
Italy: The New Domestic Landscape
Achievements and Problems of Italian Design The Museum of Modern Art, New York

<r . �

. ,

'
t t � -

 ik.

' *



CONTENTS PREFACE /11

ACKNOWLEDGMENTS /13
INTRODUCTION, by Emilio Ambasz /19
OBJECTS

Objects selected for their formal and technical means /25
Objects selected for their sociocultural implications /93
Objects selected for their implications of more flexible patterns of use
and arrangement /111

ENVIRONMENTS
Introduction /1 37
Design Program /1 39
Design as postulation:

Gae Aulenti /1 50
Ettore Sottsass, Jr. /1 60
Joe Colombo /1 70
Alberto Rosselli /180

Marco Zanuso and Richard Sapper /190
Mario Bellini /200

Design as commentary:

Gaetano Pesce /212
Counterdesign as postulation:

Ugo La Pietra /224
Archizoom /232
Superstudio /240
Gruppo Strum /252
Enzo Mari /262

Winners of the competition for young designers:
Gianantonio Mari /268
Group 9999 /276

HISTORICAL ARTICLES
Introduction /285

Art Nouveau in Italy, by Paolo Portoghesi /287
The Futurist Construction of the Universe,
by Maurizio Fagiolo dell'Arco /293
The Beginning of Modern Research, 1930-1940,
by Leonardo Benevolo /302

Italian Design 1945-1971, by Vittorio Gregotti /315

CRITICAL ARTICLES
Introduction /343

Italian Design in Relation to Social and Economic Planning,
by Ruggero Cominotti /345

Housing Policy and the Goals of Design in Italy, by Italo Insolera /352
Ideological Development in the Thought and Imagery of Italian Design,
by Giulio Carlo Argan /358

The Land of Good Design, by Alessandro Mendini /370
Radical Architecture, by Germano Celant /380
Design and Technological Utopia, by Manfredo Tafuri /388
A Design for New Behaviors, by Filiberto Menna /405

SUMMARY, by Emilio Ambasz /419
CREDITS /424



Objects selected for their sociocultural implications

The objects within this group are those whose formal characteristics
are derived from, or motivated by, the semantic manipulation of
established sociocultural meanings.



'Some, taking their cue from Pop art, adopt forms from the manmade
elements that compose our milieu, presenting them transformed in little

else but scale' (pp. 95-97).

'For a few designers, the cultural premises predominant today have no
validity and can therefore provide only a false basis for any formal
inquiry. Devoid of any firm referents, they return, in a somewhat
self-deprecatory attempt at purification, to the human figure as the
source of all formal truth' (p. 98).

'Other designers seek neither to add anything to, nor to alter, the
profile of our environment; they use the device of giving their designs

the guises of nature' (pp. 99-101).

'Conversely, others satisfy the same intention by assembling their
designs solely from already existing industrial elements, recovered
from the surrounding industrial landscape; by this recycling, they
avoid the proliferation of new formal matrices' (p. 102).

'Confronted with the erosion of the simplistic doctrine of functionalism,
some designers produce objects whose function is not evident from
their form, and whose structural properties, in fact, contradict the
behavior one would expect from that form. In such cases, no longer
does "form follow function" but, on the contrary, aggressively conceals

it' (p. 103).

'Recognizing that the object in our society often serves as a fetish,
some designers underscore that quality by assigning to their designs an
explicitly ritualistic quality. The object is given sculptural form and
conceived as an altarpiece for the domestic liturgy' (pp. 104-106).

'For some designers, the object can be stripped of its mystique only if
it is tamed, if it is made to assume the role of house pet. Reduced to
graspable size, the object no longer intimidates us; endowed with the
stability of inert matter, and created for no specific function, such
objects can be allowed into our home in the certainty that they will
never evidence the passage of biological or social time' (p. 107).

'Other groups are more concerned with ironic manipulation of the
sociocultural meanings attached to existing forms, rather than with
changing those forms. Specifically, they design deliberately kitsch
objects, as a way of thumbing their noses at objects created to satisfy
the desire for social status and identification' (p. 108).

'Some of these designers are involved in a process of revival. For the
most part, they restate forms created by the earliest modern
movements in design — mainly, Art Nouveau and the Bauhaus — since
these forms have by now become understood, and the complex set of
ideas that they once connoted have by now become explicit.
Sometimes, however, in their nostalgia for the past, they reach back

even to medieval times' (p. 109).



