazione pragmatica. Al contrario 
viene riconosciuta la povertà della ragione pratica che si ostina a voler 
spiegare la relazione dell'uomo con gli elementi ordinandoli, a ritroso, alla 
luce di una spiegazione strumentale, come se essi fossero riconosciuti 
dall'uomo, sin dal principio, come strumenti al nostro servizio, pronti per 
essere veicolo di cottura, di energia, di pulizia, di sostentamento, di volo.  

Bachelard ci riporta a un'immersione nella sostanza elementale 
attraverso l'immaginazione come organo di conoscenza, a un 
riconoscimento di un contatto più antico e profondo con il mondo. Un 
contatto che è stato oscurato e ammantato dalla conoscenza pragmatica, 
oggi riconosciuta come unico veicolo di conoscenza dignitosa. Egli intuisce 
che la conoscenza immaginativa è più antica, più profonda e capace di 
rendere ragione di una connessione tra l'uomo e il mondo più intima e 
convincente. 

Reversibilità e transitività delle immagini 
I poeti e in senso ampio gli artisti sono gli eredi di una tale disposizione 

nei confronti del mondo e delle cose, una modalità rispondente e transitiva, 
capace, grazie all'organo immaginativo e a un linguaggio poetico o 
simbolico, di risuonare come un canto e un controcanto con il mondo.  

L'immaginazione materiale, infatti, oggetto dello studio di Bachelard, è 
ǳƴŀ ΨƛƳƳŀƎƛƴŀȊƛƻƴŜ ƳŀǘŜǊƛŀƭŜ ƛƴƴŜǎǘŀǘŀΩΣ ƛƴŎŀǊƴŀǘŀ ƴŜƭƭŀ ǇǊƻŘǳȊƛƻƴŜ 
ŀǊǘƛǎǘƛŎŀ ǇƻƛŎƘŞ ΨƭϥŀǊǘŜ ŝ ǳƴ ƛƴƴŜǎǘƻ ƴŜƭƭŀ ƴŀǘǳǊŀΩ ό.ŀŎƘŜƭŀǊŘΣ мффнΣ ǇΦ нмύΦ 

Allo stesso modo in cui la natura per essere compresa nella sua 
produzione immaginativa dall'uomo necessita della produttività artistica, 
così l'arte necessita del contatto con la dimensione materiale, e in 
particolare con quella elementale, fonte di ogni afflato poetico.  
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L'espressione immaginazione materiale innestata suggerisce come 
l'immaginazione non sia una capacità che l'uomo possa padroneggiare e 
maneggiare con facilità, ma sia qualcosa da conquistare con fatica e 
esercizio, da disciplinare con un sapere tecnico, da raggiungere con una 
particolare postura di ascolto arretrata, in ritardo sulle cose, non rapace o 
prensiva.  

Si tratta di una potenza immaginativa, posta fuori dell'uomo che si sfoga 
nell'opera, che trova un innesto nella materia grazie alla immaginazione 
poetica. Il poeta diventa vettore, canale dell'immaginazione che si scarica 
infine in opera.  
Ψ{ƛ ǇǳƼ ŦŀǊŜ ǳƴ Ǉŀǎǎƻ ŀǾŀƴǘƛ Ŝ ǇƻǊǊŜ ƭϥƛƳƳŀƎƛƴŜ ƴƻƴ ǎƻƭƻ ǇǊƛƳŀ ŘŜƭ 

pensiero, prima del racconto, ma prima di qualsiasi emozione. È 
l'immaginazione che pensa, l'immaginazione che soffre. E agisce. Si scarica 
direttamente nei poemi. Il concetto di simbolo è troppo intellettuale, il 
concetto di esperienza poetica troppo sperimentale. Pensiero ed esperienza 
raminghi non bastano per arrivare alla primitività dell'immaginario. 
[ϥƛƳƳŀƎƛƴŜ ŘƛƴŀƳƛŎŀ ŝ ǳƴŀ ǊŜŀƭǘŁ ǇǊƛƳŀǊƛŀΩ ό.ŀŎƘŜƭŀǊŘΣ мффтΣ ǇΦ млоύΦ 

Bachelard parla espressamente di una rispondenza reciproca o 
transitività tra le forme dell'immaginazione, da più punti di vista. Da un lato 
perché le immagini nascono nella carne, negli organi: Bachelard infatti 
rivendica ante litteram una fenomenologia incarnata (si pensi che 
Phénoménologie de la perception di Merleau-Ponty esce nel 1945, tre anni 
dopo L'eau et les Rêves) e uno studio della psiche connesso a una corporeità 
integra e istintiva, non ridotta alla dimensione freudiana della libido 
sessualizzata. Dall'altro lato perché è la stessa materia a produrre immagini, 
a secernerle costantemente e dinamicamente.  

Esiste dunque una relazione di reciprocità, di transitività, di reversibilità 
delle immagini archetipiche, una convergenza archetipica delle immagini che 
si rispecchia nella relazione di reciprocità, di transitività, di reversibilità tra 
immaginazione poetica e immaginazione materiale e dinamica, tra soggetto 
immaginante e mondo immaginato.  
Ψ5ŀǾŀƴǘƛ ŀƭƭϥŀƴǘǊƻ ǇǊƻŦƻƴŘƻΣ ŀƭƭϥƛƳōƻŎŎŀǘǳǊŀ ŘŜƭƭŀ ŎŀǾŜǊƴŀΣ ƛƭ ǎƻƎƴŀǘƻǊŜ 

esita. Osserva dapprima il buco nero. La caverna, a sua volta, sguardo per 
sguardo, fissa il sognatore con il suo occhio nero. [...] bisogna sottolineare 
che questo stesso gioco di inversione costituisce la dinamica 
dell'immaginazione. Grazie ad esso, il nostro psichismo si anima e crea una 
sorta di metafora totale che traspone i due termini filosofici del soggetto e 
ŘŜƭƭϥǳƴƛǾŜǊǎƻΩ ό.ŀŎƘŜƭŀǊŘΣ мффпΣ ǇΦ мтоύΦ 
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Questa intuizione torna, come eco di corrispondenze, nelle diverse opere 
sull'immaginazione, la consapevolezza ispirata di una relazione metaforica, 
cioè una relazione che pertiene al linguaggio poetico, che collega l'universo 
e l'uomo. 
ΨtŜƴǎƛŀƳƻ Řƛ ǾŜŘŜǊŜ ǳƴ Ŏielo azzurro. All'improvviso, è il cielo azzurro 

ŎƘŜ Ŏƛ ƎǳŀǊŘŀΩ ό.ŀŎƘŜƭŀǊŘΣ мффтΣ ǇΦ мттύΦ  
Tale corrispondenza non deve essere intesa in senso psicologistico, come 

sprofondamento e introspezione nell'inconscio individuale, quanto piuttosto 
come sfondamento e sbrecciatura della dimensione individuale, 
l'attraversamento della sottile membrana di separazione tra il soggetto e il 
mondo.  
Ψ{Ŝ ǎƛ ǾƻǊǊŁ ώΧϐ ǊŜƴŘŜǊŜ ƭŜ ƛƳƳŀƎƛƴƛ ƭŜǘǘŜǊŀǊƛŜ ŘƛƴŀƳƛŎƘŜ Ŝ ƳŀǘŜǊƛŀƭƛΣ ƴƻƴ 

esisteranno più metafore nel senso tradizionale del termine. Ogni metafora 
porta dentro di sè un potere di reversibilità; i due poli di una metafora 
Ǉƻǎǎƻƴƻ ŀ ǘǳǊƴƻ ŦŀǊŜ ƭŀ ǇŀǊǘŜ ŘŜƭ ǊŜŀƭŜ ƻ ŘŜƭƭϥƛŘŜŀƭŜΩ ό.ŀŎƘŜƭŀǊŘΣ мффтΣ ǇΦ пуύΦ 

Si tratta piuttosto di un riconoscimento, di un affratellamento, di una 
sintonia rispecchiante e riverberante. Il connettore immaginativo, che 
connette lo psichismo umano e la dimensione materiale rende biunivoca e 
percorribile anche a ritroso la relazione tra le immagini, per Bachelard 
questo avviene in particolare grazie al medium del linguaggio poetico, grazie 
alla metafora, all'antifrasi, alla metonimia, all'iperbole. 

L'immaginazione ludica 
La descrizione di compartecipazione e commistione tra anima e materia 

mi ha condotto a comprendere il processo di immaginazione come un 
doppio movimento, nel quale è la materia a produrre immagini dotate di 
una propria sostanzialità che sono trasformate in opera dall'uomo. Nel suo 
testo sull'immaginazione creatrice Corbin ha descritto come possa avvenire 
questo processo grazie alla mediazione di un mondo intermediario, un 
ƳǳƴŘǳǎ ƛƳŀƎƛƴŀƭƛǎ Ψǎǳƭ ǉǳŀƭŜ Ƙŀ ǇǊƻǇǊƛŀƳŜƴǘŜ ǇƻǘŜƴȊŀ ƭϥLƳƳŀƎƛƴŀȊƛƻƴŜΩΣ 
una forza che produce effetti reali tali da modellare il soggetto immaginante 
e la sua produzione immaginativa (Corbin, 2005, p. 160).  

Il paragone tra esperienza mistica e esperienza artistica è legittimo, se 
non fosse che per Bachelard l'esperienza immaginativa è completamente e 
definitivamente immanente. Non vi sono tracce di spiritualismo e ogni 
movimento si situa incarnato nella materia, nell'uomo. È l'anima dell'uomo a 
connettersi all'anima mundi, e l'organo dell'anima è l'immaginazione, non vi 
sono spazi per la trascendenza. 
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Esiste una familiarità, un sodalizio reticolare tra le immagini e una 
corrispondenza tra il soggetto e la materia, espressione della forza 
immaginante. La medesima familiarità intuita da Caillois che ha a più riprese 
insistito sulla trama analogica che connette uomo, animali, natura e cosmo 
abitati dalle medesime leggi universali. Nell'ultima intervista rilasciata poco 
prima di morire Caillois disse che l'immagine che voleva lasciare di sé era 
ΨŦƻǊǎŜΣ ŜŘ ŜǎŎƭǳǎƛǾŀƳŜƴǘŜΣ ǉǳŜƭƭŀ Řƛ ǳƴ ǇƻŜǘŀΩ ό/ŀƛƭƭƻƛǎΣ мффуŀΣ ǇΦ ммсύΦ  

In questa prospettiva nei processi conoscitivi di natura immaginativa 
acquista un ruolo chiave la capacità dell'artista di connettersi al mondo, 
contemplandolo, amandolo e cantandolo. Ma questa capacità non è 
semplicemente un dono dell'artista, quanto una complessa competenza che 
va ricercata, temprata e educata e che consente di trovare, e non creare, 
connessioni inedite tra le cose e di riconoscere le loro potenzialità ancora 
inespresse, perchè latenti. Chiamo questa funzione immaginazione ludica 
(Antonacci, 2012a), perchè ho trovato in essa profondi legami con la sfera 
del gioco.  

Già Huizinga ci ha rinfrancati nel riconoscere al gioco una funzione 
primaria e originaria, generatrice dei complessi fenomeni ramificati nella 
ǎǘƻǊƛŀ ŘŜƭƭŀ ŎǳƭǘǳǊŀ ǳƳŀƴŀΦ Ψ[ŀ ŎǳƭǘǳǊŀ ƴƻƴ ƴŀǎŎŜ Řŀƭ ƎƛƻŎƻ ŎƻƳŜ ŦǊǳǘǘƻ ǾƛǾƻ 
che si svincoli dal corpo materno, ma si sviluppa nel gioco e come giocƻΩ 
(Huizinga, 2001, p. 204). 

Il gioco sembra essere la modalità con la quale l'uomo comprende la 
relazione con il mondo attraverso un processo di deletteralizzazione del 
reale, di dislocazione cognitiva, di spostamento dal senso letterale, modalità 
presenti nel linguaggio poetico come la metafora, la sineddoche, l'antifrasi, 
la metonimia, l'ironia, l'iperbole. Modalità simboliche, poetiche, ma che 
potremmo definire eminentemente ludiche poichè prendono la forma della 
competizione, del rovesciamento del destino nell'alternanza di vittoria e 
sconfitta, prendono la forma del travestimento, del nascondimento, dello 
scherzo, dell'esagerazione. Sono colme di agon, alea, ilinx, mimicry, se le 
leggiamo attraverso la tassonomia di Caillois (2000), figura nota dagli 
studiosi del gioco, poiché il suo saggio ΨL ƎƛƻŎƘƛ Ŝ Ǝƭƛ ǳƻƳƛƴƛΩ è un precursore 
dei recenti Game Studies. In questo contesto è interessante notare che la 
sua passione per il gioco emerge non solo dal volume ad esso dedicato, ma 
in modo più sottile, dalla funzione ludica della sua epistemologia, dalla 
morfologia della sua ricerca, eclettica, eccentrica e appassionata dalle 
connessioni, dalle trasversalità, diagonalità, a favore di un sapere che è 
riduttivo definire interdisciplinare, il sapere di uno spostato. Nei suoi scritti 
sulla connessione tra il mimetismo animale e il mascheramento umano 
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come L'occhio di Medusa, o ancora più profondamente nei testi dedicati alle 
pietre (tra i quali 1986 e 1998a) testimonia l'intuizione della relazione 
transitiva tra uomo e cosmo, dell'affratellamento immaginativo tra materia 
e pensiero.  
ΨvǳŀƴŘƻ ƎǳŀǊŘƻ ŀǘǘŜƴǘŀƳŜƴǘŜ ƭŜ ǇƛŜǘǊŜΣ Ƴƛ ǎŦƻǊȊƻ ǘŀƭǾƻƭǘŀΣ ƴƻƴ ǎŜƴȊŀ 

ingenuità, di indovinarne i segreti. Mi abbandono a immaginare come 
abbiano potuto formarsi tante enigmatiche meraviglie, nate da leggi che non 
Řƛ ǊŀŘƻ ŜǎǎŜ ǎŜƳōǊŀƴƻ ǾƛƻƭŀǊŜΣ ŎƻƳŜ ŦƻǎǎŜǊƻ ƭϥŜǎƛǘƻ Řƛ ǳƴ ǘǳƳǳƭǘƻ ώΧϐΦ aƛ 
sforzo di afferrarle col pensiero nell'ardente istante della loro genesi. Allora 
vengo colto da una specie molto particolare di eccitazione. Mi sembra di 
aǎǎǳƳŜǊŜΣ ŀƭƳŜƴƻ ƛƴ ǇŀǊǘŜΣ ƭŀ ƴŀǘǳǊŀ ŘŜƭƭŜ ǇƛŜǘǊŜΦ ώΧϐ [ŀ ƳŜǘŀŦƻǊŀ ǎǇŀƭƭŜƎƎƛŀ 
(o corrompe) il sillogismo, la visione nutre (o fuorvia) il rigore. Tra la fissità 
della pietra e l'effervescenza mentale si stabilisce una specie di corrente in 
cui trovo, per un solo ma memorabile istante, saggezza e conforto. Quasi 
quasi ci vedrei il germe possibile di una specie inedita e paradossale di 
ƳƛǎǘƛŎŀΩ ό/ŀƛƭƭƻƛǎΣ мффуŀΣ ǇΦ соύΦ 

Ciò che accomuna gioco e poesia è la disposizione simbolizzante e la 
postura conoscitiva di una immaginazione ludica. È necessario insistere sul 
fatto che tale modalità è originaria e profondamente radicata nell'uomo, 
non si apprende, ma al massimo si ricorda. Se non appartiene all'uomo 
adulto è perché non gli appartiene più, poiché è stata dimenticata e 
abbandonata. Infatti l'uomo viene a comprendere il mondo dapprima 
immaginativamente, cioè poeticamente grazie al gioco d'infanzia e solo 
successivamente trasforma il suo legame con il mondo in modo strumentale, 
utilitaristico, pragmatico, oggettivante. Se a un certo punto nell'età adulta 
ǘŀƭŜ ŎƻƴƴŜǎǎƛƻƴŜ ǾƛŜƴŜ ǎŎƻǇŜǊǘŀΣ Ŏƻƴ Ψǳƴŀ ǎǇŜŎƛŜ Ƴƻƭǘƻ ǇŀǊǘƛŎƻƭŀǊŜ Řƛ 
ŜŎŎƛǘŀȊƛƻƴŜΩ ŝ ǇŜǊŎƘŞ Ŝǎǎŀ ǾƛŜƴŜ ǊƛŜǾƻŎŀǘŀΣ ǊƛǇǊŜǎŀΣ ǊŀƳƳŜƳƻǊŀǘŀ Ŝ ǘƻǊƴŀ 
alla luce come consapevolezza di un modo di legarsi al mondo giocando, un 
modo che si è sperimentato nell'infanzia. 

Una antecedenza temporale che non è solo un emblema di temporalità 
storica della specie umana, dal momento che il pensiero mitico simbolico 
immaginativo precede il dominio del razionalismo, ma anche una 
temporalità originaria di ogni singolo, una sostanza propria del 
ŎƻƳƛƴŎƛŀƳŜƴǘƻΣ ǳƴƻ ǎǘŀǘƻ ŀǳǊƻǊŀƭŜ Řƛ ΨƛƴŦŀƴȊƛŀ ŎƻǎƳƛŎŀΩ ό.ŀŎƘŜƭŀǊŘΣ мффоύΦ 
Per questo il gioco è connesso all'infanzia in modo indissolubile, non solo 
perché il modo d'essere dell'uomo inizia in gioco, non solo perché sono 
soprattutto i bambini a giocare, quanto perché è il bambino simbolico, è il 
puer ludens (Antonacci, 2012a) a incarnare la modalità ludica di relazione 
con il mondo. Una modalità che può permanere nelle diverse età della vita o 
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riemergere in età adulta come ispirazione o scoperta, dopo una latenza 
assopita. 

L'mmaginazione ludica è la tensione che consente di innovare e 
inventare, come quando un bambino riconosce in una sedia un'astronave da 
far guizzare, restituendo alle cose le loro forme implicite e potenziali. Tale 
forma di riconoscimento è ben descritta da Huizinga che la presenta come 
l'oscillazione tra il credere e il non credere.  
ΨώΦΦΦϐ ǇǊƻǇǊƛƻ ƴŜƭ ŎƻƴŎŜǘǘƻ ǎǘŜǎǎƻ Řƛ ƎƛƻŎƻ ŝ ŜǎǇǊŜǎǎŀ ƳŜƎƭƛƻ ŎƘŜ ƻǾǳƴǉǳŜ 

l'unità e l'indivisibilità del credere e non credere, l'unione di sacrosanta 
ǎŜǊƛŜǘŁ Ŏƻƴ ƻǎǘŜƴǘŀȊƛƻƴŜ Ŝ ǎŎƘŜǊȊƻΩ όIǳƛȊƛƴƎŀΣ нллмΣ ǇΦ омύΦ 

Nel gioco si sperimenta la commistione e l'oscillazione tra l'accettazione 
della realtà presente e il suo raddoppiamento, per mezzo di una azione 
ermeneutica. Attribuendo significato alla realtà se ne arricchiscono e 
amplificano le prospettive. Questo è il senso di un pensiero simbolico, che 
non tenta di ridurre la comprensione, facendo della conoscenza uno 
strumento limitante e semplificatore, ma al contrario moltiplica le possibilità 
interpretative, e accoglie la complessità satura di antitesi e contraddizioni 
(Wunenburger, 2007). 
CŀŎŜƴŘƻ ŜŎƻ ŀƭƭŀ ŦƛƭƻǎƻŦƛŀ ǳǘƻǇƛŎŀ Řƛ .ƭƻŎƘ ŘƻǾǊŜƳƳƻ ŘƛǊŜ ΨŎƛƼ ŎƘŜ ŝ ƴƻƴ 

ǇǳƼ ŜǎǎŜǊŜ ǾŜǊƻΩ ό.ƭƻŎƘΣ нллфύΣ ƴŜƭ ǎŜƴǎƻ che non può essere vero 
solamente ciò che è presente ai nostri occhi, non può essere vero solo il 
ƳƻƴŘƻ ƴŜƭƭŀ ǎǳŀ ƭŜǘǘŜǊŀƭƛǘŁΦ 9 ǇƻǘǊŜƳƳƻ ǎƻƎƴŀǊŜ ŘƛŎŜƴŘƻ ΨŎƛƼ ŎƘŜ ƴƻƴ ŝ όƻ 
ƴƻƴ ǎŜƳōǊŀ ŜǎǎŜǊŜύ ǇƻǘŜǾŀΣ ǇǳƼ Ŝ ǇƻǘǊŁ ŜǎǎŜǊŜ ǾŜǊƻΩΣ ŎƻǎƜ Řŀ ǊƛƳŀǊŎŀǊŜ ƭŀ 
possibilità di intravedere nella realtà i germi delle sue metamorfosi 
possibilitanti. 