Right, above, and opposite, above:

Giuseppe Raimondi
Cirro ('Cirrus') triple mirror, model 3127
1970 (1970)
Two-colored glass, 21 1/4x21 1/4 inches
(54x54 cm)
Cristal Art. Gift of the manufacturer

Marcello Pietrantoni and Roberto Lucci
Nuvola ('Cloud') ceiling lamp. 1966 (1966)
Plexiglas, two elements, a, 29 1/8x7 7/8x57 1/8
inches (74x20x145 cm), b, 29 1/8x29 3/4x57 1/8
(74x30x145 cm)
Stilnovo. Gift of the manufacturer

Gino Marotta
Dalia ('Dahlia') wall or ceiling lamp. 1968 (1968)
Plastic, 11x21 5/8 inches diameter (26x55 cm)
Poltronova. Gift of the manufacturer

Right, below, and opposite, below:

Superstudio (Adolfo Natalini, Cristiano Toraldo
di Francia, Roberto and Alessandro Magris,
Piero Frassinelli)
Passiflora ('Passion-flower') floor lamp. 1968
(1968)
Plastic, 15x11 3/4x9 inches (38x30x23 cm)
Poltronova. Gift of the manufacturer

Bracciodiferro
Archizoom (Andrea Branzi, Gilberto Corretti,
Dario and Lucia Bartolini, Massimo Morozzi,
Paolo Deganello)
Sanremo floor lamp. 1968 (1968)
Lacquered metal and perspex, 7 feet 10 3/4
inches x37 3/8x37 3/8 inches (240x95x95 cm)
Poltranova. Gift of the manufacturer

Gruppo Strum (Giorgio Ceretti, Piero Derossi,
Riccardo Rosso)
Pratone ('Big Meadow') mat. 1970 (1971)
Polyurethane, 37 3/8x57 1/2 inches
(95x145x136 cm)
Gufram. Gift of the manufacturer
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Giorgio Ceretti, Piero Derossi, Riccardo Rosso
Torneraj ('You'll Come Back') armchair
1969 (1969)
Polyurethane, 35 1/2x35 1/2x35 1/2 inches
(90x90x90 cm)
Gufram. Gift of the manufacturer

Archizoom (Andrea Branzi, Gilberto Corretti,
Dario and Lucia Bartolini, Massimo Morozzi, and
Paolo Deganello)
Mies armchair. 1969 (1969)
Chromed metal and rubber, 31 1/2x29 1/8x51 1/2
inches (80x74x131)
Poltronova. Gift of the manufacturer
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Opposite, above:

Ettore Sottsass, Jr. (Italian, born Austria)
Yantra vases, Y 23, Y 15, Y 37. 1970 (1970)
Ceramic, Y 23: 9 5/8x9 5/8 inches
(24,1x24,5x24,5 cm), Y 15: 9 1/2x4 3/2x20 1/2
inches (24x12x52 cm), Y 37: 8 1/4x8 1/4x20 7/8
inches (21x21x53 cm)
Poltronova. Gift of the manufacturer

Below:

Ettore Sottsass, Jr. (Italian, born Austria)
Asteroide ('Asteroid') lamp. 1968 (1968)
Perspex and wood, 27 1/2x11x6 1/4 inches
(70x28x16 cm)
Poltronova. Gift of the manufacturer

Above.

Hans von Klier. Italian, born Czechoslovakia
Gli Animali ('The Animals') miniature drawers,
min. 7, 2, and 6. 1969 (1969)
Lacquered wood, min. 7: 41 3/8x15 3/4x12 1/4
inches (105x40x31 cm), min 2: 15 3/4x15 3/4x
x18 7/8 inches (40x40x31 cm), min. 6: 15 3/4x
x15 3/4x7 1/8 inches (41x40x18 cm)
Planula. Gift of the manufacturer
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Archizoom (Andrea Branzi, Gilberto Corretti,
Dario and Lucia Bartolini, Massimo Morozzi,
Paolo Deganello)
Superonda ( 'Superwave') convertible sofa bed
1966 (1967)
Expanded resin with plastic fabric covering,
39 3/8x7 feet 10 3/4 inches x15 inches
(100x240x38 cm)
Poltronova. Gift of the manufacturer

Archizoom (Andrea Branzi, Gilberto Corretti,
Dario and Lucia Bartolini, Massimo Morozzi,
Paolo Deganello)
Safari two-part composite sofa. 1968 (1968)
Lacquered wood covered in artificial leopard
skin, each element 25 5/8x33 1/2x33 1/2 inches
(65x85x85 cm)
Poltronova (not in exhibition)