Credere nella realtà presente e al tempo stesso intravederne le 
trasformazioni, credere nel cerchio magico (Huizinga, 2001), è il potere del 
giocatore che riconosce e valorizza del mondo le qualità di un campo da 
ƎƛƻŎƻΥ ƭŀ ǘŜƴǎƛƻƴŜ ǘǊŀ ǊŜƎƻƭŀ Ŝ ƭŀ ƭƛōŜǊǘŁΣ ƭŀ ǾŜǊǘƛƎƛƴŜ ŘŜƭƭΩŀƭŜŀǘƻǊƛŜǘŁΣ 
ƭΩŜōōǊŜȊȊŀ ŘŜƭƭŀ ŎƻƳǇŜǘƛȊƛƻƴŜΣ ƛƭ ǇǳǊƻ ŘƛǾŜǊǘƛƳŜƴǘƻΣ ǇƻƛŎƘŞ ǎƛ ƳǳƻǾŜ 
sospinto dal desiderio, invece che dal bisogno. Si tratta della facoltà di 
vedere negli oggetti non già la loro mera datità e il loro valore d'uso, ma di 
rivelare la loro ambivalente bellezza nascosta, mostrandoli come compagni 
(e non strumenti) di piacere. 

In questo senso l'immaginazione ludica lega il giocatore all'artista, al 
poeta, al bambino, per i quali la vergogna è impensabile, la dislocazione 
cognitiva avviene spontanemente, il pensiero simbolico è consueto e 
connaturato, anche nella forma di pensiero magico. 
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Tale facoltà può permanere nella vita, se accudita e protetta, viva e 
pulsante oppure può essere rivitalizzata e insufflata perchè il suo potere 
trasformativo prenda nuovamente forma e espressione.  

Ho trovato una descrizione che aiuta a comprendere la qualità dello 
stato di presenza dell'adulto immerso in un processo di immaginazione 
ludica nella teoria del flusso come l'esperienza ottimale, descritta da 
Csikszentmihalyi. Egli ha studiato la condizione di persone coinvolte in 
attività gratificanti e altamente immersive, come le performance artistiche 
(musicali, coreutiche, teatrali) o sportive, la produzione poetica, la 
realizzazione di una prova o di un compito lavorativo complesso e 
affascinante da parte di scienziati o ricercatori.  
ΨbŜƭƭŜ ǊŀǊŜ ƻŎŎŀǎƛƻƴƛ ƛƴ Ŏǳƛ ǉǳŜǎǘƻ ŀŎŎŀŘŜΣ ǎŜƴǘƛŀƳƻ ǳƴ ǎŜƴǎƻ Řƛ ŜǳŦƻǊƛŀΣ 

un senso profondo di piacere a lungo desiderato e che diventa un punto di 
ǊƛŦŜǊƛƳŜƴǘƻ ƴŜƭƭŀ ƳŜƳƻǊƛŀ ǊƛǎǇŜǘǘƻ ŀ ŎƻƳŜ ŘƻǾǊŜōōŜ ŜǎǎŜǊŜ ƭŀ ǾƛǘŀΩ 
(Csikszentmihalyi, 1990, p. 3). 

Tale esperienza si prova quando si è completamente coinvolti in una 
attività, in uno stato di estrema concentrazione che ricorda maggiormente 
una condizione estatica, nel senso di separazione dalle attività ordinarie per 
saltare in una realtà alternativa, intensificata. Il flusso è stato definito come 
un senso di profonda comprensione e chiarezza interiore, poiché in esso si 
ha padronanza di ciò che si sta facendo e non si è assillati dalle 
preoccupazioni quotidiane, poiché lo svolgimento di quell'attività è più 
importante della soddisfazione dei propri bisogni e delle esigenze del 
proprio ego. Quando si è immersi nel flusso si dimora in uno stato 
atemporale di coinvolgimento colmo di significato, infatti tale attività è 
supportata da una motivazione intrinseca, poiché si sta facendo qualcosa 
per il piacere di farlo e non per ottenere qualche vantaggio o premio 
estrinseco, che al massimo rappresenta un sovrappiù (Csikszentmihalyi, 
2004). 

Un giocatore impegnato in una attività ludica, un esperto impegnato 
nella pratica di discipline performative (teatro, danza) o di discipline di 
perfezionamento orientali (arti marziali, meditazione, yoga) sa bene quanto 
sia necessario coniugare un ascolto e una ricettività sensibile e appassionata 
con l'apprendimento di tecniche e una padronanza del proprio corpo, della 
propria mente, della propria volontà, della propria memoria, della propria 
percezione, grazie a una pratica costante e rigorosa (Antonacci, 2012b). 
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Conclusioni 
Con questo lavoro intendo compiere un piccolo passo per comprendere 

il nesso profondo che lega il design, come l'operatività artistica, al gioco 
attraverso il connettore immaginativo. Il designer e l'artista possono 
apprendere dal giocatore le qualità di una conoscenza immaginativa per 
esercitare una capacità sensibile e trasformatrice della realtà. Tale 
propensione non si dovrebbe ridurre all'estro e alla capacità di inventare 
forme superficiali e bizzarre, ma dovrebbe essere incanalata e disciplinata 
grazie a uno studio rigoroso, per sviluppare la padronanza tecnica in una 
disciplina. L'esercizio nelle diverse discipline artistiche, costante e ripetuto, 
aiuta a porsi in un atteggiamento di ascolto e ricezione della materia e delle 
sue forze, al fine di forgiare un'opera d'ingegno significativa e simbolica, cioè 
portatrice di un significato complesso, comprensibile e condivisibile. Questo 
non vuol dire creare qualcosa di scontato o facilmente apprezzabile, ma 
qualcosa che comunica significato, anche quando si pone nella forma della 
provocazione. Dalla disposizione giocosa, dallo sguardo ludico e dalle 
energie di competizione, casualità, travestimento, ebbrezza, scontro e 
armonia, l'artista e il designer possono imparare una differente modalità di 
comprensione: una immaginazione ludica, che sembra essere in sintonia con 
la modalità necessaria per immergersi nel flusso, come esperienza ottimale. 

L'intensificazione dell'esperienza e la postura recettiva di ascolto del 
soggetto aiutano a riconoscere e trasformare la materia e le sue forze, in un 
gioco di reciprocità. Tale trasformazione transitiva può avvenire grazie al 
linguaggio simbolico, che non si sottomette a una logica di rispondenza 
letterale, ma prende le forme poetiche dell'iperbole, della metafora, 
dell'antifrasi, forme che trasposte nel mondo del gioco sono l'esagerazione, 
il travestimento, la competizione. L'esercizio, la tecnica e la preparazione si 
possono innestare all'immaginazione ludica, cioè a una disposizione 
simbolizzante che, grazie a una pratica di osservazione, ascolto e ricezione 
da un lato, e di trasmutazione attiva dall'altro, riesce a intravedere le 
possibilità implicite nella realtà, per dar loro una forma visibile e 
comprensibile. Tali forme di immaginazione ludica sono vòlte 
all'amplificazione e alla trasmissione della cultura umana come sapere 
incarnato nella materia. 
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This paper unpicks a thread in the everyday logic of the novelty-seeking 
motives of emerging collaborative environments. Through a discussion of 
metamorphosis and mess, and boundaries of stuff we propose an 
understanding of the dynamic view of knowledge and the in-formation of 
ŘŜǎƛƎƴ όǾƛŜǿŜŘ ŀǎ ǘƘŜ ŀƳōƛƎǳƻǳǎ ŀƴŘ ƛƴŀǊǘƛŎǳƭŀǘŜ ΨŘƻƛƴƎ ǎǘǳŦŦ ǿƛǘƘ ǎǘǳŦŦΩύ ŀǎ 
ΨŜǾŜǊȅŘŀȅ ƳŜǘŀƳƻǊǇƘƻǎƛǎΩ - a framework for appreciating how working with, 
rather than solving mess can play a role in collaborative work environments. 
The paper concludes by presenting an emerging experiment in everyday 
metamorphosis and briefly speculating how this might contribute to thinking 
about new socio-material collaborative models.  

Keywords: Creativity; mess; everyday metamorphosis; collaboration 

1. Introduction 
This paper presents early investigations of a longer-term research 

project to examine the stuff (inclusively as people, relationships, non-
humans, objects, physical phenomena, software, spaces, and processes, for 
example) with which we work, interact, experiment or play in socio-material 
environments (e.g. Franck and Stevens, 2006; Galloway, 2007; Nicholson, 
1972).  

Broadly, the project asks: 
²Ƙŀǘ ǊƻƭŜ ŘƻŜǎ ŀƭƭ ǘƘŜ ΨǎǘǳŦŦΩ ŀǊƻǳƴŘ ǳǎ Ǉƭŀȅ ƛƴ ƎŜƴŜǊŀǘƛƴƎ ƻǊ ƛƴƘƛōƛting 

new ideas, relationships, progress, change and/or unexpected directions in 
our collaborative work? 

This discussion is founded in an interest in the ways in which objects and 
practices co-evolve (Shove et al., 2007), the rhythmic, temporal and story-
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liƪŜ ƴŀǘǳǊŜ ƻŦ ǎǘǳŦŦ ǿƘƛŎƘ Ǉƻǎƛǘƛƻƴǎ ƛǘ Ψŀǘ ǘƘŜ ŎƻƴŦƭǳŜƴŎŜ ƻŦ ŀŎǘƛƻƴǎ ŀƴŘ 
ǊŜǎǇƻƴǎŜǎΩ όLƴƎƻƭŘΣ нлммΣ ǇΦ мрпύΣ ŀƴŘ ǘƘŜ ƛƳǇǊƻǾƛǎŀǘƻǊȅ ŎŀǇŀŎƛǘȅ ƻŦ ǇŜƻǇƭŜ 
in their everyday environments (Brandes et. al., 2009). The purpose of this 
paper is to begin to unpick a thread in the everyday logic that can be 
derived from the novelty-seeking motives of emerging collaborative 
environments (spaces starting with ΨcoΩ) such as co-work spaces, 
transdisciplinary collaboratories and everyday Ψworking togetherΩΦ Through a 
discussion of metamorphosis and mess, and boundaries of stuff we propose 
an understanding of the dynamic view of knowledge and the in-formation of 
design (viewed as the ambiguous and inarticulate ΨŘƻƛƴƎ ǎǘǳŦŦ ǿƛǘƘ ǎǘǳŦŦΩ) as 
ΨŜǾŜǊȅŘŀȅ ƳŜǘŀƳƻǊǇƘƻǎƛǎΩ - a framework for appreciating how working 
with, rather than solving mess can play a role in collaborative work 
environments. Further, we present one of our emerging experiments in 
everyday metamorphosis and tease out three threads (simple alchemies; 
stigmergy; trance-like states) that can contribute to a developing model of 
collaboration.  

2. Metamorphosis, Mess 

2.1 The Magic of ΨCoΩ (= Metamorphosis) 
The value of inventiveness, creativity and the possibility of discovery is 

the inherent motive in emerging collaborative environments. The plurality 
and diversity of such environments are known to promote divergent 
processes, which are important characteristics of creativity (Basset-Jones, 
2005). Further, a componential theory of creativity holds the environment 
as one key influence on creative output and the components of individual 
creativity (intrinsic motivation, domain-relevant knowledge, and creativity 
relevant processes) (Amabile, 1996). Thus, when concerned with increasing 
creativity of multiple individuals through collaboration the environment 
where they come together is important (e.g. Hamano, 2012). Research on 
the environment for creativity spans the social-psychological (e.g. Amabile 
et al., 2006), urban (e.g. Stevens, 2007), and spatial (Sailer, 2011), for 
example. Such literature seeks to articulate aspects of the environment in 
the pursuit of understanding and increasing creative outcomes but attempts 
at working with (as opposed to solving) the inarticulate intermediate 
aspects of the processes at work in these environments are still rare. Media 
reports and everyday accounts of spaces starting with ΨcoΩ also show a lack 
of reflection on such aspects (not to deny that the success of many of these 
places illustrates an understanding of these issues) - for example; 
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Ώ...put smart people around other smart people in collaborative spaces 
ΨǿƘŜǊŜ ƳŀƎƛŎ Ŏŀƴ ƘŀǇǇŜƴΩΦ Ψ! ŘŜǾŜƭƻǇŜǊ ŜƴŘǎ ǳǇ ǎƘŀǊƛƴƎ ŀƴ ƛŘŜŀ ǿƛǘƘ ŀ 
marketer. They decide to start up an enterprise, and bam, you have another 
great collaboration built naturally aroǳƴŘ ǊŜƭŀǘƛƻƴǎƘƛǇǎΦΩ όYŜƴ 9ǊǎƪƛƴŜΣ 
quoted in The New Zealand Herald, 2014 - ƻƴ !ǳŎƪƭŀƴŘΩǎ ƴŜǿ ²ȅƴȅŀǊŘ 
Quarter innovation precinct ).  

Similar to a From-To Poetics (Guggenheim, 2011) that describe a kind of 
magic in the built environment where the start and end states (absent 
process) account for changes in use ς these invocations of thŜ ƳŀƎƛŎ ƻŦ ΨŎƻΩ 
take us from co-presence to innovative collaboration with a lack of analysis 
of the fine-grained aspects at work on an everyday level. This is a 
metamorphic representation of collaboration which views environments in 
distinct and discrete forms, each of which are substantially perfect from the 
beginning ς for example, the birth of a butterfly, the opening of a new urban 
development, a productive meeting with a stranger, or the birth of a new 
business venture (see e.g. Baumann, 2000; Wiener, 1954 on 
metamorphosis). Change presented in this way is a radical (magical) 
transformation which in fact has Ψƴƻ ƛƴǘǊƛƴǎƛŎ ŎŀǇŀōƛƭƛǘȅ ƻŦ ƎǊƻǿǘƘΩ because it 
leaves little room for memory (Wiener, 1954, p. 54).  

The loss of memory is a loss of knowledge (Stiegler, 2010) and as 
kƴƻǿƭŜŘƎŜ ŀƴŘ ǎƪƛƭƭǎ ŀǊŜ ŀ ƴŜŎŜǎǎŀǊȅ ǇŀǊǘ ƻŦ ŀƴ ƛƴŘƛǾƛŘǳŀƭΩǎ ŎŀǇŀŎƛǘȅ ŦƻǊ 
creativity (Amabile, 1996; Amabile et al., 1996; Boden, 1994) memory loss 
impedes the ability to dig deep and venture forth into the unfamiliar in the 
pursuit of experiments with the elusive and the uncertain (e.g. Sennett, 
2006; Tuan, 1977). Lacking the ability to explore the unknown, we can make 
the mistake of believing that we reside in a situation with no unknowns 
(¸ƻǎƘƛƪŀǿŀΩǎ metamorphic ΨƛŘŜŀƭ ƪƴƻǿƭŜŘƎŜ ŘŜǎƛƎƴ ǎƛǘǳŀǘƛƻƴΩ) where we 
have perfect knowledge about functions, attributes and how to put them 
together. In such a case, design and designers disappear, our work goal 
becomes pure optimization (Hatchuel and Weil, 2003) and as a result the 
potential for unexpected and valuable outcomes diminish. In contrast, a 
Concept-Knowledge Theory (CKT) approach to design defines the unknown 
(a Concept in CKT terminology) as essential and thus views the knowledge 
expansion process (the generative interplay between known and unknown) 
as central (Hatchuel and Weil, 2003; Kimbell, 2009). 

In working with novelty-seeking collaborative environments then, it is 
necessary to move away from a metamorphic view which posits perfect 
knowledge within definite moults (stages) and move towards a dynamic, 
incomplete and messy view of knowledge. 
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2.2 Mess 
ΨEverything we design and make is an improvisation, a lash-up, 

ǎƻƳŜǘƘƛƴƎ ƛƴŜǇǘ ŀƴŘ ǇǊƻǾƛǎƛƻƴŀƭΩ (Pye, 1978, p. 14). We encounter, create, 
ŀƴŘ ŘǿŜƭƭ ƛƴ ƳŜǎǎΣ ƳŀƪƛƴƎ ΨǿǊƻƴƎ ƳƻǾŜǎΣ ŦŀƭǎŜ ǎǘŀǊǘǎΣ ŘŜŀŘ ŜƴŘǎΩ (Sennet, 
2008:161), while working with the ŜȄƛǎǘƛƴƎ ƛƴ ŀŎǘǎ ƻŦ ΨƳƻŘƛŦƛŎŀǘƛƻƴΣ 
ŎƻƴǾŜǊǎƛƻƴΣ ŀƴŘ ŀŘŀǇǘŀǘƛƻƴΩ ǘƻ ƎƛǾŜ ŦƻǊƳ ǘƻ ƛŘŜŀǎ (de Freitas, 2008, p. 7). 
Working with incompleteness is a form of bricolage (e.g. Levi-Strauss, 1966), 
where goals are pursued through arrangement and rearrangement, 
ƴŜƎƻǘƛŀǘƛƻƴ ŀƴŘ ǊŜƴŜƎƻǘƛŀǘƛƻƴΣ ƛƴ ŀ ΨŎƻƭƭŀōƻǊŀǘƛǾŜ ǾŜƴǘǳǊŜΩ ƻǊ ΨŎƻƴǾŜǊǎŀǘƛƻƴΩ 
with the materials which is contemplative and considers missteps as part of 
producing new ideas (Turkle and Papert, 1991, p. 169). All knowledge 
involves some degree of bricolage (Scalbert, 2011). People do not draw 
solely on existing individual knowledge (explicit and tacit) when engaging in 
activities, they draw upon collective knowledge (whether they are aware of 
it or not) (Tsoukas, 1996) and have a capacity to create new knowledge 
(Nonaka, 1994). It is when knowledge is constantly undergoing change that 
it possesses the greatest power (Nonaka, 1994). In this view knowledge is 
ΨŜǎǎŜƴǘƛŀƭƭȅ ŀŎǘƛǾŜΩ όtƛŀƎŜǘΣ мфсуύΦ CƭǳǎǎŜǊΩǎ ŜȄŀƳǇƭŜ ƻŦ ǘƘŜ ŜǾƻƭǳǘƛƻƴ ƻŦ ǘƘŜ 
pot (from cupped hand to fired ceramic) illustrates this dynamic view of 
knowledge in an intimate way, showing how human knowledge shaped by 
ǘŀŎƛǘ ƪƴƻǿƭŜŘƎŜ ŀƴŘ ŎƻŘƛŦƛŜŘ ƛƴǘƻ ŜȄǇƭƛŎƛǘ όƻǊ ǎǘǊǳŎǘǳǊŜŘύ ƪƴƻǿƭŜŘƎŜ ΨƳǳǎǘ 
on occasion be up-ŜƴŘŜŘ ǘƻ ŜȄǇŀƴŘ ƻǳǊ ƪƴƻǿƭŜŘƎŜ ōŀǎŜΩ όIŜƴǊȅΣ нллтΣ ǇΦ нύΦ  

2.2.1 Doing Stuff with Stuff 
To talk in this way is to recognise the dynamic aspect of knowing - the 

verb rather than the noun. It is to focus on the act of creating (poiesis) 
which can be learned, rather than the object, which cannot (Carse, 1986), 
and to turn an eye towards concrete modes of thought where the mind uses 
objects to think with ƛƴ ŀ ΨŘȅƴŀƳƛŎ ǊŜƭŀǘƛƻƴǎƘƛǇΩ ό¢ǳǊƪƭŜΣ нллтΣ ǇΦ фύΦ 5ƻƛƴƎ 
stuff with stuff is thinking that we can touch, take apart and leave around. 
This kind of knowing involves more than just thinking and reasoning, it 
involves ways of doing, acting, communicating, interacting and negotiating 
(Lawson, 2004). Humans are Homo Ludens (at play, e.g. Huizinger, 1955) 
and Homo Faber (at making, e.g. Gatt and Ingold, 2013). Playing through 
ideas and thinking through making (Philpott, 2013) shows that what the 
ƳŀƪŜǊ ǇǳǊǎǳŜǎ ƛǎ Ψsufficiently clear to be perceived but sufficiently unclear... 
ǘƻ ŘŜǎŜǊǾŜ ǘƻ ōŜ ǇǳǊǎǳŜŘΦΦΦ Ω ό¢ƛƴΣ нлмоΣ ǇΦ рύ όƛΦŜΦ ƛƴŎƻƳǇƭŜǘŜƴŜǎǎ ŀƴŘ ǘƘŜ 
unknown). In short, to do stuff with stuff is to know it, and to know stuff is 
to continue to do stuff with it. 
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3. Boundaries of Stuff 
ΨaŀŎƘƛƴŜǎΣ ǇǊƻŘǳŎǘǎΣ ǘƻƻƭǎΧ ǇǊƻǎǘƘŜǘƛŎǎΧ ŀǇǇƭƛŎŀǘƛƻƴǎΣ ǇǊƻƎǊŀƳǎΣ 

ƛƴǘŜǊŎƻƴƴŜŎǘƛƻƴǎΣ ŜƴŜǊƎȅ ŀƴŘ ƛƴŦƻǊƳŀǘƛƻƴ ŦƭƻǿǎΧ ƭŀǿǎ ƻŦ ŎƛǊŎǳƭŀǘƛƻƴΣ 
ōƻǳƴŘŀǊƛŜǎΣ ƴŜŎŜǎǎƛǘƛŜǎΣ ŘŜǎƛƎƴǎΣ ƭƻƎƛŎǎΧ ŀŎŎƛŘŜƴǘǎΣ ƳŜŎƘŀƴƛǎƳǎΣ 
ŜȄŜǊǘƛƻƴǎΦΦΦΩ όtǊŜŎƛŀŘƻΣ ǉǳƻǘŜŘ ƛƴ 9ŎƪŜǊǘΣ нлммΣ ǇΦ смύΦ Ψ/ŀǘ IŀƛǊΣ .ŜŜǘƭŜǎΣ 
.Ǌƛƭƭƻ tŀŘǎΧ ±ƛŀƎǊŀΣ WŜƭƭȅ .ŜŀƴǎΣ tǳōƛŎ IŀƛǊΣ /ǳǊǊȅ tƻǿŘŜǊΣ aŜǘŀƭ {ŎǊŜǿǎΧΩ 
ό.ŀǊŘƛƴƛΣ нлммΣ ǇΦ уύΦ ¢ƘŜǊŜ ƛǎ ŀ ƭƻǘ ƻŦ ǎǘǳŦŦ ǘƻ ΨŀǇǇǊŜŎƛŀǘŜΩ όaƻƭΩǎ нлмл ǘŜǊƳύ 
in the expansion the knowledge space, which is not surprising given that 
mess inǾƛǘŜǎ Ψŀ ǿƛŘŜǊ ǎŜǘ ƻŦ ǊŜƭŀǘƛƻƴǎƘƛǇǎ ƛƴǘƻ ǘƘŜ ŎƻƭƭŀōƻǊŀǘƛǾŜ ǊƛƴƎΩ όŘŜ 
Freitas, 2008, p. 6). 

To begin to make sense of all this stuff an understanding of boundaries is 
helpful (Galloway, 2007). We take from Gibson (1979) the viewpoint that 
ǎǳōǎǘŀƴŎŜǎ ŀǊŜ ǇƘȅǎƛŎŀƭ ŦƻǳƴŘŀǘƛƻƴǎ ŦƻǊ ƭƛŦŜ ǘƘŀǘ ŎŀƴΩǘ ōŜ ƳƻǾŜŘ ǘƘǊƻǳƎƘ 
and that surfaces (the interface, what bodies touch) that separate them are 
ǿƘŜǊŜ ΨƳƻǎǘ ƻŦ ǘƘŜ ŀŎǘƛƻƴ ƛǎΩ όDƛōǎƻƴΣ мфтфΣ ǇΦ ноύΦ From American 
metaphysician Paul Weiss we see that Ψώǘ]he key to understanding space lies 
in [the] mutual resistance between diverse individuals [and that] shared 
public existence, and any of its parts, can be thought of as a kind of 
ōƻǳƴŘŀǊȅΣ ŀ ǳƴƛƻƴ ŀƴŘ ŀ ŘƛǾƛǎƛƻƴΩ όaƛƭƭŜǊΣ мфутΣ ǇΦ упύΦ !ƭƭ ōƻǳƴŘŀǊƛŜǎ ƘŀǾŜ a 
certain thickness, but every part of the stuff we experience melts into its 
ƴŜƛƎƘōƻǳǊǎΣ ǊŜǎǳƭǘƛƴƎ ƛƴ ŀ ΨŎƻƴǘƛƴǳǳƳ ƻŦ ŦƛƭǘŜǊ-ƭƛƪŜ ōƻǳƴŘŀǊƛŜǎΩ όaƛƭƭŜǊΣ мфутΣ 
p. 85).  

We can view this situation in terms of conjunction and connection. 
Conjunction is ΨǘƘŜ Ƴeeting and fusion of rounded and irregular forms 

that infuse in a manner that is imprecise, unrepeatable, imperfect and 
ŎƻƴǘƛƴǳƻǳǎΩ (mess) and connection is ΨǘƘŜ ǇǳƴŎǘǳŀƭ ŀƴŘ ǊŜǇŜŀǘŀōƭŜ 
interaction of algorithmic functions, straight lines and points that juxtapose 
ǇŜǊŦŜŎǘƭȅ ŀƴŘ ŀǊŜ ƛƴǎŜǊǘŜŘ ŀƴŘ ǊŜƳƻǾŜŘ ƛƴ ŘƛǎŎǊŜǘŜ ƳƻŘŜǎ ƻŦ ƛƴǘŜǊŀŎǘƛƻƴΩ 
(metamorphosis) (Berardi, 2009, p. 131). The conjunction-connection 
ŘƛǎǘƛƴŎǘƛƻƴ ǊŜǎƻƴŀǘŜǎ ǿƛǘƘ !ƴǳǎŀǎ ŀƴŘ LƴƎƻƭŘΩǎ όнлмоύ ŀƴŀƭȅǎƛǎ ƻŦ ŀ ²ŜǎǘŜǊƴ 
industrialized design that increasingly separates the myriad workings of 
things (infrastices) from surfaces, which must then be breached in order to 
connect and be used with other things. Similarly, Ingold (2009) perceives 
this dichotomy in terms of lines versus dots; a view of knowledge derived 
through a journey or practice rather than abstracted from discrete data 
points.  

In a world trending towards the seamless (in e.g. product design and 
collaboration), connections do not produce seams or scars (see e.g. 
Galloway, 2007), meaning that a tendency towards the connective and 
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seamless is a tendency towards Ψa designΩ as an isolated material thing that 
obscures complexity and interrelatedness through the metamorphic ΨpluginΩ. 

On the other hand, Ψdesign as a practiceΩ that can enable richer dialogue 
between people, materials and surroundings (Anusas and Ingold, 2013) 
displays a more conjunctive tendency. Here, the process may be illegible, 
inarticulate and unpredictable but has the potential to possess qualities 
which may foster knowledge expansion through their at-ease-ness with the 
unknown. This distinction does not deny that connective modes ΨworkΩ or 
posit that conjunctive modes might work better in the context of current 
success metrics. Appreciating the conjunctive mode does however help us 
to move focus from the author (as connector agent) to the environment (as 
generative architecture) (e.g. Hamano, 2012). Secondly, making the linkage 
between the surface characteristics of stuff and the qualities of design and 
knowledge that they imply highlights the importance of appreciating the 
intertwining of the various stuff that we do stuff with (e.g. Ingold, 2011). 

4. (Everyday) Metamorphosis and the 
Collaborative Work Environment 
We have followed a thread that started by noting that novelty-seeking 

motive of spaces for collaboration can be viewed as the motive to design, 
which in turn necessitates knowledge generation. As opposed to 
consecutively perfect metamorphosis the model we scratch out is a messy 
and fluid (but navigable) environment where memory and learning are 
founded on a degree of continuity. We call this an everyday metamorphosis 
(in a nod to .ǊŀƴŘŜǎΣ {ǘƛǘŎƘ ŀƴŘ ²ŜƴŘŜǊΣ нллфΩǎ ƛƴǎǇƛǊƛƴƎ ǿƻǊƪ on creative 
reuse, stuff, and design).  
ΨEǾŜǊȅŘŀȅΩ Ǉƻƛƴǘǎ ǘƻ ǘƘŜ rhythms of the human worklife. We use it to 

emphasise the non-goal oriented aspects of the Ψbringing forthΩ of 
production setting the ΨǾŜǊō Ψǘƻ ǇǊƻŘǳŎŜΩ ŀƭƻƴƎǎƛŘŜ ƻǘƘŜǊ ƛƴǘǊŀƴǎƛǘƛǾŜ ǾŜǊōǎ 
such as to hope, to grow and to dwell, as against such transitive verbs as to 
ǇƭŀƴΣ ǘƻ ƳŀƪŜ ŀƴŘ ǘƻ ōǳƛƭŘΩ (Ingold, 2011, p. 6). In short, by setting the 
overarching goals of work in the background we hope to bring the fluid 
aspects of the everyday to the fore. 

We retain the word metamorphosis to highlight that we can in fact 
perceive changes and parts in the ΨŜƴǘŀƴƎƭŜŘ ƳŜǎƘ ƻŦ ƳŀǘŜǊƛŀƭǎ ƛƴ ŜƴŜǊƎŜǘƛŎ 
ƳƻǾŜƳŜƴǘΣ ƻǳǘ ƻŦ ǿƘƛŎƘ ǘƘŜ ŦƻǊƳǎ ƻŦ ǘƘƛƴƎǎ ŀǊŜ Ŏƻƴǘƛƴǳŀƭƭȅ ŜƳŜǊƎƛƴƎΩ 
(Anusas and Ingold, 2013, p. 66). Recognizing degrees of privacy enables us 
to distinguish between the table and its subatomic constituents (Miller, 
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1987), the website, the myriad hyperlinks, and the source code, or the mud 
pie and the grain of sand, for example (note that the degrees that we can 
perceive and act with depend on our knowledge expansions). This 
viewpoint helps us retrieve the interassociations of stuff (including us) from 
a sea/compost that we dwell in, in the hope that we can reoperationalise 
them for theoretical and practical uses.  

4.1 An Experiment in Everyday Metamorphosis in a 
Collaborative Work Environment 
In the following empirical account we outline a recent experiment by 

Auckland-based artist/ researcher Xin Cheng and a co-author of this paper, 
Chris Berthelsen. This was an attempt to savour the simple pleasures of 
practical experimentation with resources at hand and the environment as 
given, and consider circumstances and eddies, niches and leftovers, material 
intrigue, spontaneous constructions and rearrangements, sustenance and 
pleasures of the senses. We briefly outline the work/environment and then 
discuss aspects of everyday metamorphosis that it highlights, teasing out 
future directions for investigating new socio-material collaborative models. 
Following Kilbourn (2013) we focus on the experience of carrying out the 
activities. Rather than descriptive, in this section our purpose is generative - 
to imagine design opportunities.  

4.1.1 making-do1 

As part of the public programme for Artspace - ǘƘŜ ΨƭŜŀŘƛƴƎ ƴƻƴ-
collecting, non-commercial organisation for contemporary art in New 
ZealanŘΩ ό!ǊǘǎǇŀŎŜΣ нлмпύ - making-do is a series of four 4-5 hour walks, a 3 
hour workshop, and an ongoing publication/installation. 

The project description explains: 
ΨIŀǾƛƴƎ ŀ ŎƻƴǾŜǊǎŀǘƛƻƴ ǿƛǘƘ ǘƘŜ Ƨǳƴƪ ƻŦ ŀ /ƛǘȅ ƻŦ wƛŎƘŜǎ ŦŜŜƭǎ ǎǳǊǇǊƛǎƛƴƎƭȅ 

cosy. And inspires intense concentration.  
With a makeshift trolley of tools and resources in tow, Xin Cheng, Chris 

Berthelsen and companions become hypnotized by the fine-grain of 
!ǳŎƪƭŀƴŘΩǎ ƴŀǘƛǾŜ ǿŜǘƭŀƴŘǎΣ ǳǊōŀƴ ƛƴŘǳǎǘǊƛŀƭ ȊƻƴŜǎ ŀƴŘ ǎǳōκǳǊōŀƴ 
deathtraps. Over a series of walks they begin to work out how to come to 
terms with the Super City in a pragmatic, generative, and non-goal-oriented 
ƳŀƴƴŜǊΦΩ ό/ƘŜƴƎ ŀƴŘ .ŜǊǘƘŜƭǎŜƴΣ нлмпύ 

                                                        
1 The following sections include text written by and/or in conjunction with Xin Cheng 
(http://xin -cheng.infoύ ōǳǘ ǘƘŜ ǊŜǎǇƻƴǎƛōƛƭƛǘȅ ŦƻǊ ŀƴȅ ŜǊǊƻǊǎ ǊŜƳŀƛƴǎ ǘƘŜ ŀǳǘƘƻǊΩǎΦ  
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With various companions (we prefer the term to participants as it evokes 
a closer, more convivial relationship) we embarked on half-day walks where 
ǿŜ ǿŜǊŜ ƴƻǘ ŀŦǊŀƛŘ ǘƻ ΨǎŜŜ ǿƘŀǘ ƘŀǇǇŜƴǎΩ (non-goal oriented) and enter into 
material dialogue with our tools, resources and the environment as given. 
Rather than an exercise in guerrilla, or tactical urbanism we viewed this as 
an opportunity for experiencing how unknown and incomplete stuff at hand 
can be perceived, form and be worked with, and to explore what we can 
learn about ourselves and others (Galloway, 2007) in the process. An online 
sketchbook of the walks (http://md.making-doing.info) helped us and 
companions share sensemaking and speculation about aspects of the walks 
in an asynchronous and fragmented way, creating a shared yet ambiguous 
starting point for the workshop. The workshop consisted of (1) a one hour 
session attempting to make various mobile storage devices from various 
stuff we had collected over the walking tours, and (2) a two hour walking 
tour throughout the Auckland CBD. Willing companions were (1) Advised to 
bring a plastic bag and wear comfortable clothes and (2) Invited to bring a 
light item of junk from home and some simple snacks to share, but were 
given no other prior directions. Companions (in person and those who 
joined in asynchronously throughout the work) contributed to an ongoing 
publication which was launched at a local zinefest and is a DIY bookbinding 
installation at the Artspace reading room. 

4.2 Aspects for Everyday Metamorphosis 
Reflecting on the above activity we identify three conjunctive 

characteristics that help us clarify the everyday metamorphosis of the 
collaborative work environment (Figure 1): (a) simple alchemies (engrams), 
(b) stigmergy, and (c) a viscous fluid (trance-like states). They offer 
directions and pose questions for practitioners seeking to appreciate the 
everyday metamorphosis of collaborative work environments.  
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Figure 1 Everyday Metamorphosis. 

4.2.1 Simple Alchemies (Engrams) 
Seaweed, a self-seeded loquat tree and a backpacker from Chile 

combine for a memorial to a recently deceased father; Sticks become 
footholds and hammers; Puddles are painting palettes; Vines and inner 
tubes are fashioned into playthings. These are our simple, cheap and 
disposable stuff (our Ψloose partsΩ ς Nicholson, 1972), and their mis/reuse is 
a localized swelling (node) of combination (the knots of IngoldΩs (2009, 
2011) meshwork). They constitute engrams (traces and fragments of action 
left in the environment) that can influence (in ways from practical ideas, to 
conflict and feelings of permission) the actions of ourselves and others and 
contribute to the continuing transformation of the environment through a 
process of stigmergy (see below) (e.g. Camazine et al., 2001). 

We like playing with trash, but simple alchemies are not restricted to the 
household variety noted above. Knowledge relativity and degrees of privacy 
imply that simplicity is dependent on both our domain-specific knowledge 
of it and at what degree we can (or wish to) perceive it at. Skilled practice 
(Ingold, 2008) and the context dependence of creativity/ technology 
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(Resnick, 2006) mean that the category of simple can include all open 
systems. For example, the programming of computers involves a more 
concrete and personal relationship with materials than its social 
construction would have us believe (Turkle and Papert, 1991) and as 
complex machines make some skills obsolete they concurrently become 
grounds for new communities of practice (Ingold, 2011). Simple and 
effective alchemies prove to be generative and ad-hoc experiments in 
diverse interactions of open stuff. 

4.2.2 Stigmergy 
Realising that an effective broom can be fashioned from cable ties leads 

to discussion of gentrification and the precarity of local government 
employment; Potholes and cracked stormwater drains provide jump-off 
points for an investigation of public safety structures; a mutual interest in 
tyres spawns a productive partnership. Here, we experience how knowledge 
transforms through letting effects emerge (see e.g. Turkle and Papert, 1991) 
to mold both reflexes (discrete action) and behaviours (learning) (see 
WiŜƴŜǊΩǎ (1954) discussion of feedback). The simple nature of our alchemies 
enables fast feedback which relates to immediate use-pleasure and flows 
and stocks of knowledge. Both the materials and environment, and the skills 
and repertoire of our companions develop. The question is not how to 
create new stuff that is easier to work with. It is up to (and the pleasure of) 
the companions to discover new ways of fruitful interaction with materials-
at-hand. This is a view of creativity that favours improvisation as opposed to 
innovation (see e.g. Gatt and Ingold, 2013). It is a stigmergic perspective 
where copresence nurtures a process of collaboration when individuals 
communicate (not necessarily knowingly) with one another by modifying 
their local environment (Elliot, 2006). Galloway (2007) encourages us to 
view these modifications as sources of knowledge about how we live with 
the stuff in our world. LƛƪŜ /ŜǊǘŜŀǳΩǎ ŦƻƻǘǎǘŜǇǎ - ΨώǘϐƘŜȅ ŀǊŜ ƳȅǊƛŀŘΣ ōǳǘ Řƻ 
ƴƻǘ ŎƻƳǇƻǎŜ ŀ ǎŜǊƛŜǎΧ [t]heir intertwined paths give shape to spaces. They 
ǿŜŀǾŜ ǇƭŀŎŜǎ ǘƻƎŜǘƘŜǊΩ όмфупΣ ǇΦ фтύ in lines of knowledge expansion (e.g. 
Ingold, 2009). Understood this way the generative function of the 
environment can be perceived. Our doings with stuff become decreasingly 
discernible in their original form over time and are of varying permanence 
as scars form and cracks rupture. Legibility runs a spectrum from finished 
product to fragments, remnants, traces, and raw materials. This process 
shunts authorship from observable through a spectrum of memory that 
ends in the author being forgotten or indiscernible. When no definite 
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records remain, questions of privacy and surveillance become muted and 
archiving depends on the individual memories, and care and preservation 
(see, e.g. Hui, 2013) in loose understandings with stuff. 

4.2.3 A Viscous Fluid (Trance-Like States) 
Walking all day through industrial estates in the rain; Napping on a berm 

to the cackling of weed smokers in a nearby house; Zoning out in front of a 
stew of beans. These trance-like states are the viscous fluid which greases 
our everydays. They quieten the chatter in our heads, make space for 
unexpected connections and fuzzy digressions that we have seen reappear 
in our subsequent work and collaborations. 

To value such trance-like states is tƻ ōŜ ƻǇŜƴ ǘƻ ǘƘŜ ΨƎŜƴŜǊŀǘƛǾŜ ŀƴŘ 
ǇǊƻǾƻŎŀǘƛǾŜΩ ǊŜŦǊŀƳƛƴƎ ǇƻǿŜǊ ƻŦ ǘƘŜ ŜȄǇŜǊƛŜƴǘƛŀƭ όŜΦƎΦ YƛƭōƻǳǊƴΣ нлмоΣ ǇΦ тлύ 
ŀƴŘ ǘƻ Ŧƻƭƭƻǿ hǊŜǘƻƴΩǎ ŜȄŀƳǇƭŜ ŀƴŘ ΨΧrevel in our fieldwork as an activity 
saturated with sensory, corporeal experiencesΧΩ ό hǊŜǘƻƴ ǉǳƻǘŜŘ ƛƴ Bain 
and Nash, 2006, p. 100). In light of the psycho-cognitive mutations and 
mental suffering that Berardi (2009) delineates this aspect may be one of 
the most important. It opens a crack in our worklives for deceleration, 
demobilizing productive energy, and thus savouring the pleasure and 
meaning in work experience. A viscous fluid cannot connect. Rather it is a 
caress and envelopment that seeps into cracks and seams, providing a 
mucus terrain for the uncertain conjunction and thus collaboration of stuff. 

5. Conclusion 
The longer-term objective of this research project is to experiment with 

the material and becoming aspects of everyday metamorphosis in continual 
knowledge expansion in collaborative environments. We have outlined a 
perspective which values the conjunctiveness of the stuff around us as an 
important part of the design process in terms of the way it allows for mess 
and the dynamism of knowledge. In the context of this paper we have noted 
three aspects for further consideration. Some things that we now pursue in 
design experiments (including public park design, site-specific installations, 
and community-based learning collaboration) include: How might we 
operationalise the simple alchemies of stuff in a coherent way for 
developers, managers and inhabitants ƻŦ ǎǇŀŎŜǎ ǎǘŀǊǘƛƴƎ ǿƛǘƘ ΨŎƻΩΚ Lƴ ŀƴ 
increasingly mobile and computery work environment how can the concept 
of stigmergy be leveraged in virtual and physical ways in the support of 
knowledge expansion? Are trance-like states of the sort we mention only 
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accessible to the unemployed, students, artists and parasites? And will we 
be able to convince middle managers of value that we perceive in them? 

Notes 

In the spirit of this paper we are always open to suggestion. Please do not 
hesitate to email us. 
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Whether seeking out forms, ideas, principles, concepts or images, biology 
appears as a model and an inexhaustible source for designers at various 
scales. What do designers strive for when they wave the flag of life and what 
do they think they will find in the sciences that make it an object of 
knowledge? Conversely, may we say that biologists demonstrate an 
equivalent and reciprocal appetite for contemporary architecture? A 
comparison of the contrasting points of view of three historians namely, Peter 
Collins, Philip Steadman and George Hersey, whose works span from 1960 to 
2000, permits us in the first instance to illustrate the different positions 
provoked by the influence of biology on ideas in architecture, be that with 
regards to adhering to, or opposing the phenomenon, or in terms of 
propagating it in all forms of construction. From the simple formal reference 
to animal or vegetable kingdoms, all the way to the more unusual transfers of 
biological and genetic models, the practical and theoretical consequences of 
these interdisciplinary movements are numerous and particularly poorly 
understood on a historical level. 