Archizoom (Andrea Branzi, Gilberto Corretti,
Dario and Lucia Bartolini, Massimo Morozzi,
Paolo Deganello)
Beds. 1967 (miniature models; never produced)
(not in exhibition)
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Counterdesign as Postulation



ARCHIZOOM Archizoom Associati have been active as a group since 1966,

maintaining a studio in Florence for product design, architecture,
interior design, and the installation of exhibitions. In 1966, they
organized the first exhibition of 'Superarchitecture' at Pistoia,
followed by a second one in Modena in 1967, and by the 'Center for
Eclectic Conspiracy' stand which they presented at the XIV Triennale,
Milan, 1968. Since then, they have carried on their polemical
activities through such exhibitions as 'No-stop City (Residential
Parking),' 1970; participation in the VII Biennale, Paris, 1971; and
conferences and publications, including the preparation of a special
issue of the periodical IN (June 1971) devoted to 'the destruction of
the object.' In 1970, in collaboration with Superstudio, they
undertook a research project in airport design under the auspices of
the Cesare Cassina Center of Studies, Meda (Milan) and in the same
year entered two national competitions, at Catanzaro and Genoa, for
the designing of airports.

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

232 Audio-score: Giuseppe Chiari





'Listen, I really think it's going to be something quite extraordinary.
Very spacious, bright, really well arranged, with no hidden corners,
you know. There will be fine lighting, really brilliant, that will clearly
show up all those disordered objects.

The fact is, everything will be simple, with no mysteries and nothing
soul-disturbing, you know. Wonderful! Really very beautiful — very
beautiful, and very large. Quite extraordinary! It will be cool there too,
with an immense silence.

'My God, how can I describe to you the wonderful colors! You see,
many things are really quite hard to describe, especially because
they'll be used in such a new way. And then, there'll be glass, wood,
linoleum, water, plants, vases, and many of those boxes
they used to use, in wood or plastic, and all empty....

'What's really extraordinary about all this is that many of these
things will be handmade, especially the largest ones. Of course,
others will obviously be machinemade. The household equipment
will be just perfect, in wonderful colors, neutral colors, I should say...
All the rest will be bright, and there'll be a big swing with room for two.

' You see, there'll be a lot of marvelous things, and yet it will look
almost empty, it will be so big and so beautiful... How fine it will be...
just spending the whole day doing nothing, without working or
anything... You know, just great...' (And so on, starting all over again
at the beginning.)

What we use, then, in creating our environment is the least
physical thing in the world, namely, words. Of course, that doesn't at
all mean that in postponing the physical realization of this environment,
we have avoided picturing it. On the contrary, we have refused to
complete a single image, our own, preferring instead that as many
should be created as there are people listening to this tale, who will
imagine this environment for themselves, quite beyond our control.

Not a single Utopia, then, but an infinity of Utopias, as many as there
are listeners. Not just a single culture, but one for each individual.
We have given up making an environmental model, partly because, in
general, we think it's time to begin learning how to do without
models; and partly because, if we were to present just a single
model — the one we think the best — we should have to eliminate an
infinite number of others, and that would be quite a waste. Creating
culture today is no longer — at least, it shouldn't be — the privilege of
a few intellectuals, who provide users with the critical apparatus with
which to explain the world and organize the form of their environment,
too. The right to go against a reality that lacks 'meaning' (because it is
a reality produced by a system that is 'meaningless' in itself) is the
right to act, modify, form, and destroy the surrounding environment.
This is an inalienable right, and a capability each one of us possesses.

Culture, and the making of culture, the formal act of doing so, doesn't
mean expressing oneself through allegory or metaphor. It is a
political right, not a subject for linguistic criticism. It is the task of
rediscovering and asserting those physiological capacities that are
linked to the body's material substance and the electrical energy of
the nervous system. Thanks to these, the making of art or the making
of culture take on a meaning quite complete in themselves, like a
kind of liberating psycho-physiotherapy.

The self-production and self-consumption of culture imply the
ability to free oneself from all those repressive systems that 'official
culture' has woven around us, by attributing an infinite variety of
'values' and 'meanings' to the reality around us and thus, in fact, taking
away our freedom to modify that very environment at will. Our task,
then, is to reduce to zero the moral weight of things, methodically



questioning all the patterns of religious, aesthetic, cultural, and even
environmental behavior.

In putting aside for a moment the formulation of our ideas as designers,
we also interrupt that one-way circuit by which things become a
means of communication, with the users remaining passive and
unconscious recipients. We can't let anyone else plan our private
models of behavior, nor limit ourselves to hanging up inside some
reproductions of French Impressionists.

It isn't much use to go on planning 'different' houses, if the way in
which they are used is always the same — that is, the relationship
that society imposes with respect to everything not directly connected
with work: a limbo in which to regain that minimum of energy and
minimum of balance needed to let us produce again the next day.
And so our home becomes primarily the place in which we try to
conserve ourselves most, where we try to establish all our contacts with
a motionless landscape that doesn't stimulate us, but instead soothes
us with its immobility, while we contemplate our own 'status.' It is
clear, then, that the form of the house is not a political problem; as
Engels once said, the problem is rather that of commandeering the
houses already built. And the only effective way to do this is to take
possession of them.

To become their masters, that's the problem; since first of all, we must
be able to become 'masters' of our own existence, our own time, our
own health, and our own actions.

To become the master of one's own life, one must first of all free '
oneself from work. This is the only way in which to recover all the
untapped creative faculty that man has available within himself,
which has become atrophied throughout the centuries because of
frustrating work.

The home — that small, functional organization at the service of the tinv
production company that is the family — imitates in its forms and
furnishings that culture and those choices no user has ever made, nor
has ever had time enough to test.

Only by rejecting work as an extraneous presence in one's life can
one picture a new use for the home: a perpetual laboratory for one's
own creative faculties, which are continually being tried out and
continually being surpassed.

So, then, it's no longer of any importance to imagine the form of this
home, because the only thing that matters is the use made of it. Its
image is manifold, never final, and has no codified meaning nor
spatial hierarchy. A kind of 'furnished parking lot,' from which all
antecedent types have vanished, giving way to a spontaneous shaping
of the environment; a completely accessible enclosure within which to
exercise one's regained freedom of action and judgment.

For us, the problem is no longer that of trying to understand what
kind of freedom man is seeking, or perhaps even trying to foresee it in
terms of current reality. The problem, instead, is to give man the kind
of freedom that will enable him to obtain it for himself.

What we have been trying to do since 1969 is to make a scientific
study of the problem of the house and of the city. Through this scientific
work, we seek at least to remove all the usual qualitative criteria for
present concepts of architecture and city planning.

The streets, squares, boulevards, monuments, theaters, churches,
public buildings, and facades of a traditional city are the stage setting
for the great spectacle of itself that the city offers, using architecture as
medium for presenting thousands upon thousands of different
episodes. Every corner of the city, street, or square, every square foot



of asphalt, is thus very different from all others, because it occupies a
different position in relation to the city's landmarks. The history of
individual cities, and their geographical location, make each urban fact
seem 'unique' of its kind, not comparable to other urban phenomena
but isolated in its own singularity. Each city appears to have its own
intrinsic 'quality,' a synthetic expression of its virtues and defects.
Up to now, the study of the city has been limited to surveying these
separate histories, without any general laws that could be applied to
them all, and that could be useful because based on previous
experience.

Even modern town planning, despite the profound changes that have
taken place in modes of life and in technology, continues to make the
same proposals, which are like series of scenic episodes, brought up to
date in their forms, but still based on a kind of memory that the city
retains within itself — the memory of the 'village.'

The 'village,' in fact, is that experience which, although he has never
lived through it, still accompanies the man who dwells in a metropolis,
helping him to encounter phenomena of gigantic proportions by means
of a lens adjusted to small things and to small scale. The metropolis
continues to be a 'village,' to the extent that it presents itself, and
develops through, traditional scenic events — the actual streets,
squares, buildings, churches, fountains, trees, etc. Thus, the metropolis
seems to be the logical successor of some ancient former existence
that survives directly, greatly enlarged and confused, but nevertheless
retaining those structural characteristics that constitute its deepest
nature. When we confront the problem of the modern city, its
nonfunctioning, etc., we often continue to accept tacitly the
backward model that the city has taken as its point of departure,
seeking to introduce technical standards that regularly continue to
fail, and just as regularly are reproposed for each new urban
experiment.