Keywords: Biological analogy; architecture; design; history 

Introduction  
¢ƘŜ ǇƘŜƴƻƳŜƴƻƴ ƻŦ ΨōƛƻƭƻƎƛŎŀƭ ŀƴŀƭƻƎƛŜǎΩ ƛƴ ǘƘŜ ŘŜǎƛƎƴ ŘƛǎŎƛǇƭƛƴŜǎ ŘƻŜǎ 

not fit into the usual categories of art history, especially since the notions of 
periodization and historical evolution themselves make clear the impact of 
biological theories on many realms of knowledge: that which Michel 
Foucault was able to treat with remarkable perceptiveness in his 
archaeology of the human sciences (Foucault, 1971). In this regard, a 
comparison of the contrasting points of view of three historians namely, 
Peter Collins, Philip Steadman and George Hersey, whose works span from 
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1960 to 2000, permits us in the first instance to illustrate the different 
positions provoked by the influence of biology on ideas in architecture, be 
that with regards to adhering to, or opposing the phenomenon, or in terms 
of propagating it in all forms of construction. 

The juxtaposition of these three positions, which are difficult to reconcile, 
must begin with a critical history of analogy as taken up in the pioneering 
work of Peter Collins (1965). A reading of his argument, from the 
perspective of contemporary theories of analogy, reveals that his comments 
ƻƴ ǘƘŜ ΨŦŀƭƭŀŎƛƻǳǎΩ ŎƘŀǊŀŎǘŜǊ ƻŦ ǘƘŜ ƳƻŘŜǊƴ ōƛƻƭƻƎƛŎŀƭ ŀƴŀƭƻƎȅ ǊŜǎǘǎ ƻƴ ŀ 
quasi-judicial interpretation of aesthetic judgment in which analogy, 
summarily defined, plays the role of scapegoat for a critique of modernity. A 
concise definition of analogy also cuts across the morphological 
evolutionism advocated by the design theorist, Philip Steadman (1979). Here 
it plays the role of interdisciplinary catch-all, sometimes finding itself 
confused with biology, sometimes left to its own theoretical misfortune 
without real epistemological recognition. By contrast, the work of art 
historian George Hersey (1999) offers a quasi-symmetrical counterpoint to 
the positions held by Collins and Steadman. With regards to that which he 
Ŏŀƭƭǎ ΨǘƘŜ ōƛƻƭƻƎƛŎŀƭ Ǌƻƻǘǎ ƻŦ ŀǊŎƘƛǘŜŎǘǳǊŜΣΩ IŜǊǎŜȅ ŘƻŜǎ ƴƻǘ ƘŜǎƛǘŀǘŜ ǘƻ ǊŜƴŘŜǊ 
biology the universal key of all analogies. If Collins charges analogical 
thinking with the ills of modernity, and if Steadman takes biology as a 
natural source of inspiration for approaches to architectural design, Hersey 
over-ǾŀƭǳŜǎ ōƛƻƭƻƎȅ ƛƴ ŀƴ ŀǊƎǳƳŜƴǘ ƻƴ ΨŀƴƛƳŀƭ ōǳƛƭŘŜǊǎΩ ǘƘŀǘ ŘǊŀǿǎ ŦǊƻƳ 
ŜǾƻƭǳǘƛƻƴŀǊȅ ōƛƻƭƻƎƛǎǘ wƛŎƘŀǊŘ 5ŀǿƪƛƴǎΩ ŎƻƴŎŜǇǘ ƻŦ ǘƘŜ ΨŜȄǘŜƴŘŜŘ 
ǇƘŜƴƻǘȅǇŜΦΩ CƻǊ IŜǊǎŜȅΣ ǎǇǊŜŀŘƛƴƎ ǘƘŜ ǇǊƛƴŎƛǇƭŜ ǇǊŜŎƛǎŜƭȅ ǘƻ ǘƘŜ ŜƴǘƛǊŜ 
generic sphere of built environments, biology is no longer a simple 
repertoire of ideas and forms: it becomes the scientific paradigm for all 
historical and aesthetic interpretations of architecture. To state that this last 
position could only inspire controversy would be a euphemism. 
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Figure 1 The Museum of Ole Worm (1655).  

Peter Collins And The Biological Analogy  
In Changing Ideals in Modern Architecture, 1750-1950, published for the 

first time in 1965, Peter Collins exposes not merely a history of built works 
but a history of architectural ideas deployed over a period spanning from 
the Enlightenment to the end of the Second World War. In his own words, 
Collins attempted to relate the ideals of modernity ς functionalism in 
particular ς to their analogical correspondences within a variety of fields 
ŘŜǎŎǊƛōŜŘ ǘŜƭƭƛƴƎƭȅΣ ŀǎ ΨŦƻǊŜƛƎƴΩ ǘƻ ŀǊŎƘƛǘŜŎǘǳǊŜΦ ¢ƘŜ ŦƻǳǊ ŎƘŀǇǘŜǊǎ ǘƘŀǘ ŀǊŜ ƻŦ 
interest here are entitled: 

14. The Biological Analogy 
15. The Mechanical Analogy 
16. The Gastronomic Analogy 
17. The Linguistic Analogy 
For Collins, Modern architects, having taken note of the dead end of 

ΨǊŜǾƛǾŀƭƛǎƳΩΣ ŦƻǳƴŘ ǘƘŀǘ ǘƻ ŎƘŀƴƴŜƭ ǘƘŜƛǊ ƴŜŜŘ ŦƻǊ ƻǊƛƎƛƴŀƭƛǘȅ ǘƘŜǊŜ ǿŀǎ 
nothing ƭŜŦǘ ŦƻǊ ǘƘŜƳ ōǳǘ ǘƻ Ŧƻƭƭƻǿ ǘƘŜ ǇŀǘƘ ƻŦ ΨŦǳƴŎǘƛƻƴŀƭ ŀƴŀƭƻƎƛŜǎΩΦ The 
historian orders these analogies according to four registers: 1) living 
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organisms; 2) machines; 3) bodily functions and taste; and 4) speech. He 
clarifies: 

ΨLǘ ƛǎ ŎƭŜŀǊ ǘƘŀǘ ǘƘŜǎŜ ŀƴŀƭƻƎƛŜs were not an ideal in themselves; but 
Functionalism was, and this eventually became the most important 
ƛŘŜŀƭ ƻŦ ƳƻŘŜǊƴ ŀǊŎƘƛǘŜŎǘǳǊŜΦΩ (Collins, 1965, p. 146) 

Insistent on their instrumental role and their potential to serve as 
justification of the functionalist ideal, Collins bases his historical and critical 
argument on one conviction: the analogical approach, whatever may be the 
field of reference on which it operates, would be a source of errors and 
fallacious reasoning. This declaration appears to be exaggerated and only a 
close examination of his argument enables us to identify the guiding 
principles and origins of his criticism of the analogical process. This 
hypothesis is first developed in 1959 in an article published in The 
Architectural Review ǘƘŀǘ ŎƻƛƴŜŘ ǘƘŜ ŜȄǇǊŜǎǎƛƻƴΣ Ψ.ƛƻƭƻƎƛŎŀƭ !ƴŀƭƻƎȅΩΦ ¢ƘŜ 
subject of this initial publication became a key chapter in Changing Ideals in 
1965. In hindsight, it now appears that this text was constructed to serve as 
an accusation in a case against the modern reasons governing form. It is also 
clear that of the four sources of functionalism thus qualified (biology, 
mechanics, linguistics and gastronomy), the analogies termed mechanical 
seemed to him, properly speaking, to be improper and impertinent, outside 
of the field of disciplinary knowledge. A close reading, however, confirms, 
that his relationship to biology remained tinted with ambivalence. When we 
compare what he describes as the positive and negative points of each of 
these domains for architecture, biology comes in equal to gastronomy, 
which is presented as promising but as lacking in architectural examples. 
The biological analogy, however, would contribute to a tendency on the part 
of historians to focus on periodization: 

ΨώΦΦΦϐ ǘƘŜ ƎǊŜŀǘ ƘŀǊƳ ŘƻƴŜ by the biological analogy was that it 
substituted the criteria of evolution for the criteria of aesthetic 
judgement, whereby architectural historians were no longer 
concerned with whether a building was good or bad, but simply how 
it was to be classified chronologically.Ω ό/ƻƭƭƛƴǎΣ мфсрΣ ǇΦ мртύ 

On the whole, Collins shows himself to be more nuanced with regards to 
the influence of the life sciences. The reason for this leniency is provided in 
ǘƘŜ ŦƛǊǎǘ ǎŜƴǘŜƴŎŜǎ ƻŦ /ƘŀǇǘŜǊ мп Ψ.ƛƻƭƻƎƛŎŀƭ !ƴŀƭƻƎȅΩΣ ōŜŎŀǳǎŜ it is precisely 
the emergence of biological functionalism in architecture that he aligns with 
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the genesis of modernity around 1750, according to a theory that is 
presented as an original contribution on his part. In support of this 
interpretation, we remark that he never fails to emphasize the 
inappropriateness of architects who anachronistically adopt concepts and 
methods of biology, still in its infancy. As the centrepiece of his accusations, 
Collins brings forth the theses of Herbert Spencer, who compared the 
growth of crystals to that of living organisms. These ideas will no longer 
have a scientific basis when they come to mark, in an irreparable way, the 
imagination of Louis Sullivan (figure 2) and that of his student, Frank Lloyd 
Wright, whose organic architecture rests on transfers between incongruous 
sets of knowledge. If this comment makes sense from the point of view of 
the history of science, it is however insufficient to take account of the place 
occupied by these two great American figures in the history of architecture. 

But Collins ventures forth on a different front, namely, that of the 
construction of a system of judgment. An implicit process cuts across the 
chapter on biology and advances, in essence, that in their casual uses of 
biological knowledge, architects would be at best late, and at worst, in error. 

 

Figure 2 A plate summarizing the principles of the manipulation of forms in plane 
geometry. Louis H. Sullivan, A System of Architectural Ornament According 
with a Philosophy of aŀƴΩǎ tƻǿŜǊǎ (1924). 

In this unequivocal rejection of the process of bringing resemblances into 
relation with one another, we will not fail to recognize many characteristics 
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of positivism. On the whole, the bulk of his argument seeks to prove that on 
numerous occasions, modern functionalism would be recognized in 
concepts a posteriori through analogical justifications. In legal-sounding 
language ς /ƻƭƭƛƴǎΩ ŎƻƴŦŜǎǎŜŘ Ǉŀǎǎƛƻƴ ς we should moreover, speak of 
ΨŘŜŦŜƴǎŜǎΩ ƳƻǊŜ ǘƘŀƴ ŎŀǳǎŜǎΦ Lǘ ƛǎ ŀ ŦƻǊƳ ƻŦ Ǝǳƛƭǘ Ŏƻupled with dubious 
association in which certain references are permitted while others are not, 
analogy here shares the blame with biology. To grasp the degree of the 
internal contradiction of such an understanding of analogy, we will 
appreciate the end of his chapter on the mechanical analogy where, within 
an even more virulent critical movement he offers unexpected praise: 

ΨhƴŜ ƎǊŜŀǘ ŀŘǾŀƴǘŀƎŜ ƻŦ ǘƘŜ ōƛƻƭƻƎƛŎŀƭ ŀƴŀƭƻƎȅ ǿŀǎ ǘƘŀǘ ƛǘ ƭŀƛŘ 
particular emphasis on the importance of environment, since clearly 
all living organisms depend on environments for their existence, and 
constitute in themselves environments, which influence other 
ƻǊƎŀƴƛǎƳǎ ƴŜŀǊōȅΦΩ (Collins, 1965, p. 166) 

In this very possibility of a correlation between invention, intention and 
inventory, in which architectural discourse may be constitutive and not 
merely explicative, Collins will put into practice his own mode of analogical 
reasoning in a performative fashion, while, on the whole, refusing to grant it 
the aesthetic judgments of modern architects, with the sole, but 
understandable, exception of Auguste Perret. 
Lƴ ƻǘƘŜǊ ǿƻǊŘǎΣ /ƻƭƭƛƴǎΩ ŀǊƎǳƳŜƴǘ ƛǎ ǊŜǇǊŜǎŜƴǘŀǘive of a certain positivism 

refusing, in a contradictory fashion, the heuristic role of analogy within the 
framework of architectural knowledge, while readily conceding that it is part 
of scientific knowledge. We would understand too, that his interpretation of 
architectural intentions presents all the characteristics of a sophism: 1) the 
analogies of functionalism are nothing but a posteriori justifications, meant 
to legitimate ideals; where 2) functionalism did not attain its ideals; 
therefore 3) analogies are dangerous procedures. 

Philip Steadman And The Evolutive Design Of 
Artifacts  
Ironically, in the same way that the works of Louis Sullivan and of Frank 

Lloyd Wright continue to influence the history of architecture, in spite of the 
fact that they also drew from some erroneous theories formulated by 
{ǇŜƴŎŜǊΣ ǘƘŜ ŎǊƛǘƛŎŀƭ ǎǳŎŎŜǎǎ ƻŦ /ƻƭƭƛƴǎΩ ŀǊƎǳƳŜƴǘǎ ƻƴ ǘƘŜ ōƛƻƭƻƎƛŎŀƭ ŀƴŀƭƻƎȅ 
persist, in spite of the axiological biases and the epistemological 
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inconsistencies that should have limited their impact. We can measure the 
widely known influence in a work dating from 1979 and republished in 2008 
thanks to a renewed interest among architects for the wonders of biology. 
In recognizing the importance of the work of Collins, the book by Philip 
Steadman entitled The Evolution of Designs does not however, make 
analogy a scapegoat for a critique of modernity, but rather establishes it as 
key to the evolution of built forms, whether these belong to architecture or 
ƴƻǘΦ DƛǾŜƴ ǘƘŜ ƎŜƴŜǊƛŎ ŎƘŀǊŀŎǘŜǊ ƻŦ ǘƘŜ ǿƻǊŘ ΨŘŜǎƛƎƴΩ ǿƘƛch denotes 
simultaneously, concepts of ideation and formalization within various 
disciplines of creation, the author sketches out a general theory of artificial 
forms, based largely on principles in use in the domain of natural forms. If 
the meaning of the ǎǳōǘƛǘƭŜΣ ΨōƛƻƭƻƎƛŎŀƭ ŀƴŀƭƻƎȅ ƛƴ ŀǊŎƘƛǘŜŎǘǳǊŜ ŀƴŘ ǘƘŜ 
ŀǇǇƭƛŜŘ ŀǊǘǎΩ ƛǎ ǳƴŀƳōƛƎǳƻǳǎΣ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ǘƘŜ ǘƛǘƭŜ ƛǎ ƳƻǊŜ ǾŀƎǳŜ ǎƛƴŎŜ 
the concept of evolution is at this point so embedded into common 
language that we easily forget its biological background. Certainly there are 
countless books on art history that seek to transfer the principle of 
evolution to fields dependent on human and not natural creation, and from 
ǘƘƛǎ Ǉƻƛƴǘ ƻŦ ǾƛŜǿ ǘƘŜ ŘŜǎƛƎƴŀǘƛƻƴ ΨŀǇǇƭƛŜŘ ŀǊǘǎΩ ŎŜǊǘŀƛƴƭȅ ŘƛǎǇƭŀȅǎ ŀ ŘƛŘŀŎǘƛŎ 
interest in the study of nineteenth-ŎŜƴǘǳǊȅ ŀǊǘΦ .ǳǘ {ǘŜŀŘƳŀƴΩǎ ǊŜŀƭ 
ǇǊŜƻŎŎǳǇŀǘƛƻƴ ƭƛŜǎ ŜƭǎŜǿƘŜǊŜΦ !ǎ ƘŜ ǎǘŀǘŜǎ ƛƴ Ƙƛǎ LƴǘǊƻŘǳŎǘƛƻƴΥ Ψaȅ ǇǳǊǇƻǎŜ 
[...] is to show what I believe to be useful and valuable in such analogies, and 
to show what I believe to be dangerous and peǊƴƛŎƛƻǳǎΦΩ ό{ǘŜŀŘƳŀƴΣ мфтфΣ ǇΦ 
1).  

The question of the organic nature of architectural forms exemplifies the 
influence of the new biological science on the theory and practice of 
architecture since the beginning of the nineteenth century. In a judicious 
manner, Steadman devotes his first chapter to what seems to him to be a 
historic development necessary to distinguish the biological analogy from 
the ancient organicism inherited from Aristotle. Yet, in a way that is 
surprising for a work that is so well researched, Steadman never provides us 
with a definition of the term. Even as he reviews the Aristotelian and 
organicist principles between nature and the arts, the notion of analogy 
remains generic. Moreover, although he does not fail to comment at some 
length on the effects of the theories of Geoffroy Saint-Hilaire and those of 
Cuvier concerning the doctrines of architecture and the applied arts, it is 
surprising to see him neglect a major point of this famous opposition, that 
being the distinction between analogy and homology. The theoretical 
divergences between Saint-Hilaire and Cuvier, concerning which we know to 
what extent they animated learned circles in the middle of the nineteenth 
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century, correspond in effect to two definitions having major implications in 
biology. It is worthwhile to remember the issues at stake. 

 

Figure 3 A comparison of the wings of the pterodactyl, the bat and the bird. For 
Cuvier, these three wings are analogues not homologues. The figure shows 
the radical differences in their structures. Taken from G.R. Taylor, The 
Science of Life (1963), p.142. 

For Geoffrey Saint-Hilaire (1772-1844), analogy defines the relationship 
between two organs that in different beings have the same placement and 
above all, the same connections. The canonical example invoked is that of 
the analogy between the arm of man and the wing of a bird. For Saint-
Hilaire, the analogues may have different functions. For Cuvier (1769-1832) 
and the majority of nineteenth-century biologists, however, analogy defines 
first and foremost the character of organs having the same function. In this 
regard, the arm of a man and the wing of a bird are not analogues, but 
rather homologues. That is to say, that they actually have the same origin, 
but as a result of divergent evolution, their exterior form is different. Against 
homological discrepancies would be opposed the convergence of analogical 
evolution. Analogous organs may have a similar exterior form, like the wings 
of birds and those of insects. They may exercise the same function but do 
not have the same embryonic origin (figure 3). By contrast, the homologue 
characterizes the function of elements belonging to different systems or to 
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different parts of the same structure, and in this way, we understand that its 
correspondences are much more measured and restrained than those 
forged by analogy. 

If the notion of homology, as defined and defended by Etienne Geoffrey 
Saint-Hilaire, will allow for new movements between embryology and 
comparative anatomy, and if it leads him to defend the transformism of 
Chevalier de Lamarck against the fixity of Cuvier, it remains the case 
however, that the theories of Cuvier will exercise more influence on 
architects and artists. Beyond the particular case of biology, the problem of 
the levels of intervention of analogical thinking was in fact already at issue 
at the time of Cuvier and Saint-Hilaire. For there, where a modern biologist 
will not see an analogy between an arm and a wing, even the least talented 
of poets or architects could always see in that a correspondence that 
satisfies them and, more importantly still, that would seem to them relevant 
to design or to explain their project. It is this in a way that will fascinate 
Goethe from the end of the eighteenth century, and which will inspire in 
him the morphological theories that played a decisive role, even if they were 
not always scientifically based.  
tƘƛƭƛǇ {ǘŜŀŘƳŀƴΩǎ ƳŀǊƪŜŘ ƛƴǘŜǊŜǎǘ ƛƴ ǘƘŜ ǉǳŜǎǘƛƻƴ ƻŦ ƳƻǊǇƘƻƭƻƎȅ ƭŜŀŘǎ 

ƘƛƳ ǘƻ ƳŀƪŜ ǊŜǇŜŀǘŜŘ ǳǎŜŘ ƻŦ 5Ω!ǊŎȅ ¢ƘƻƳǇǎƻƴΩǎ ōƻƻƪ ƻŦ мфмтΣ On Growth 
and Form, particularly in terms of its visual demonstrations. This concerns 
another crucial reference that was overlooked by Collins and, in this specific 
case is an unforgiveable omission, since, as Steadman justly remarks, the 
ǿƻǊƪ ƻŦ 5Ω!ǊŎȅ ¢ƘƻƳǇǎƻƴ ŜȄŜǊŎƛǎŜŘ ŀ ŎƻƴǎƛŘŜǊŀōƭŜ ƛƴŦƭǳŜƴŎŜ ƻƴ Ƴŀƴȅ 
generations of architects. If certain theorists were inspired by anatomy to 
draw analogies for problems of construction, Thompson is known for having 
performed stunning parallels between mechanical structures and vegetal 
fibres as well as animal skeletons. Famous didactic plates establish 
relationships between bone structure and lattice beams. Others show the 
Ŧƻǎǎƛƭ ƻŦ ŀ ōƛǎƻƴ ǎƪŜƭŜǘƻƴ ŀƴŘ ŘƛŀƎǊŀƳǎ ƻŦ ŎŀƴǘƛƭŜǾŜǊ ōǊƛŘƎŜǎΦ 5Ω!ǊŎȅ 
Thompson said he used these analogies so that anatomists could, in 
exchange, learn certain engineering lessons from the Forth Bridge. This is a 
disciplinary reversal that starts from engineering and architecture in order 
to better inform biology through a complimentary movement, that assumes 
a particular interest from the point of view of an investigation into the 
analogical reciprocity of forms of knowledge. 
{ǘŜŀŘƳŀƴΩǎ ǎǘǳŘȅ ƛƴǎŜǊǘǎ ƛǘǎŜƭŦ ƴŀǘǳǊŀƭƭȅΣ ǘƘŜǊŜŦƻǊŜΣ ƛƴ ŀ ǎŜǊƛŜǎ ƻŦ ǿƻǊƪǎ 

on the history of the biological analogy, as much for its documentation and 
analysis as its adherence to certain fundamental concepts in the life sciences. 
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Contrary to Collins, who scarcely ventures into twentieth-century biology, 
Steadman follows the latest developments in evolutionary science, 
convinced yet fearing ς with full knowledge of the facts ς the dangers of 
involution.  

George Hersey And The Biological Roots Of 
Architecture 
Published in 1999, the book ¢ƘŜ aƻƴǳƳŜƴǘŀƭ LƳǇǳƭǎŜΥ !ǊŎƘƛǘŜŎǘǳǊŜΩǎ 

Biological Roots, by the American art historian George Hersey, completes 
our trilogy of works on the biological analogy. It is a trilogy, not an isosceles 
ǘǊƛŀƴƎƭŜΣ ōŜŎŀǳǎŜ IŜǊǎŜȅΩǎ ŀǊƎǳƳŜƴǘ ŘƛǎǘƛƴƎǳƛǎƘŜǎ ƛǘǎŜƭŦ ŦǊƻƳ ǘƘŜ ǇǊŜŎŜŘƛƴƎ 
two in that it does not consider biology as a source of metaphors but rather, 
as the basis itself of a history of architectural form, which he elaborates 
according to a process akin to a socio-ōƛƻƭƻƎȅ ƻǊΣ ƛƴ ǘƘƛǎ ŎŀǎŜΣ ŀ ΨōƛƻƘƛǎǘƻǊȅΩΦ 
In contrast to Collins and Steadman, the analogical process for Hersey is not 
the object of accusations or questions, but rather is constituted as a 
mechanism of scientific proof in which visual comparison plays a paramount 
role. 

Abundantly illustrating the hypothesis of an instinct for building that 
humans share with certain animals, Hersey develops the claim that: 

ΨώΦΦΦϐ ǘƘŜ ǎƘŀǇŜǎ ƻŦ ƻǳǊ ƳƻƴǳƳŜƴǘŀƭ ǎƘŜƭǘŜǊǎΣ ǿƘŜǘƘŜǊ ōƛŎȅŎƭŜ ǎƘŜŘǎ ƻǊ 
cathedrals, reflect and often derive from the shapes first created by 
these other species ς species that, like us, are subject to the 
ƳƻƴǳƳŜƴǘŀƭ ƛƳǇǳƭǎŜΦΩ (Hersey, 1999, p. xviii) 

By integrating architecture into all major natural functions, the book 
crosses a line that neither of the previously examined authors dared to do. 
Hersey weaves together connections between the bio-architectural analogy 
ƻƴ ǘƘŜ ƻƴŜ ƘŀƴŘΣ ŀƴŘ ǘƘŜ ƴƻǘƛƻƴ ƻŦ ǘƘŜ ΨŜȄǘŜƴŘŜŘ ǇƘŜƴƻǘȅǇŜΩ ƻƴ ǘƘŜ ƻǘƘŜǊΦ 
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Figure 4 As the Mile High Skyscraper by Frank Lloyd Wright (1956) is to a vertical 
Australian termitary, so is the vaulted structure of the Macrotermes 
natalensis ǘƻ ǘƘŜ ǎŎƘŜƳŀǘƛŎ ǎŜŎǘƛƻƴ ƻŦ IŀŘǊƛŀƴΩǎ tŀƴǘƘŜƻƴ ƛƴ wƻƳŜ όŎΦмнр 
CE). A visual argument and page layout taken from George Hersey, The 
Monumental Impulse (1999), pp. 76-77. 

 
Let us begin with the bio-architectural analogy, which as it so happens, is 

ŀ ƳƻǊŜ ǇǊŜŎƛǎŜ ŜȄǇǊŜǎǎƛƻƴ ǘƘŀƴ ǘƘŜ ΨōƛƻƭƻƎƛŎŀƭ ŀƴŀƭƻƎȅΩΦ It is no longer 
relevant to regret the absence of a definition of analogy, for Hersey 
mobilizes first and foremost, the intrinsic logic of homology, developed to 
the point of it containing the originality of his comments: 

Ψ¢ƘƻǳƎƘ Ƴŀƴȅ ǇŜƻǇƭŜ ƘŀǾŜ ǿǊƛǘǘŜƴ ŀōƻǳǘ ŀƴƛƳŀƭ ŀǊŎƘƛǘŜŎǘǳǊŜΣ ƴƻ 
one, so far as I know, has broached the question of homologous 
evolution in the sense given above. Nor have others gone into the 
related question of architectural reproduction and evolution. Nor, 
finally, has anyone investigated other similarities with human 
architecture ς homologies, convergences, or parallels ς that can be 
ǘǊŀŎŜŘ ŦǊƻƳ ƳƻƭŜŎǳƭŜǎ ǘƻ ƭŀƴŘǎŎŀǇŜ ŀƴŘ ƻƴ ǘƻ ǘƘŜ ŎƻǎƳƻǎΦΩ (Hersey, 
1999, p. xviii) 

Here, the intellectual project is no longer about collecting, let alone 
criticizing, some of the sources of architectural imagination, but rather 
about imagining and arguing for an organic connection. It is truly the 
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ΨōƛƻƭƻƎƛŎŀƭ Ǌƻƻǘǎ ƻŦ ŀǊŎƘƛǘŜŎǘǳǊŜΩ ǘƘŀǘ ǘƘƛǎ ōƻƻƪ ǎŜŜƪǎ ǘƻ ƘƛƎƘƭƛƎƘǘΣ ŀŎŎƻǊŘƛƴƎ 
to a table of contents that would fit in nicely in a museum of natural history 
or in a family encyclopaedia: 

1 ς Molecules, Viruses, and Cells 
2 ς Leaves and Flowers 
3 ς Shells 
4 ς Insects 
5 ς Birds 
6 ς Mammals: Territory and Reproductive Rights 
7 ς Penis Paradigms 
8 ς The Female Genital Palace 
9 ς The Biology of Architectural Reproduction 
 
To successfully support his argument, Hersey chooses to saturate it with 

exemplary cases, mobilizing an impressive repertoire of parallels operating 
at different visual and textual registers (figure 4). It is an elaboration, which 
he acknowledges, does not fall within scientific proof, all while underscoring 
that undeniably, humans possess an impressive instinct for building, 
whether it be genetic, learned or both, and that this instinct is shared with 
other species. If Hersey takes moderate recourse to the term analogy, 
nevertheless, he makes systematic use ς even abuse, depending on the 
ǊŜŀŘŜǊΩǎ ƭŜǾŜƭ ƻŦ ǘƻƭŜǊŀƴŎŜ ς of the possibilities of invention, of illustration 
and of reasoning that analogical thinking authorizes at the various levels of 
ƪƴƻǿƭŜŘƎŜΦ Lƴ ŦŀŎǘΣ ƛƴ IŜǊǎŜȅΩǎ ŀǊƎǳƳŜƴǘΣ ŀƴŀƭƻƎȅ ŦƛƴŘǎ ƛǘǎŜƭŦ ŀǎǎƛƳƛƭŀǘŜŘ 
into a great principle of life, at the basis of the monumental impulse itself. 
That which surfaces in Steadman, here serves as the rule. 

As well, in the chapter on shells, we are not surprised to encounter the 
now inevitable reference to the so-called organic architecture of Antoni 
Gaudí (1852-1926). Taking as an example the slender towers of the Sagrada 
Familia, adorned with multiple vegetal and animal figures, the questioning 
sows doubt: do these forms issue from the Catalan genius? Would they not 
be borrowed initially from the ingenuity of a shell, the Terebra maculata, 
the superb black-spotted cone? Without much hesitation, Hersey endorses 
the organic interpretation, taking as proof a famous photograph taken by 
Juan Matamala, a personal friend of Gaudí, showing a vertical set of shells, 
in which the composition evokes the architecture of the project for the 
Franciscan Mission in Tangier (1893) to the extent that it is hard to tell them 
apart, and of course, that of the Sagrada Familia and its eighteen towers 
projecting towards the sky (figure 5). 
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Figure 5 When shells invent church steeples. The right-handed shell of Terebra 
maculata is to the right-ƘŀƴŘŜŘ ǎǇƛǊŀƭ ǘƻǿŜǊ ƻŦ /ƻǇŜƴƘŀƎŜƴΩǎ {ǘƻŎƪ 
Exchange by Heidtrider (1624-1625) as the left-handed and right-handed 
Terebra maculata shells are to the left- and right-handed spirals of the 
project for the Franciscan Mission at Tangier by Gaudí (1893). A visual 
argument and page layout taken from George Hersey, The Monumental 
Impulse (1999), p. 56.  

hǳƎƘǘ ǿŜ ǘƻ ŀǘǘŀŎƘ ŀƴȅ ƛƳǇƻǊǘŀƴŎŜ ǘƻ ǘƘƛǎ ƪƛƴŘ ƻŦ ǊŜŀǎƻƴƛƴƎΚ Lƴ DŀǳŘƝΩǎ 
time, comedians were already using it as their material of choice and the 
caricatures of the Casa Milà prove that if the fantastic forms of molluscs 
excite the imagination, their organic character is not necessarily a guarantee 
of consensus. We may however admit that an organicist interpretation 
ǿƻǳƭŘ ōŜ ǎŀǘƛǎŦƛŜŘ ōȅ ǘƘŜ ŦƻǊƳŀƭ ǊŜǎŜƳōƭŀƴŎŜ ōŜǘǿŜŜƴ ǘƘŜ ǎƘŜƭƭǎΩ ƻōƭƻƴƎ 
ǎǇƛǊŀƭǎ ŀƴŘ ǘƘŜ ǘƻǿŜǊǎ ƻŦ DŀǳŘƝΩǎ ǇǊƻƧŜŎǘ ŀǘ ¢ŀƴƎƛŜǊΣ ŜǎǇŜŎƛŀƭƭȅ ǎƛƴŎŜ ǘƘŜ 
windows seem to echo the spots that wind around the spiral of the Terebra 
maculata. It is indeed tempting to make this the model of reference for the 
morphology of the imposing, vertically growing arrows of the cathedral of 
Barcelona. 
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Figure 6 A general view of the church of the Sagrada Familia in Barcelona. 
Photograph by Izabel Amaral (2008).  

But for Hersey, the issue would not be a question of vague similarities 
ōŜŎŀǳǎŜ ƘŜ ŘŜŜƳǎ ǘƘŜ ǎƘŜƭƭǎ ǘƻ ōŜ ǘƘŜ ǘǊǳŜ ōƛƻƭƻƎƛŎŀƭ Ǌƻƻǘǎ ƻŦ DŀǳŘƝΩǎ 
architecture. Against his argument, we can already oppose the possibility of 
understanding analogy in its equivocality and not only in the straight line of 
a kind of univocality. For it is clear that the strength of analogical thinking 
resides in its capacity to integrate a multitude of inevitably heterogeneous 
references, making them converge into the same project. What ought we to 
make, for example, of this reference to shells attested to by a photograph, 
when certain references evoke more readily the figure generated by the 
ŀǘƘƭŜǘƛŎ ǇǊƻǿŜǎǎ ƻŦ ǘƘŜ /ŀǘŀƭŀƴ Ψ·ƛǉǳŜǘǎΩ Σ ǘƘŜ ƘǳƳŀƴ ΨŎŀǎǘƭŜǎΩ ōǳƛƭǘ ǳǇ ōȅ 
stacking six levels of acrobats who defy the laws of gravity at least as much 
as the vertiginous towers of the Sagrada Familia ? A diagram, superimposed 
onto the photograph of these acrobatics reveals the upward striving of the 
ǘƻǿŜǊǎ ƻŦ DŀǳŘƝΩǎ ǇǊƻƧŜŎǘΣ ŜǎǇŜŎƛŀƭƭȅ ǎƛƴŎŜ ǘƘŜ ƻǊƛƎƛƴŀƭ ǎŎƘŜƳŜ ƛƴŎƭǳŘŜŘ 
eighteen towers, one for each of the twelve apostles, four for the 
evangelists, one for Mary and one for Jesus. Leaving aside the reference to 
marine animals, it is indeed the way that Salvador Dalí, commenting on this 
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specific case in an affirmative and atypically realistic manner speaks of a 
specific dimension of Catalan spirituality that has expressed itself for a long 
time in the performances and the incredible feats that punctuate these 
major religious festivals (figure 7). For the Catalan surrealist, these exalted 
performances would in fact constitute the most profound mystical 
references of the Sagrada Familia. 

 

Figure 7 The human tower of the Catalan Xiquets in Tarragone. Photograph by 
Luciana Carvalho Gomes (2004).  

Therefore, is it the shell or the human tower that is the most 
incongruous and consequently, the most pertinent of the two references? 
Should priority be given to the naturalist or to the culturalist interpretation? 
The answer to this dilemma, anticipated by Hersey but quickly swept aside 
rhetorically, is based primarily on the photograph of the shells. The fact that 
it was taken after the project was designed, according to the argument of 
one of GaudƝΩǎ ōƛƻƎǊŀǇƘŜǊǎΣ ¢ƻƪƻǘƻǎƘƛ ¢ƻǊƛƛ όмфуоύΣ ŘƻŜǎ ƴƻǘƘƛƴƎ ǘƻ ŘŜǘŜǊ 
the art historian: on the one hand, the architect knew of the shells since his 
childhood, and on the other, these shells have existed for millions of years, 
long before so much as the idea of tƘŜ /ŀǘŀƭŀƴ ƳŀǎǘŜǊΩǎ ŀǊŎƘƛǘŜŎǘǳǊŜΦ Lƴ 
short, the animal clearly preceded the architect!  
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Life Cycles Of Biological Analogies  
What lessons can we draw from the difficulties encountered by the 

approaches analyzed in this first study? With Collins, we have taken stock of 
the (theoretical) damage occasioned by the abrupt passage from the 
historical inventory of analogies to the systematic rejection of the process of 
analogical thinking. In particular we have seen how confusion is generated 
covertly between the identification of a theme (i.e., mechanics, gastronomy, 
biology, etc.) and historical periodization. Furthermore, it is primarily the 
relevance itself of invention by analogy that is called into question, although 
done in an indirect fashion within the framework of a general critique of 
modernity. This will be a theoretical constant in the work of Collins: in the 
мфслǎ ƘŜ ŎƻƴǘŜƴŘŜŘ ǘƘŀǘ ƳƻŘŜǊƴ ŀǊŎƘƛǘŜŎǘǳǊŜ ƘŀŘ ǎǘǊŀȅŜŘ ƛƴǘƻ ΨŦƻǊŜƛƎƴ 
ǊŜŀƭƳǎΩ ǎǳŎƘ ŀǎ ōƛƻƭƻƎȅΤ ƛƴ ǘƘŜ мфулǎ ƘŜ ƻǇƛƴŜŘ ǘƘŀǘ ǇƻǎǘƳƻŘŜǊƴ 
architecture had gotten lost in linguistics. Thus for Collins, analogy was a 
major cause of disciplinary degeneracy, the instrument of rejection of the 
historic legacy of architectural forms: the sign, in other words, of a lack of 
learnedness. 

With Steadman, on the contrary, we are immersed in a favourable 
receptivity to borrowings of all kinds. The progress of art rests on an 
abundance of analogies, a principle sign of disciplinary vitality. We note in 
this regard, that the inventory initiated by Steadman in 1978 is found fully 
updated in the 2008 edition, proof, according to him, of a proliferation in 
constant renewal. Therefore, it comes as no surprise that each new 
application of the biological analogy is examined with relative detachment, 
according to a distribution faithful to the initial Table of Contents, as if it 
were beyond all criticism, left to a sort of natural selection. Always 
dominant, evolutionism is from now on more diversified than it was in 1978, 
while the importance of morphology is seen confirmed by the introduction 
of new computer technologies (genetic algorithms, cellular automata, 
ōƛƻƳƛƳƛŎǊȅΣ ŜǘŎΦύΦ LŦΣ ƛƴ {ǘŜŀŘƳŀƴΩǎ ǾƛǎƛƻƴΣ ƻƴŜ ŀƴŀƭƻƎȅ ǊŜǇƭŀŎŜǎ ŀƴƻǘƘŜǊ ŀƴŘ 
time does its work, it is a very different relation to time that troubles Hersey. 
His is ŀ ΨōƛƻƘƛǎǘƻǊȅΩ ǘƘǊƻǳƎƘ ǿƘƛŎƘ ǘƘŜ ŘŜǎƛƎƴ ƻŦ ŀǊŎƘƛǘŜŎǘǳǊŀƭ ŦƻǊƳǎΣ ŀǎ ǿƛǘƘ 
monumental structures, find themselves pushed to the obscurity of time, to 
the most distant beginnings of a kind of creative Big Bang. 

After this historical overview we are perhaps better prepared to face the 
contemporary period, because the turn of the twenty-first century is rich in 
signs announcing a revival in borrowings from the life sciences. Whether 
with respect to seeking out forms, ideas, or principles, or whether having to 
do with an operative vocabulary, concepts or images, biology appears as a 
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model and an inexhaustible source. It is certainly one of the main sources of 
reference for many architects and designers, and as a result, deserves a 
prominent place in a critical history of analogy in the design disciplines. 
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!ǊŜ hǇŜƴ LƴƴƻǾŀǘƛƻƴ ǇǊƻŎŜǎǎŜǎ ǎǘǊǳŎǘǳǊŜŘ 
ŦƻǊ ŘƛǎǘǳǊōŀƴŎŜΚ 
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The paper enters into the question, whether Open Innovation is stable 
enough to withstand disturbance caused by continuously changing contexts 
in technologies, behavior and institutional aspects. Open Innovation, which 
by its spread across different domains such as new technologies, software 
engineering or design, has become a disruptive element amongst different 
approaches in innovation and now faces giant networks and markets which 
all become potential competitors one to another. Thus the question rises 
whether Open Innovation will withstand this competition compared to 
classical innovation frameworks. In order to determine which could be 
strategies for Open Innovation Platforms within this competition, the paper 
examines two aspects of these systems: firstly their openness or 
ΨǳƴŦƛƴƛǎƘŜŘƴŜǎǎΩ ƛƴ ǘŜǊƳǎ ƻŦ ǘƘŜƛǊ ƻǳǘǇǳǘ ŀƴŘ ǎŜŎƻƴŘƭȅ ǘƘŜ ǿŀȅ ǘƘŜȅ ŘŜŀƭ ǿƛǘƘ 
deal with disturbance. The first aspect will be met by making a comparison 
ǿƛǘƘ ¦ƳōŜǊǘƻ 9ŎƻΩǎ ŘŜŦƛƴƛǘƛƻƴ ƻŦ ΨǳƴŦƛƴƛǎƘŜŘƴŜǎǎΩ ǎǘŀǘŜŘ ƛƴ Ƙƛǎ hǇŜǊŀ !ǇŜǊǘŀΦ 
The second one will be discussed by attempting a transfer of Nicholas 
¢ƘŀƭŜōΩǎ ŎƻƴŎŜǇǘ ƻŦ Ψ¢ƘŜ !ƴǘƛŦǊŀƎƛƭŜΩ ς an examination of how different 
systems deal with its stressors and disturbance. 

Keywords: Open Innovation; disturbance; opera aperta; antifragility 

Introduction 
Whilst in the past innovation processes mostly had their origin in the 

urgent need of an industry or organization to be more advanced than its 
competitors were, after the Open Innovation turn we find approaches to 
innovation which could be described as a cƻƭƭŜŎǘƛǾŜΩǎ ŀǘǘƛǘǳŘŜ ǘƻǿŀǊŘǎ ǘƘŜ 
creation of new knowledge allowing its members to convert this knowledge 
into new products and services. Especially in the design domain - as a rather 
young one - Innovation processes have shifted from being industry-driven 
and product-ƻǊƛŜƴǘŜŘ ǘƻǿŀǊŘǎ ŦǊŀƳŜǿƻǊƪǎ ǿƘƛŎƘ ŀǊŜ ŀŦŦƻǊŘŜŘ ōȅ αƻǇŜƴ 
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ŎƻƳƳǳƴƛǘƛŜǎΩ ŘŜŘƛŎŀǘƛƴƎ ǘƘŜƳǎŜƭǾŜǎ ǘƻ ǘƘŜ ŎǊŜŀǘƛƻƴ ƻŦ όƻǇŜƴύ ǇƭŀǘŦƻǊƳǎ ōȅ 
involving a vast collective of actors. These platforms are structured to 
contain all necessary products and services in order to enable people to 
create value according to their individual needs, as Nicola Morelli states in 
his paper on Social Innovation (Morelli, 2007) 

At the same time the roles of the actors which are involved into Open 
Innovation processes are about to change drastically after the shift from a 
top-down approach towards a bottom-up one. Innovation is becoming less 
and less an author- or owner-driven process and is changing much more 
towards a collective one, based upon the knowledge and ability of an 
ΨƛƴƴƻǾŀǘƛǾŜ ŎƻƳƳǳƴƛǘȅΩΦ While the former product has turned into an open 
platform, the role of producers has shifted towards co-producers aiming at 
the development of their individual solutions. The future task of companies 
and organizations becomes the organization of the overall value of such 
platforms (Morelli, 2007). 
bŜǾŜǊǘƘŜƭŜǎǎ ǘƘŜ ŜǾƻƭǳǘƛƻƴ ƛƴƴƻǾŀǘƛƻƴ ǇǊƻŎŜǎǎŜǎ ŀǊŜ ǳƴŘŜǊƎƻƛƴƎ ŘƻŜǎƴΩǘ 

end here. And neither is it the first time applied sciences or arts - just as 
design - are facing such a mutation regarding their way and processes to 
generate outputs within a wider context of technological, behavioral and 
institutional change. If we think of what transformation art has gone 
through during past century or the many variations of creating music have 
evolved, the question rises whether design or other young domains are 
about to meet similar changes and transformations that art, literature and 
music have already done some decades before. Therefore a comparison will 
be made between Open Innovation processes and some characteristics of 
the Opera Aperta, an examination of artworks and arts published by 
Umberto Eco in 1962. 

By opening up, innovation processes also became easy targets for 
disturbance which might be caused by various stressors. And just because of 
their low hierarchy structure, for companies or organisations it has become 
much harder to keep control over the actual output of these processes and 
platforms (von Hippel, 2005). Therefore many companies still try to stick to 
the former top-down approach or try to turn their existing processes into 
hybrid forms of classical and Open Innovation processes (Manzini, 2014). By 
examining the example of two different approaches in motorcycle 
manufacturing, we will further discuss these different approaches. 

The question, how Open Innovation platforms deal with the stressors 
they are exposed to is probably one of the central concerns next to the 
questions about ownership and value. Many companies might still hesitate 
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to open up their innovation processes because of their doubt whether 
something open is robust or resilient enough tƻ Ŧƛǘ ǘƘŜ ŎƻƳǇŀƴƛŜǎΩ ǉǳŀƭƛǘȅ 
and process management. Nassim Nicholas Taleb, whose reflection on 
ǳƴǇǊŜŘƛŎǘŀōƭŜ ŜǾŜƴǘǎ ōŜŎŀƳŜ ŦŀƳƻǳǎ ǘƘǊƻǳƎƘ Ƙƛǎ ōƻƻƪ Ψ¢ƘŜ .ƭŀŎƪ {ǿŀƴΩ 
(Taleb, 2007), further examined the way different systems meet stressors by 
applying strateƎƛŜǎ ƻŦ ǊƻōǳǎǘƴŜǎǎ ƻǊ ǊŜǎƛƭƛŜƴŎŜΦ Lƴ Ƙƛǎ ƭŀǎǘ ǇǳōƭƛŎŀǘƛƻƴ Ψ¢ƘŜ 
Antifragile: ¢ƘƛƴƎǎ ¢Ƙŀǘ Dŀƛƴ ŦǊƻƳ 5ƛǎƻǊŘŜǊΩ ό¢ŀƭŜōΣ нлмнύ ƘŜ ƻǳǘƭƛƴŜǎ ǘƘŜ 
very opposite of meeting fragility with robustness by defining the term 
Antifragility. The paper reaches out to transfer Talebs concept of the 
Antifragile in order to raise the discussion whether it might generate new 
strategies for Open Innovation processes. 

Openness - Opera Aperta ς ǘƘŜ ΨǳƴŦƛƴƛǎƘŜŘ ǿƻǊƪΩ 
The first hypothesis considers that Open Innovation Platforms tend to 

generated outputs which are characterized by a certain degree of 
unfinishedness. This unfinishedness turns into a quality at the point when it 
starts offering a higher potential of being modified and re-interpreted by 
the future co-producers than finished products. Consequently 
unfinishedness should imply a higher potential for improvement and 
innovation. At the same time the main quality of a product shifts from its 
final definition towards its openness for configuration, interpretation and 
modification. 
¦ƳōŜǊǘƻ 9ŎƻΩǎ ŎƻƴŎŜǇǘ ƻŦ ǘƘŜ Opera Aperta (Eco, 1962) embraces 

human artifacts or creations (such as artworks, musical compositions, 
ǇŜǊŦƻǊƳŀƴŎŜǎ ŜŎǘΦύ ǿƘƛŎƘ ŀǊŜ ǉǳŀƭƛŦƛŜŘ ōȅ ǘƘŜƛǊ ΨǳƴŦƛƴƛǎƘŜŘƴŜǎǎΩΦ ¢ƘŜ ŦŀŎǘ 
that these creations are not finally defined, gives them an additional 
openness towards the beholders perception, interpretation or use. 
Compared to the classic defined artefact or product, the Opera Aperta has 
ǘƘŜ ŎŀǇŀŎƛǘȅ ƻŦ ōŜƛƴƎ ΨǊŜ-ŎǊŜŀǘŜŘΩ ŜŀŎƘ ǘƛƳŜ ŀ ƴŜǿ ōŜƘƻƭŘŜǊ ƻǊ ǳǎŜǊ ǎǘŀǊǘǎ 
interacting with. The momentary aspect of EcoΩs Opera Aperta which 
ŜƳŀƴŀǘŜǎ ŦǊƻƳ ǘƘŜ ŦŀŎǘ ǘƘŀǘ ƛǘ ŀƛƳǎ ŀǘ ŦǳǘǳǊŜ ΨǊŜŎǊŜŀǘƛƻƴǎΩ ƴƻǘ ƻƴƭȅ ƻǇŜƴǎ ǳǇ 
ǘƘŜ ŜƴǘƛǊŜ ǇǊƻŎŜǎǎ ƻŦ ŎǊŜŀǘƛƴƎ ΨƻǇŜƴ ǿƻǊƪǎΩ ǘƻǿŀǊŘǎ ŦǳǘǳǊŜ Ŏƻ-creators 
(Morelli, 2007) the but also to the aspect of time.  

Another dimension which gets added to the creation of artefacts or 
ǿƻǊƪǎ ōȅ ǘƘŜ ŀǎǇŜŎǘ ƻŦ ΨǳƴŦƛƴƛǎƘŜŘƴŜǎǎΩ ƛǎ ǘƘŜ ŀǳǘƘƻǊΩs or initiatorΩs 
Ǉƻǎǎƛōƛƭƛǘȅ ǘƻ ƛƴǘŜƎǊŀǘŜ ƻǊ ƛƴǘŜƴǘƛƻƴŀƭƭȅ ŘŜǎƛƎƴ ŀƴ ΨƛƴǾƛǘŀǘƛƻƴΩ ŦƻǊ ŦǳǘǳǊŜ 
ƛƴǘŜǊŀŎǘƛƻƴ ƻǊ ōŜǘǘŜǊ ΨǇŀǊǘƛŎƛǇŀǘƛƻƴ ƻŦ ǘƘŜ ǳǎŜǊΩ ƛƴǘƻ ǘƘŜ ǿƻǊƪ ƛǘǎŜƭŦΦ !ƴŘ 
other than the well-ƪƴƻǿƴ ŎƻƴŎŜǇǘ ƻŦ ŀŦŦƻǊŘŀƴŎŜǎ όDƛōǎƻƴΣ мфттύΣ ǘƘƛǎ ΨŎŀƭƭ 
ŦƻǊ ǇŀǊǘƛŎƛǇŀǘƛƻƴΩ ŘƻŜǎ ƴƻǘ ǎǇŜŎƛŦƛŎŀƭƭȅ ŘŜŦƛƴŜ ǘƘŜ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ ŀ ǿƻǊƪ ƛƴ 
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terms of function or meaning, it leaves it truly open to the user. In point of 
fact it is the Opera ApertaΩs ΨǳƴŦƛƴƛǎƘŜŘƴŜǎǎΩ ǿƘƛŎƘ ŀǊǘƛŎǳƭŀǘŜǎ ǘƘƛǎ 
ΨƛƴǾƛǘŀǘƛƻƴΩΦ 

At this point also the initial creator, the author, takes a step back from 
his or her creation ς ǘƘŜ ǿƻǊƪ ōŜŎƻƳŜǎ ƳǳŎƘ ƳƻǊŜ ŀ ΨŎǊŜŀǘǳǊŜ ƻŦ ƛǘǎ ƻǿƴΩ 
which evolves by each and every future interpretation or modification. By 
doing so the author also exposes the work to a certain risk of being 
misinterpreted or even ruptured by the future development of the work. An 
aspect which compares to the risk, Open Innovation is exposed too. 

Compared to Open Innovation, the three aspects of EcoΩs Opera Aperta 
which have been described, might be exactly what happens to concern most 
companies while talking about Open Innovation Processes. The first one, 
Ψ¦ƴŦƛƴƛǎƘŜŘƴŜǎǎΩΣ ƛǎ ŎŜǊǘainly nothing a company wants to stand for when 
talking about its products. Secondly, momentariness, or the fact that a 
product might work only for a certain amount of time cuts back the 
companiesΩ potential to create value. And thirdly the exposure of a product 
to future interpretation or even misinterpretation consequently results in a 
loss of control over the products future quality (von Hippel, 2005). 

So according to the first hypothesis made, Open Innovation might offer a 
higher potential for future innovation when providing a level of 
unfinishedness regarding its outcomes. At the same time by doing so, the 
products generated get exposed to a higher potential of changing or losing 
their initial quality. 

Dealing with disturbance Έ the Antifragile 
Closed Innovation tends towards meeting disturbance with a high level 

of robustness in order to preserve their original form and output generated. 
Open Innovation has the possibility to meet disturbances with an ability to 
adopt, modify and transform. Each disturbance might lead to an evolution 
of the product when learning by the clash caused by the disturbance. The 
second hypothesis states that Open Innovation Platforms have the potential 
to become real antifragile systems which acquire more qualities with every 
disturbance of the system itself. By doing so also their potential for further 
innovation increases. 

 
Antifragility is beyond resilience or robustness, The resilient resists shocks 

and stays the same; the antifragile gets better. (Taleb, 2012) 
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While most systems try to become more resistant against external 
disturbance, they also take the risk to get stuck in the procedure of 
maintaining a high level of closeness and control. In the case of Innovation 
Processes this also might lead to a decrease of the potential to generate 
innovative output. The reason why many companies tend towards doing so 
is that first and foremost disturbance is defined as something negative. In 
his definition of the Atifragile, Taleb states that the antifragile loves 
randomness and uncertainty, which also means ς crucially ς a love of errors, 
a certain class of errors (Taleb, 2012). This positive attitude towards failing is 
something that at the first glance might appear contradictory and 
counterproductive when talking about generating innovative outputs.  
²ƘƛƭŜ ǘŀƭƪƛƴƎ ŀōƻǳǘ ΨLƴƴƻǾŀǘƛƻƴ ¢ǊƛƎƎŜǊǎΩ Σ ƛƴ Ƙƛǎ ǇŀǇŜǊ Ψ5ŜǎƛƎƴ ¢ƘƛƴƪƛƴƎ 

ŀƴŘ ǘƘŜ 9ȄǇŜǊƛŜƴŎŜ ƻŦ LƴƴƻǾŀǘƛƻƴΩΣ .ŀǊǊȅ ²ȅƭŀƴǘ ŜȄŀƳƛƴŜǎ ¢ŜǊŜǎŀ !ƳŀōƛƭŜΩǎ 
ŦǊŀƳŜǿƻǊƪ ŦƻǊ ŎǊŜŀǘƛǾƛǘȅ ŘŜǎŎǊƛōŜŘ ƛƴ ƘŜǊ Ψ¢ƘŜ ǎƻŎƛŀƭ tǎȅŎƘƻƭƻƎȅ ƻŦ 
CreatiǾƛǘȅΩ ό!ƳŀōƛƭŜΣ мфуоύΦ hƴŜ ƻŦ ǘƘŜ ŀǎǇŜŎǘǎ ŘŜǎŎǊƛōŜŘ ǿƛǘƘƛƴ ǘƘŜ ƎǊƻǳǇ 
of skills which are defined as relevant for creativity, is the willingness to take 
ǊƛǎƪǎΩ ό²ȅƭŀƴǘΣ нллуύΦ ¢Ƙƛǎ ǿƛƭƭƛƴƎƴŜǎǎ ƻǊ ΨǇǊŜǇŀǊŜŘƴŜǎǎΩ ǘƻ ƳŜŜǘ ǘƘŜ 
unknown and uncertain relates very well to the way Taleb describes one of 
the advantages of The Antifragile. It further also relates to the concept of 
ΨǳƴŦƛƴƛǎƘŜŘƴŜǎǎΩ ŘƛǎŎǳǎǎŜŘ ŜŀǊƭƛŜǊ ōȅ ŜȄŀƳƛƴƛƴƎ 9ŎƻΩǎ Opera Aperta. 
Consequently both, the uncertain and the unfinished might work as triggers 
for Innovation when embedded into a process with the appropriate 
openness towards this sort of disturbance.  

The second and most important aspect which might improve the way, 
hǇŜƴ LƴƴƻǾŀǘƛƻƴ tǊƻŎŜǎǎŜǎ ŎƻǳƭŘ ōŜ ǎǘǊǳŎǘǳǊŜŘ ƛƴ ǘƘŜ ŦǳǘǳǊŜΣ ƛǎ ¢ŀƭŜōΩǎ 
examination of systems while meeting disturbances on a long term scale. 
Robustness (as resilience as well) calibrates a system by taking into 
consideration the most likely and most frequent disturbances. Irregular 
events which are very unlike to happen are mostly not considered when 
creating robust or resilient systems. Taleb calls these improbable events or 
disturbances Black Swans since they compare to something we would never 
think of, that we would never expect. Consequently our capability to deal 
with these extraordinary events is rather low compared to frequent 
ǎǘǊŜǎǎƻǊǎ ǿŜ ŀǊŜ ŜȄǇƻǎŜŘ ǘƻΦ bƻǿ ¢ŀƭŜōΩǎ ƪŜȅ ǘƻ ƳŜŜǘ ŜǾŜƴ ǎǳŎƘ ǳƴƭƛƪŜŀōƭŜ 
events such as Black Swans ƛǎ ǘƘŜ ŀƴǘƛŦǊŀƎƛƭŜ ǎȅǎǘŜƳǎΩ ŀōƛƭƛǘȅ ǘƻ ŜǾƻƭǾŜ ŀƴŘ 
get better every time when clashing with a problem or disturbance. Just as 
the immune system which gets stronger by building up antibodies when 
getting stimulated by a virus or a germ. 
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.ȅ ǘǊŀƴǎŦŜǊǊƛƴƎ ¢ŀƭŜōǎ ŎƻƴŎŜǇǘ ǘƻ hǇŜƴ LƴƴƻǾŀǘƛƻƴ ǇǊƻŎŜǎǎŜǎ ƛǘΩǎ ǘƘŜ 
readiness to accept the unknown and the unfinished as a challenge as well 
as acquire the ability to learn from these disturbances in order to reduce the 
ƛƳǇŀŎǘ ƻŦ ŦǳǘǳǊŜ ŘƛǎǘǳǊōŀƴŎŜǎΦ hǊ ƛƴ ¢ŀƭŜōΩǎ ǿƻǊŘΩǎ ΨIƻǿ Řƻ ȅƻǳ LƴƴƻǾŀǘŜΚ 
CƛǊǎǘΣ ǘǊȅ ƎŜǘ ƛƴǘƻ ǘǊƻǳōƭŜΗΩ ό¢ŀƭŜōΣ нлмнύΦ 

The difference between German and Italian 
motorcycles 
Much more than most cars, motorcycles provide users the possibility to 

ƳƻŘƛŦȅ ŀ ƭŀǊƎŜ ƴǳƳōŜǊ ƻŦ ǘƘŜ ōƛƪŜΩǎ ǾŀǊƛƻǳǎ ŎƻƳǇƻƴŜƴǘǎΦ CƻǊ ƛƴǎǘŀƴŎŜ ȅƻǳ 
can improve the performance of the engine by modifying certain parts of it 
or in the meantimŜ ȅƻǳ Ŏŀƴ ŜǾŜƴ ƳƻŘƛŦȅ ǘƘŜ ƳƻǘƻǊŎȅŎƭŜΩǎ ǎƻŦǘǿŀǊŜ ǘƻ Řƻ ǎƻΦ 
Further you can add or substitute many different parts of the bike which 
would add or change certain other aspects such as, comfort, security, the 
ability to carry luggage etc. Compared to Umberto EcoΩs Opera Aperta and 
itΩǎ ŀǎǇŜŎǘ ƻŦ ǳƴŦƛƴƛǎƘŜŘƴŜǎǎΣ ǿŜ ŎƻǳƭŘ ǎǘŀǘŜΣ ǘƘŀǘ ƳƻǘƻǊŎȅŎƭŜǎ ŀǊŜ ΨhǇŜƴ 
²ƻǊƪǎΩ ƻǊ ƻǇŜƴ ǎȅǎǘŜƳǎ ǿƘƛŎƘ ǇǊƻǾƛŘŜ ŀ ƭŀǊƎŜ ƴǳƳōŜǊ ƻŦ ǇƻǎǎƛōƛƭƛǘƛŜǎ ŦƻǊ 
future modification. 

In certain cases the bike manufacturers deal with the ΨǳƴŦƛƴƛǎƘŜŘƴŜǎǎΩ ƻŦ 
their product by offering a variety of optional parts which perfectly fit the 
original bike and customers may add them directly by configuring their 
motorcycle before buying it or add them later on. Often a bike manufacturer 
would team up with other companies too, in order to assure any of the 
ƻǘƘŜǊ ŎƻƳǇŀƴȅΩǎ ǇŀǊǘǎ ǿƻǳƭŘ ǇŜǊŦŜŎǘƭȅ Ŧƛǘ ǘƘŜ ƻǊƛƎƛƴŀƭ ōƛƪŜΦ !ǘ ŦƛǊǎǘ ǘƘƛǎ 
procedure appears to offer a certain openness to the customers but in fact 
by taking control over the availability and quality of the single parts, the 
company creates a closed system after all. And consequently customers 
ƘŀǾŜ ǘƻ ōǳȅ ŜƛǘƘŜǊ ǘƘŜ ƻǊƛƎƛƴŀƭ ŎƻƳǇŀƴȅΩǎ ǇŀǊǘǎ ƻǊ ǘƘƻǎŜ ǇǊƻŘǳŎŜŘ ōȅ ǘƘŜ 
authorized suppliers. All this happens because the original manufacturer 
wants to assure any of the parts, such as the entire motorbike work in a 
perfect manner. By opening this system the company would lose this 
control over the quality of their product (comp. von Hippel, 2005) and 
expose it to disturbance. The described situation is actually what happens, 
when a German manufacturer decides to produce a motorbike. 

The German companyΩs strategy aims at a minimum chance of clashing 
with stressors or disturbances of their system. Consequently the openness 
of their system is limited to a certain level (figure 1). 
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Regular stressors excluded by the GermanΩs system could be e.g. safety 
regulations harmed by an additional part which is not exclusively produced 
by themselves or one of their contractors. It further could be also a 
malfunction of the motorbike caused by a modification of the bike by adding 
low quality parts. By applying TalebΩs theory of the Black Swan though, any 
other disturbance which is not taken into consideration by the 
ƳŀƴǳŦŀŎǘǳǊŜǊΩǎ ǉǳŀƭƛǘȅ ƳŀƴŀƎŜƳŜƴǘ ǿƻǳƭŘ ƘŀǾŜ ǉǳƛǘŜ ŀ ŘŜŜp impact onto 
the products entire system. At the same time any improvement of the 
motorbike or itΩs parts has to be developed or approved by the company 
itself. The overall potential for spontaneous and new innovation is rather 
low in this context since all knowledge and resources remain inside the 
system. 

 

Figure 1 The company driven and controlled process of the German manufacturer. 

Since one of the authors is passionate about Italian motorcycles, we will 
now take a look at an Italian motorcycle manufacturer. A couple of months 
ago it happened to the author to buy a motorbike manufactured by a very 
small Italian brand. Consequently the offer of perfectly fitting parts on the 
market is remarkably small compared to the one described in the German 
case. And each time he wants (or needs) to change a part of his motorbike, 
it becomes quite a struggle to find the perfect one. At the first glance the 
Lǘŀƭƛŀƴ ōƛƪŜ Ƴǳǎǘ ŀǇǇŜŀǊ ŀǎ ǉǳƛǘŜ ŀ Ψ/ƭƻǎŜŘ {ȅǎǘŜƳΩ ŀƴŘ ǘƘŜ ǇǊƻŘǳŎǘ ƻǊ ƻŦŦŜǊ 
doesnΩt seem to be perfect at ŀƭƭΦ .ǳǘ ŦƻǊ ƻƴŎŜ ǇŜǊŦŜŎǘƛƻƴ ŘƻŜǎƴΩǘ ƳŀǘǘŜǊ 
ǘƘŀǘ ƳǳŎƘΣ ǿƘŜƴ ȅƻǳΩǊŜ ǇŀǎǎƛƻƴŀǘŜ ŀōƻǳǘ ǎƻƳŜǘƘƛƴƎΦ όŜǎǇŜŎƛŀƭƭȅ ǿƘŜƴ 
talking about an italian 1.2 litre V2 engine). Further according to EcoΩs 
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ΨhǇŜǊŀ !ǇŜǊǘŀΩ ǘƘŜ ΨǳƴŦƛƴƛǎƘŜŘƴŜǎǎΩ ƻŦ ǘƘƛǎ ǇǊƻŘǳŎǘ ƳƛƎƘǘ ŀƭǎƻ ǎǘƛƳǳƭate the 
interaction between this product and its user.  

And in fact even though the offer of different bike parts is rather small 
on the one hand and the problems and malfunctions the author has 
experienced with his bike are rather frequent on the other one, the level of 
interaction between him and the motorbike increases with each quest for 
the solution of a problem. 

Within this enduring quest, every time a similar or same defect appears, 
which has been resolved before, the author instantly knows how to deal 
with it. Consequently the more problems and defects are offered by the 
system of his bike, the more he becomes an expert to deal with these 
ǇǊƻōƭŜƳǎΦ hǊ ƛƴ ¢ƘŀƭŜōΩǎ ǿƻǊŘǎΥ Ƙƛǎ ŀǘǘƛǘǳŘŜ ƻŦ ǳǎƛƴƎΣ ƎŜǘǘƛƴƎ ŦǊǳǎǘǊŀǘŜŘΣ 
then fixing and modifying his bike makes the entire experience become 
more and more antifragile. And by doing so, future defects or stressors are 
less and less likely to have dramatic impacts onto the system (figure 2). 

 

Figure 2 ¢ƘŜ ŀƴǘƛŦǊŀƎƛƭŜ ǇǊƻŎŜǎǎ ƻŦ ǘƘŜ ΨLǘŀƭƛŀƴ ǳǎŜǊǎΩ. 

But the case gets even more interesting. Even though it is a quite small 
motorcycle company, besides the author there is a large number of other 
ŎǳǎǘƻƳŜǊǎ ŘŜŀƭƛƴƎ ǿƛǘƘ ǎŀƳŜ ōƛƪŜΩǎ ǇǊƻōƭŜƳǎΦ !ƴŘ ǎƛƴŎŜ ŀƭƭ ƻŦ ǘƘŜƳ ǎƘŀǊŜ 
the same passion about the same product, they all try to act in the same 
antifragile way to deal with the situation. The more customers ride their 
motorcycles produced by the same brand, the more each and everyone of 
them acquires a lot of knowledge about the motorbike. Now since the small 
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company hasnΩt set up a large enough service network yet, its customers 
decided to put up an internet forum to share their knowledge. And by doing 
so, suddenly the entire system opens up and becomes a real Open 
Innovation platform. For instance some experts in welding developed 
entirely new frames for the bike. Others acquired knowledge about the 
ōƛƪŜΩǎ ŜƭŜŎǘǊƻƴƛŎǎ ŀƴŘ ǇǊƻǾƛŘŜ ƛƴǎǘǊǳŎǘƛƻƴǎ Ƙƻǿ ǘƻ ƛƳǇǊƻǾŜ ǘƘŜ ƳƻǘƻǊŎȅŎƭŜΩǎ 
lighting. Others again by being experts in programming wrote a series of 
new software for the bikeΩs electronic injection system. And suddenly users 
have the choice between software which would contribute to a low 
consumption or others that would improve the power and performance of 
the motorbike.  

Al in all, a vast number of improvements all together evolved from the 
ǎƛƳǇƭŜ ŦŀŎǘ ǘƘŀǘ ŎŀǳǎŜŘ ōȅ ŀ ǊŀǘƘŜǊ ΨǳƴŦƛƴƛǎƘŜŘΩ ǇǊƻŘǳŎǘΣ ƛǘΩs users decided to 
act in a collective and antifragile way. Obviously, there is a lot of internet 
forums about German motorbikes too, but the stimulus to develop new 
solutions on top of a perfect (and closed) system is rather low compared to 
one which is quite open, unfinished and exposed to stressors caused by its 
originally fragile system. 

Conclusions - Learning from Motorbikes 
The first hypothesis which has been stated in the paper was, that 

unfinishedness turns into potential for innovation at the point when it starts 
offering a higher level of interaction and participation for co-producers in a 
ǇǊƻŎŜǎǎ ƻǊ ǎȅǎǘŜƳΦ .ȅ ŜȄŀƳƛƴƛƴƎ ǘƘŜ ΨLǘŀƭƛŀƴ ƳƻǘƻǊŎȅŎƭŜ ŎŀǎŜΩ ǘƘŜ ƛƴƛǘƛŀƭƭȅ 
ΨǳƴŦƛƴƛǎƘŜŘΩ product became a trigger for its users to get involved into the 
motorbikeΩs modification and development. And by doing so in a collective 
way they even managed to increase the amount of knowledge and solutions 
generated by their platform. 

The second hypothesis made, transfers Nicholas TalebΩs concept of 
antifragility to Open Innovation Processes and states that they acquire more 
capability to deal with disturbances by learning from each clash with a 
potential stressor. And while doing so, they build up a higher potential for 
innovation as well. The platform established amongst the Italian customers 
as a whole could be described as an antifragile system since each 
documentation of problems and solutions is shared across the community 
and makes its participanǘǎΩ ǿŀȅ ǘƻ ƳŜŜǘ ŦǳǘǳǊŜ ǇǊƻōƭŜƳǎ ōŜŎƻƳŜ ƳƻǊŜ 
ŀƴǘƛŦǊŀƎƛƭŜΦ CǳǊǘƘŜǊ Ψ.ƭŀŎƪ {ǿŀƴǎΩ ƻǊ ƛƳǇǊƻōŀōƭŜ ŀƴŘ ŜȄǘǊŜƳŜ ŜǾŜƴǘǎ ǿƛǘƘ ŀ 
high potential for disturbance become more unlike to create deep impacts 
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onto the entire process. At the same time some of the solutions developed 
might even contribute to a future innovation of the motorbike. 

The crucial part missing in that case is the step forward to a larger 
audience and use which would turn the single improvements shared across 
the platform into real innovation according to Joseph ShumpeterΩs 
definition which requires the entrepreneurΩs ability to implement and 
introduce the new idea into a form of widespread use (Schumpeter, 1989). 
Since the user community of the Italian bike might not have the intention or 
means to turn its knowledge into other value than the one shared amongst 
them, the original bike manufacturer of the Italian part is missing a huge 
ƻǇǇƻǊǘǳƴƛǘȅ ŀǘ ǘƘƛǎ ǇƻƛƴǘΦ !ǎ ǘƘŜ ƳƛǎǎƛƴƎ ΨŜƴǘǊŜǇǊŜƴŜǳǊΩ ǘƘŜ ŎƻƳǇŀƴȅ ŎƻǳƭŘ 
team up with the community by opening up its own innovation process and 
ŘŜǾŜƭƻǇ ǎƻƳŜ ƻŦ ǘƘŜ ǳǎŜǊ ŎƻƳƳǳƴƛǘȅΩǎ ǎƻƭǳǘƛƻƴǎ ǘƻ ōŜŎƻƳŜ ǊŜŀƭ ƛƴƴƻǾŀǘƛƻƴǎ 
spread on the market. At the same time they might also be able to bridge 
the gap between their internal knowledge or resources and the one which 
obviously seem to reside outside the organizations control (Lakhani and 
Panetta, 2007). This also would scale up and advance their business by 
commercializing from both, their own and external Ideas (Chesbrough, 
2003).  

By using other words, the former top-down approach of the Italian 
ƳƻǘƻǊōƛƪŜ ƳŀƴǳŦŀŎǘǳǊŜǊ ŎƻǳƭŘ ōŜ ŎƻƳōƛƴŜŘ ǿƛǘƘ ǘƘŜƛǊ ŎǳǎǘƻƳŜǊǎΩ ōƻǘǘƻƳ-
ǳǇ ƻƴŜ ǘƻǿŀǊŘǎ ŎǊŜŀǘƛƴƎ ŀ ΨƘȅōǊƛŘΩ ŀǇǇǊƻŀŎƘ ǎǳŎƘ ŀǎ ŘŜǎŎǊƛōŜŘ ōȅ 9Ȋƛƻ 
aŀƴȊƛƴƛ ƛƴ Ƙƛǎ ŀǊǘƛŎƭŜ ΨaŀƪƛƴƎ ǘƘƛƴƎǎ ƘŀǇǇŜƴΥ {ƻŎƛŀƭ LƴƴƻǾŀǘƛƻƴ ŀƴŘ 5ŜǎƛƎƴΩ 
(Manzini, 2014). Within the area of conflict between top-down and bottom-
up or closed and open approaches or the different ways to meet 
disturbances within Innovation processes, there still lies a huge potential for 
both, future research and improvement of the various Innovation 
frameworks themselves.  

In this paper we tried to discuss some current evolutions of such 
frameworks by proposing a different point of view onto the openness or 
unfinishedness of Open Innovation Platforms such as onto the way these 
platforms might better deal with external stressors and disturbances. Still it 
is to find out in which specific cases hybrid forms of Innovation such as the 
combination of both, open and closed might provide advantages over the 
current and classic approaches. 

From a designŜǊΩǎ ƻǊ ǇǊƻŘǳŎŜǊǎ Ǉƻƛƴǘ ƻŦ ǾƛŜǿΣ ŜǎǇŜŎƛŀƭƭȅ ǘƘŜ ŦǳǘǳǊŜ 
integration of unfinishedness into products and the entire design process of 
these products represents an interesting field for investigation. In his 
concept of Handlungsspielraum (or in English: the latitude of possible 
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actions performed on a product or platform), Jan Eckert will further discuss 
and develop the question about the right blend between the definition and 
unfinishedness of future products. 
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LƴƴƻǾŀǘƛǾŜ ǇǊƻŎŜǎǎŜǎ ŦƻǊ ƧŜǿŜƭƭŜǊȅ 
ǇǊƻŘǳŎǘƛƻƴ 

Paola GARBAGNOLI*, Maria Vittoria DIAMANTI, Barbara DEL  
CURTO, Valeria MASCONALE and Maria Pia PEDEFERRI 

Politecnico di Milano 

The objective of the present work is the investigation and analysis of 
innovative materials and technologies for applications in jewellery field. In 
recent years, large improvements have been made in those fields of jewellery 
that use either non-noble or semi-noble materials. Among semi-noble 
materials, titanium surely stands out thanks to its lightness, high mechanical 
resistance and excellent physicochemical characteristics, which give the 
perception of a technical, advanced, and therefore precious material.In 
addition to materials, also innovative processing techniques, such as additive 
layer manufacturing, are under experimentation for jewels, as well as for 
several other applications.Starting from these considerations, the present 
work studied titanium and Selective Laser Melting (SLM) for applications in 
jewellery.The analysis consisted in an experimental part, focused on titanium 
workability and surface treatments. Promising results were obtained. After 
that, evaluations about the aesthetic and technical aspects were done, in 
order to understand advantages and limits of titanium and SLM in the 
considered application. 

Keywords: Titanium; selecting laser melting; anodization; jewellery design 

Introduction 
During the human evolution, social developments were often related 

with the introduction of new materials and technologies in the society. This 
is proved by the fact that each historical era is named using the name of a 
material, like the Stone Age, the Copper Age, the Bronze Age, or the Iron 
Age. 
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The field of jewellery, as human artefacts, is connected with materials 
and technologies evolution, and it represents a case study of the affirmation 
of materials and technologies in the society.  

Until a few years ago, jewels were considered valuables due to the 
precious materials they were made, and precious stone they were adorned 
with (diamonds, pearls, gems). Recently, the jewellery field, which is in 
continuous evolving, has experimented innovative materials and 
technologies in order to obtain original shape and appearance. It is possible 
to observe jewels made with non-noble or semi-noble materials, such as 
stainless steel (Figure 1a), copper, titanium, zirconium, or moreover plastic 
(Figure 1b), paper (Figure 1c), textiles. 

At the same time, traditional processing technologies for jewellery, 
usually handmade, are increasingly supported by industrial technologies 
(Carcano et al., 2002; De Salvia Baldini, 1994). 

 

           (a)     (b)      (c) 

                             

Figure 1  (a) Stainless steel rings by Breil; (b) Resin ring by Gaetano Pesce; (c) Paper 
jewel by Francesca Vital (FRUCCIDESIGN). 

The objective of the present work is the investigation of the use of an 
untraditional material in jewellery design, and the evaluation of emerging 
and innovative processing technologies for the manufacturing and finishing 
phases. As untraditional material, titanium was selected because it results 
suitable for many reasons. 

Titanium is widely used in the biomedical and aerospace industry, due to 
its biocompatibility, lightness and high mechanical resistance (Leyens and 
Peters, 2003). Its brightness and surface finishing make it suitable and 
interesting also for application in design and architecture. Thanks to the 
possibility to obtain iridescent colours on its surface by anodization, 
titanium is an attractive material for design and in particular for fashion and 
jewellery design (Del Curto et al., 2004; Diamanti et al., 2011). 
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Indeed, titanium anodic oxidation can lead to the formation of a 
nanostructured oxide film on the surface which confers iridescent and 
attractive colours to the metal produced by interference phenomena. The 
use of anodization technique as artistic applications has already been 
experimented in the research activity of Professor Pietro Pedeferri. Figure 2 
shows examples of Pedeferri's scientific and artistic works on titanium.  

(a)   (b)   (c) 

    

Figure 2 tŜŘŜŦŜǊǊƛ ŀǊǘǿƻǊƪǎ ƻƴ ǘƛǘŀƴƛǳƳΥ όŀύ ΨtŜǎŎƛΩΤ όōύ ΨhƴŘŜ ƎƛŀǇǇƻƴŜǎƛΩΤ όŎύ ΨCƛƻǊƛΩΦ 

Anyhow, titanium is characterized by a poor workability: hence, in this 
research activity, the use of innovative forming techniques was considered. 
In detail, rapid prototyping techniques resulted interesting for titanium 
manufacturing in jewellery. 

One of the most used rapid prototyping techniques is additive layer 
manufacturing. 

Additive layer manufacturing is a general term used to refer to a range 
of processes that make solid objects from 3D computer models. In most 
cases this is achieved by printing thin layers of material on top of one 
another; sometimes layers are printed out separately and assembled 
afterwards. The starting material might be a powder or a liquid and the 
ΨǇǊƛƴǘƛƴƎ ǇǊƻŎŜǎǎΩ ǿƻǊƪǎ ōȅ ǘǊŀƴǎŦƻǊƳƛƴƎ ǘƘƛǎ ǇƻǿŘŜǊ ƻǊ ƭƛǉǳƛŘ ƛƴǘƻ ŀ ǎƻƭƛŘ 
only where the design dictates, just like a printer draws lines of tiny dots 
one after each other to build up an image or page of text. 

In the additive layer manufacturing techniques, selective laser melting 
(SLM) is a solid freeform fabrication process whereby a three-dimensional 
part is built layer by layer, through laser scanning a powder bed. 
 The successful fabrication of dense iron-based parts by SLM is still limited to 
a narrow range of materials, among others titanium. 

Currently, laser processes are mostly used in mechanical and biomedical 
fields (examples are shown in figure 3); however, these techniques have an 
outstanding potential, since extremely complex shapes can be achieved with 
high precision. In particular, selective laser melting (SLM) allows the 
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designers to obtain complex objects through a Computer-Aided Design 
(CAD) three-dimensional model, without any additional equipment. This 
innovative technology does not require the use of moulds; therefore, it is 
particularly suitable for the creation of unique pieces and its application in 
jewellery design can be interesting (Chuna et al., 2003; Leyens and Peters, 
2003). 

 
 

Figure 3 Part of an aircraft wing and part of an orthopaedic implant, respectively. 
Both realized through additive layer manufacturing. 

Materials and methods 
As already mentioned, titanium results suitable to be processed through 

SLM. Therefore, during the experimental phase, SLM, as advanced 
engineering process, was tested in order to realize titanium jewels 
prototypes. After that, traditional finishing techniques were tested in order 
to extend and optimize the aesthetic and sensorial aspects. 

A sampling of jewels was selected for experimental tests. The design of 
each jewel was very different from each other, in size and shape, and 
presented complex structures. 

Preliminary studies of each jewel design allowed to choose the best 
parameters to proceed with SLM forming technique. All the jewels were 
designed using computer aided design systems (CAD). Starting from the 3D 
models, jewels were realized through SLM. During this process, titanium 
powder was added layer by layer and the 3D shape was obtained on a 
support, fixing powder through the laser beam. The entire forming process 
was easily realized using only the 3D model. 

After SLM processing and support removal, the jewels underwent a 
finishing procedure. Finishing techniques tested were been electropolishing, 
tumbling, sandblasting or peening. They were done on the surface without 
any other treatment before. Each finishing is commonly used to create a 
particular texture on metals surfaces. 
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After the production, jewels were coloured by anodic oxidation. This 
process had already been investigated by the authors. 

Anodizing can confer interference colours to titanium surfaces thanks to 
the achievement of interference conditions between the light reflected at 
the oxideςair interface and the portion of incident light which is refracted by 
the oxide and then reflected by the metal-oxide interface. The optic path of 
the latter light beam covers a longer distance with respect to that reflected 
by the oxide external surface, being the difference between the two paths 
equal to a double oxide crossing; if the two light beams exiting the surface 
happen to be in phase, their colour will be strengthened, while in the 
opposite case the colour will be weakened.  

To obtain interference colours with suitable intensity, the procedure to 
be followed includes different steps. First of all the chemical pickling of the 
metal surface in a hydrofluoric acid and nitric acid mixture (5% and 20%, 
respectively) has been done, to preparing a homogeneous surface. After 
that, the metal is anodised in a diluted phosphoric acid electrolyte. The 
feeding voltage of this step will define the hue of the interference colour, 
since it determines the final thickness of the anodic oxide (Diamanti et al., 
2010). 

In addition to the iridescent colours realized by anodic oxidation, an 
almost black finishing was done on the surface of some jewels. This colour 
was obtained working under specific parameters during the anodization 
phase, specifically it was realized through high voltage anodization. This 
process is called TiHard and it is able to create a thicker film with improved 
properties of anti-scratch. 

After the experimental phase, it was asked 30 designers to create a 
jewel, starting from a 3D model, combining the possibilities of SLM with 
surface finishing techniques, in order to realize an innovative titanium 
jewels collection. 

Results 
Innovative and traditional engineering techniques (selective laser 

melting, finishing and anodization) were experimented in the realization of a 
collection of titanium jewels.  

During the research activity, SLM was tested successfully for the 
manufacturing phase. 

The unique design of each jewel would have been impossible to be 
realized by common forming techniques. At the same time it would have 
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been difficult to be done by handmade techniques, because of the 
problematic workability of titanium. 

Using SLM, the final shape of each jewel was easily obtained without any 
welding, starting from the 3D model.  

The surface obtained through SLM presents a rough texture, due to the 
material structure formed by fixed powder grains. In some jewels the 
surface was kept as it was after SLM, without any additional finishing (Figure 
4a), because it resulted original and attractive. 

The four finishing technologies tested, electropolishing (Figure 4b), 
tumbling (Figure 4c), sandblasting (Figure 4d) and peening (Figure 4e), 
permitted to obtain various textures on the surface of each jewel. In 
particular, using electropolishing the surface resulted very smooth and 
reflective, but this technique reduced the thickness of the material and due 
to this reason, in rare cases, it can damage the object. Through tumbling, 
the jewel surface resulted smooth, but not reflective. Sandblasting allowed 
to obtain a regular little rough surface, less rough than the surface obtained 
with SLM. Using peening the surface resulted irregular, quite smooth and 
reflective, with unlimited faces. 

(a)                      (b)                         (c)                        (d)                      (e) 
 
 
 
 

 

Figure 4 Samples of jewels realized through SLM process, and finished with (a) SLM 
finishing, (b) electropolishing, (c) tumbling, (d) sandblasting and (e) 
peening, respectively. 

Iridescent colours were obtained on the jewels surface by anodic 
oxidation. The parameters of the process were set in order to obtain the 
thickness of the oxide related to the specific hue chosen by designers. 
Finally, in order to confer to jewels a unique value, in some cases they were 
anodized with a non-uniform method, using artistic handmade techniques, 
developed in the past by Pietro Pedeferri. In these cases, result is a non-
homogeneous colour surface. Examples can be seen below in Figure 5. It is 
possible to assert that the output of the colour is related with the finishing 
used on titanium surface. 

A collection of more than 30 titanium jewels was realized and promoted. 
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Figure 5 Jewels realized by SLM, coloured by anodic oxidation, and presented at the 
Ψ¢ƛǘŀƴƛ ǇǊŜȊƛƻǎƛΩ ŜȄƘƛōƛǘƛƻƴ ό¢ǊƛŜƴƴŀƭŜ Řƛ aƛƭŀƴƻΣ нлмлύΤ όŀύ 5ŜǎƛƎƴ ōȅ 
Michela Nosè; (b) Design by Stefania Lucchetta; (c) Design by Valeria 
Masconale and Caterina Passaro. 

Discussion and conclusions 
The aim of the work, that was the research of new materials and 

technologies for jewels applications, was reached with good results. 
The research was based on the transfer of materials and technologies, 

from other fields of applications, to jewellery. 
A collection of titanium jewels was realized and selective laser melting 

technology was successfully applied in order to create prototypes with 
original design, starting from a computer aided design model.  

Moreover, finishing techniques, typically used in engineering 
applications, were transferred to jewellery design with interesting results. 

In conclusion, materials and technological transfer reached positive 
results, encouraging additional future projects. 

SLM technology is already used in other applications and with other 
materials. Considering the applications, SLM is currently employed 
especially in medical field: typical examples of application are hip implants 
or surgical instruments as well as dental restorations. 

Considering the nature of the powder in SLM processes, the most 
common materials used are steel, aluminium, and titanium alloy.  

The peculiarity of this technology is the possibility to easily obtain 
complex shape and unique pieces.  

The first innovative point of the work is the idea to extend the use of 
SLM to a new field of application, which is jewellery. That is an advantage 
from two different points of view: first, it opens the way to new possibilities 
of application for SLM technology, which still have limited employment; 
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second, it brings new possibilities in jewellery field that still be tied to 
traditional materials and techniques. 

The use of titanium for the jewels realization is justified by many 
reasons: it is a biocompatible material, adapt to stay in touch with skin; its 
lightness can guarantee usability also considering voluminous jewels; it gives 
the perception of an high value material; it can be coloured, by anodization, 
obtaining iridescent colours with aesthetic value, and finally, titanium 
powder is suitable for SLM. 

Limits of the work are related with costs, time of production, and 
repeatability, even if, considering the jewellery field, they are acceptable. 

From a general point of view, the present work has built an innovative 
production chain that connects very different experts and manufacturers, 
from SLM process to the electrochemical anodization. 

In the present work, the design approach includes not only the study of 
materials and technologies for jewellery, but moreover it connects different 
fields and experts in order to offer new possibilities for products 
development. 
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tǊƻŎŜŘǳǊŜǎ ŦƻǊ /ƻƳƳǳƴƛǘȅ .ŀǎŜŘ tŀǊŀƳŜǘǊƛŎ 
5ŜǎƛƎƴ ŀƴŘ aŀƪƛƴƎ 

Jason S. JOHNSON*, Alyssa HAAS and Guy GARDNER 

University of Calgary 

The expanding interest in parametric models of design in both academic 
and professional circles has led to an explosion of innovation in production 
methods geared towards engaging these emerging ways of conceiving 
projects. Simultaneously there has been intensification in the development of 
tools to facilitate the growth of an on-demand maker culture. From low cost 
3D printers and laser cutters to large scale versions of the same, there is a 
ƎǊƻǿƛƴƎ ǘŜŎƘƴƻƭƻƎƛŎŀƭ ƛƴŦǊŀǎǘǊǳŎǘǳǊŜ ǘƻ ǎǳǇǇƻǊǘ ǘƘŜ ΨǎŜŀƳƭŜǎǎΩ Ŧƭƻǿ ƻŦ 
information from its digital to form to a material one. What are in many 
cases lacking are methods to engage non-experts interested in participating 
in this milieu. How does one without experience in best practices for digital 
production, begin to engage in this design process or at least begin to be 
exposed to its potentials? This paper documents a number of projects 
designed or co-ordinated byt the authors with the explicit intention of 
engaging this question in the form of community based design build projects. 
Each of these projects follows the methodology of a component based system 
in which individual components are informed by localized conditions to 
produce larger aggregate physical prototypes assembled and manipulated by 
non-ŜȄǇŜǊǘ ΨŘŜǎƛƎƴŜǊǎκƳŀƪŜǊǎΩΦ 

Keywords: Digital fabrication; parametric design; digital design; design 
education; design build; emergent fabrication tools; metadesign 

Introduction: Metadesign and the Hive  
The emergence of digitally mediated collaborative design build projects 

in the field of architectural education builds on a long history of prototyping 
and community engagement as vehicles for learning how to embed 
technical expertise, responsiveness to programmatic and client demands 
into the design space of the studio. This history which once relied on the 
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ŘŜǎƛƎƴ ΨŎƘŀǊǊŜǘǘŜΩ ŀǎ ǘƘŜ ǇǊƛƳŀǊȅ ƳƻŘŜ ƻŦ ŎƻƳƳǳƴƛǘȅ ŜƴƎŀƎŜƳŜƴǘ ŀƴŘ 
visual and physical representation as the primary modes of communication, 
has been challenged through the introduction of digital tools that allow for 
collaborative procedures to transition directly from the generative (design) 
procedures to the physical (making) outputs. Design charrettes have 
typically relied on invited experts analysing a given context and set of 
problems, often framed by the commissioning party, and proposing a set of 
quickly produced speculative solutions. The processes described here see 
the end users as collaborators in the design proposal through the 
introduction of a procedure designed to leverage the expertise of trained 
designers and the understanding of the local site conditions held by the 
community participants. These processes take advantage of contemporary 
modes of communication, via shared knowledge of digital design and 
fabrication techniques, to treat the design team as a hive-like organism as 
opposed to a sequentially segregated set of actors. As Brett Steele noted in 
his article on the evolution of the design studio towards a digitally 
immersive collaborative environment, the architect has been reconfigured 
ŦǊƻƳ ŀ ǎƻƭƛǘŀǊȅ ΨŎǊŜŀǘƛǾŜΩ ƛƴǘƻ ŀ ΨǾƛǊǘǳŀƭΣ Ŏƻƴǎǘŀƴǘƭȅ ŀŘŀǇǘƛƴƎ ƻǊƎŀƴƛǎŀǘƛƻƴΩ 
(Steele, 2003). This points, not so much to the reality of the design 
profession which has long been understood as a collaborative one, but to 
the structure of the design process which has often relied on discrete roles 
within the project delivery sequence that is additive or evaluative rather 
than collaborative in real time. This mode of working for designers has 
become increasingly enabled by the commonality between the digital 
interfaces and processes that allow for rapid exchange. Less common has 
been the integration of non-expert community groups into these design 
projects in ways that influence the design outcomes. Over the last several 
years the Laboratory for Integrative Design, based at the University of 
Calgary, has attempted look for ways in which to engage non-expert 
communities into the design and making process.  

The change in the tools available to designers for generative and 
productive processes has coincided with a growing maker culture that has 
leveraged the availability of low cost machines for fabrication of a wide 
variety of objects. The objectives of a design curriculum support the 
development of expertise within the realm of the generative processes at 
play, while the larger culture is more obsessed with the ability to adapt, 
individualize and quickly make products.  Within this context we set out to 
develop a series of projects that would comingle design expertise with an 
engaged but non-expert community in a process of co-creation. These 
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ǇǊƻƧŜŎǘǎ ŀǊŜ ƛƴ ǎƻƳŜ ǿŀȅǎ ƛƴŦƭǳŜƴŎŜŘ ōȅ DƛŀŎŎŀǊŘƛΩǎ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ 
ΨaŜǘŀŘŜǎƛƎƴΩ ŀǎ ŀ ŎǳƭǘǳǊŀƭ ǎƘƛŦǘ ŦǊƻƳ ΨŘŜǎƛƎƴ ŀǎ ǇƭŀƴƴƛƴƎ ǘƻ ŘŜǎƛƎƴ ŀǎ 
seŜŘƛƴƎΩΦ Giaccardi describes this process as one that promotes more open 
and evolving systems of interaction that could begin to integrate diverse 
domains of expertise and enhance creative processes through convergence 
(Giaccardi, 2005). While we used this framework as a way to situate and 
develop a series of projects, we were of course limited by the constraints of 
physical production. Physical production of prototypes requires that a level 
of expertise in the processes of making be embedded into these projects in 
a way that is less accessible to the end users and community participants 
than might be the case for designed artefacts like websites or even works of 
art. The proposed method for dealing with the reality of building prototypes 
that would occupy public space, was to develop a set of design protocols 
that would enable constructability and adaptation by novices, while being 
embedded with robustness and a constrained range of design outcomes by 
the project designers. This hyrbridized approached recognizes the likelihood 
that designers and users bring some overlapping skills to any given problem 
and that this overlap allows for a productive working methodology.  

A Hybrid Approach ς Designer Biased 
We first present two projects in which the design outcomes where 

driven by a more top down approach, but which involved the mobilization 
of non expert communities in their production. We invited emerging 
architects with a developed expertise in digitally driven generative 
processes that translated directly to digital fabrication outputs. These 
projects relied on a more traditional atelier model in which the expert 
passed on expertise to workshop participants through a series of hands on 
lectures and critiques. 

These design based exercises were paired with fabrication and assembly 
tasks. In this model the students in the workshop digitally fabricated and 
assembled a project developed in advance by the visiting lecturer. They 
were given lectures describing the generative logics underlying the projects 
and given opportunities to manipulate the source code and tools developed 
by the designers for their own purposes. These workshops relied on the use 
of modification as a tool for learning.  
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Figure 1 Aperiodic Symmetries, Marc Fornes w/Skylar Tibbets, 2009. Students use 
digital files to sort and locate prototype components in relation to one 
another.  















































http://www.jaywatsondesign.com/
http://hdl.handle.net/2320/10207


http://wristbands-lovers.blogspot.it/






























































mailto:selena.savic@epfl.ch








































































































mailto:first.last@uotw.edu










https://www.youtube.com/watch?v=_5elq77BhUE
























http://www.fablagenk.be/


http://www.fablabgenk.be/node/2719


http://www.the-machine.be/






http://repaircafe.org/












http://p2pfoundation.net/1.1_The_GNU_Project_and_Free_Software_(Nutshell)
http://p2pfoundation.net/1.1_The_GNU_Project_and_Free_Software_(Nutshell)


http://www.scienceinafrica.co.za/2006/august/fablab.htm
http://www.opensource.org/


http://www.wired.com/2012/05/fixer-collectives/
http://www.wired.com/2012/05/fixer-collectives/








http://digitallife.uji.es/
mailto:zeynep.arda@ieu.edu.tr




























































http://mallet.cs.umass.edu/
http://orbi.ulg.ac.be/bitstream/2268/62810/1/Deliverable%20D6a%20EN.pdf
http://orbi.ulg.ac.be/bitstream/2268/62810/1/Deliverable%20D6a%20EN.pdf




mailto:giuliana.catapano@mail.polimi.it


































































































































http://www.nationaljournal.com/whitehouse/wikileaks-one-analyst-so-many-documents-20101129
http://www.nationaljournal.com/whitehouse/wikileaks-one-analyst-so-many-documents-20101129
http://www.theguardian.com/world/2010/nov/28/siprnet-america-stores-secret-cables
http://www.theguardian.com/world/2010/nov/28/siprnet-america-stores-secret-cables


http://www.theguardian.com/uk-news/2014/jan/31/footage-released-guardian-editors-snowden-hard-drives-gchq
http://www.theguardian.com/uk-news/2014/jan/31/footage-released-guardian-editors-snowden-hard-drives-gchq
http://www.theguardian.com/world/2010/nov/28/how-us-embassy-cables-leaked
http://www.theguardian.com/world/2010/nov/28/how-us-embassy-cables-leaked
http://www.nytimes.com/2011/08/25/opinion/why-is-that-a-secret.html?_r=1
http://www.nytimes.com/2011/08/25/opinion/why-is-that-a-secret.html?_r=1


http://www.theguardian.com/media/2014/apr/14/guardian-washington-post-pulitzer-nsa-revelations
http://www.theguardian.com/media/2014/apr/14/guardian-washington-post-pulitzer-nsa-revelations
http://www.whitehouse.gov/blog/2011/11/28/numbers-475-million
http://www.popularmechanics.com/technology/how-to/computer-security/what-is-siprnet-and-wikileaks-4085507
http://www.popularmechanics.com/technology/how-to/computer-security/what-is-siprnet-and-wikileaks-4085507








http://www.cirruslegacy.com/143-definition-of-terms.html
http://www.cirruslegacy.com/143-definition-of-terms.html
















http://www.webpagefx.com/blog/internet/happens-online-presence-die-infographic/
http://www.webpagefx.com/blog/internet/happens-online-presence-die-infographic/




http://www.aftersteps.com/
http://www.cirruslegacy.com/143-definition-of-terms.html
http://www.deadsoci.al/
https://www.docubank.com/
https://eterniam.com/
http://ifidie.net/
http://lamortfaitpartiedelavie.com/
https://www.lifenaut.com/
http://www.ubiq.com/weiser/UbiHome.html
http://www.mygoodbyemessage.com/
https://www.mywonderfullife.com/
https://passingbye.com/
http://www.rememberedvoices.com/
http://www.sanctri.com/resources-for-online-memorials/
http://www.ubiq.com/weiser/UbiHome.html
http://www.webpagefx.com/blog/internet/happens-online-presence-die-
http://www.webpagefx.com/blog/internet/happens-online-presence-die-










http://www.cardplayer.com/poker-players/1696-haralabos-voulgaris












































mailto:first.last@uotw.edu




























































































mailto:wsoon@dac.au.dk






























http://www.aprja.net/?p=1814


mailto:simona.tirocchi@unito.it




























































































mailto:valentina.anzoise@unive.it












































































mailto:carmela.cucuzzella@concordia.ca
































mailto:v.moiso@ceris.cnr.it




























































http://www.morganclaypool.com/toc/csl/3/1


















http://upload.wikimedia.org/wikipedia/commons/5/56/Jan_Massijs_-_Flora_-_WGA14259.jpg


















http://we-/
http://we-make-money-/






































































http://www.moma.org/interactives/exhibitions
http://www.amazon.com/s/ref=ntt_athr_dp_sr_1?ie=UTF8&field-author=Hal+Thwaites&search-alias=books&text=Hal+Thwaites&sort=relevancerank






































http://www.amazon.it/Morphology-Folktale-Vladimir-Aioakovlevich-Propp/dp/0292783760/ref=sr_1_6?s=english-books&ie=UTF8&qid=1379591949&sr=1-6&keywords=propp












































http://desis-network.org/














http://desisinthemirror.imagishub.it/






http://www.communityfilmmaking.com/
http://www.insiteproject.org/




























































http://www.mymodernmet.com/forum/topics/does-
http://depts.washington.edu/ccce/polcommcampaigns/CultureJamming.htm








http://www.thegiant.org/wiki/index.php/Andr%C3%A9_the_Giant




http://www.thegiant.org/wiki/images/0/00/ObeyGiant.jpg
http://www.backyard-/
http://www.backyard-/


http://subscribe.adbusters.org/




http://depts.washington.edu/ccce/polcommcampaigns/CultureJamming.htm


http://www.public.iastate.edu/~carlos/607/readings/adorno.pdf
http://documenta_pdf.jmir.dyndns.org/Argan.cidade_cap.17.pdf


http://markdery.com/?page_id=154
http://www.kareneliot.de/downloads/UmbertoEco_Towards%20a%20Semiological%20Guerrilla%20Warfare.pdf
http://www.kareneliot.de/downloads/UmbertoEco_Towards%20a%20Semiological%20Guerrilla%20Warfare.pdf
http://www.english.upenn.edu/~cavitch/pdf-library/Kopytoff_CulturalBiography.pdf
http://www.english.upenn.edu/~cavitch/pdf-library/Kopytoff_CulturalBiography.pdf
http://www.utc.edu/departmental-honors/pdfs/lamba.pdf
http://www.nordes.org/opj/index.php/n13/article/viewFile/102/86
http://www.aestheticsandculture.net/index.php/jac/article/view/18157


http://www.thesis.bilkent.edu.tr/0003044.pdf
















































































http://www.wired.com/magazine/2010/01/ff_newrevolution/all/1
http://www.cisco.com/web/tomorrow-starts-here/index.html
























































http://www.pm2.5firenze.it/


http://www.legambiente.it/


http://www.uic.edu/htbin/cgiwrap/bin/ojs/index.php/fm/article/view/2142/1949
http://www.uic.edu/htbin/cgiwrap/bin/ojs/index.php/fm/article/view/2142/1949
http://lanuovasardegna.gelocal.it/cagliari/cronaca/2013/05/14/news/alterazioni-del-dna-allarme-per-i-bambini-nell-area-di-sarroch-1.7061009
http://lanuovasardegna.gelocal.it/cagliari/cronaca/2013/05/14/news/alterazioni-del-dna-allarme-per-i-bambini-nell-area-di-sarroch-1.7061009


http://www.eolss.net/Sample-Chapters/C03/E1-14-02-03.pdf


mailto:first.last@uotw.edu
























































































































mailto:irene.maldini@gmail.com




































































https://www.facebook.com/mehdi.bencheikh
http://www.agrpress.it/w2/arte/la-tour-paris-13-il-pi-grande-museo-effimero-della-street-art-e-graffiti-2277
http://www.agrpress.it/w2/arte/la-tour-paris-13-il-pi-grande-museo-effimero-della-street-art-e-graffiti-2277
http://www.artsblog.it/post/55941/le-tour-paris-13-a-parigi-la-babele-della-street-art
















































mailto:p.troxler@hr.nl




























































http://dx.doi.org/10.1016/j.pragma.2014.01.004


http://ieeexplore.ieee.org/stamp/stamp.jsp?tp=&arnumber=6480032




























http://www.ibge.gov.br/series_estatisticas/
http://bvsms.saude.gov.br/bvs/publicacoes/humanizasus_2004.pdf
http://bvsms.saude.gov.br/bvs/publicacoes/politica2_vpdf.pdf


http://www.cepal.org/brasil/publicaciones/sinsigla/xml/4/35734/LCBRSR200SaudenoBrasil.pdf
http://www.cepal.org/brasil/publicaciones/sinsigla/xml/4/35734/LCBRSR200SaudenoBrasil.pdf


http://www.cfh.ufsc.br/~nipp/materiais/politicasesistemasdesaude.pdf


mailto:mariagabriella.virone@gmail.com




















http://www.ipc.on.ca/english/Resources/Discussion-Papers/Discussion-Papers-Summary/?id=856
http://www.ipc.on.ca/english/Resources/Discussion-Papers/Discussion-Papers-Summary/?id=856
http://www.privacybydesign.ca/index.php/paper/implementation-and-mapping-of-fair-information-practices/
http://www.privacybydesign.ca/index.php/paper/implementation-and-mapping-of-fair-information-practices/
http://www.privacybydesign.ca/index.php/paper/privacy-and-security-by-design-a-convergence-of-paradigms/
http://www.privacybydesign.ca/index.php/paper/privacy-and-security-by-design-a-convergence-of-paradigms/








































http://sites.ieee.org/itss/






http://www.golem.de/news/muede-und-unaufmerksam-volvo-schaut-dem-fahrer-in-die-augen-1403-105199.html
http://www.golem.de/news/muede-und-unaufmerksam-volvo-schaut-dem-fahrer-in-die-augen-1403-105199.html


http://www.daimler.com/dccom/0-5-1210218-1-1210321-1-0-0-1210228-0-0-135-0-0-0-0-0-0-0-0.html
http://www.daimler.com/dccom/0-5-1210218-1-1210321-1-0-0-1210228-0-0-135-0-0-0-0-0-0-0-0.html


http://www.multivu.com/mnr/64153-volvo-self-driving-cars-unique-swedish-project








http://www.ncbi.nlm.nih.gov/pubmed/22255044






























http://www.healthcaredesignmagazine.com/article/designing-outdoor-spaces-fit-specific-patient-populations
http://www.healthcaredesignmagazine.com/article/designing-outdoor-spaces-fit-specific-patient-populations


http://www.nnah.org/information/transcripts/milburn_patients.html
http://www.theguardian.com/sustainable-business/blog/alder-hey-hospital-childrens-health-park-design
http://www.theguardian.com/sustainable-business/blog/alder-hey-hospital-childrens-health-park-design


http://www.epa.gov/hiri/index.html




mailto:pericu@arch.unige.it
























http://www.prevenzionecantieri.it/
































mailto:first.last@uotw.edu
























































mailto:casiddu@arch.unige.it







































