The ideology of the middle-class city derives from the

seventeenth-century discovery of the city as a 'natural object,' that is,
a reality homogeneous with the surrounding countryside, in that it has
been created in accordance with the same rational laws that regulate
the entire world of nature; these give the city a universal significance as
a 'naturally' existing reality, rather than as an artificial creation with an
autonomous logic of its own. Moreover, since the city is the common
product of man's labor, it represents in middle-class ideology the
civilized bridge between man and nature, and between man and
society. Social balance and ecological balance must be achieved
simuitaneously. Thus, in the City Plan, what is sought is a not-impossible
harmony between the Public, the Private, Nature, and Buildings;
these diverse entities are regarded as mutually incompatible
elements. The end result, in fact, need not be a 'unity,' but rather a
harmonious succession' of different and contrasting logics. Having

become a 'citizen,' man enjoys an equilibrium achieved through
forms, celebrating his 'natural' integration into society. The city
always seems to him something far more complex and more spiritual
than any practical use that he can make of it in his daily life; to be a
citizen means to adopt a mode of behavior that is fully conscious of the
existence of that cultural 'unity' upon which society is based. Thus, the
middle-class city becomes an ideological superstructure, a screen
between the individual and the hierarchical systems of society.

The middle-class city is that spontaneous mechanism in which goods
circulate freely and acquire value. Production is hidden away in the
remote outskirts, without ever attaining the urban dignity of a
recognized function. In this way, the city — completely organized as a
means of realizing the ideology of Consumption — inverts the reality of



its systems by emphasizing the act of exchange, while concealing the

far more real one of production.

Violent conflicts, uncontrolled disorder, and the spontaneous growth of
means of communication, are the shock tactics that the city adopts to
compel the citizen to integrate himself within consumer society.
Urban chaos is the most common mechanism for accomplishing this
process of integration and induction, but it is also the least easy to
control; it is still the outcome of a system of free competition.
Nowadays, the use of programmed electronic media has replaced
direct urban procedures; they ensure a far deeper penetration of
patterns of consumption into social reality than the fragile channels of
information that the city affords.

By arranging city events as if they were different theatrical scenes, the
metropolis maintains a visual relationship with its own inhabitants.
For the individual, this visual relationship becomes the fundamental
system whereby he organizes his own experiences and his own
memory of the city. The stratum of the city that he uses has a depth of
two meters of ground; as Kevin Lynch has said, he builds
memory-tunnels, which are completely personal, and which allow him
to arrange his own system of images, composed of illuminated
advertising signs and other isolated elements of the town's
furnishings. In practice, the city as a unified entity of images and
culture is no longer conceivable.

Architecture is no longer a means for representing a system, because
the city no longer offers an enjoyable image. The attempt to make the
maquiniste logic of industrial civilization coincide with a maquiniste
architecture is an historical blunder, the result of a simple linguistic
updating. Actually, the logic of a single factory, or a single machine,
cannot be brought, like the part to the whole, into relation
with the reality of Planning. The rules of montage permit combining
different parts of an object or a building, but the ideology of Planning
permits combining different parts of the whole of society, making it a
homogeneous production without any functional contradictions or
any 'other' kinds of reality.

The modern city, as an intensive concentration, has its origins in the
territorial distinction between town and country. Capitalism, born of the
city, was identified at the outset with urban management of the land;
but as a result of Planning, it now extends its own rational power
throughout the whole country, which it organizes for the sake of
productivity. The 'urban condition' — being a citizen — does not
imply being more integrated than a non-citizen, since there are no
longer any territorial regions not organized within the system. The
city, therefore, has ceased to be a 'place' and has become a
'condition'; and Consumption disseminates this condition
homogeneously throughout the country and throughout society. The
town, therefore, corresponds to the size of the market, and not to the
size of any particular locale.

Avant-garde architecture no longer seeks to design a 'better' city in
opposition to the present one. It performs another function: it
challenges the ideology of the middle-class city, denouncing its
fraudulent role, and establishes city planning anew as a system to be
put to a different use, other than an instrument for social manifestation
and induced values. Besides, as Engels said, the problem of a
different city does not arise for the worker; his problem is, rather, to
take possession of the city that already exists. The new town, in fact,
will be born from an inversion of the town as it is at present.

It is to this end that our efforts are directed: to see and understand the
city, no longer as a cultural unit, but rather as a structure to be used;



a homogeneous ensemble of services, upon which is superimposed a
mesh of scenic happenings, of spatial episodes, that give this ensemble
of functions a unified cultural meaning. The street, which divides and
serves this compact mass of facilities, becomes a dynamic sequence,
in which the flat surfaces of the facades of individual buildings allow
the growth of an architectural language, whose forms serve to verify
the various functional organisms.

Within this make-believe unity, the citizen must achieve his own civic
integration, to the extent that he adopts the patterns of social behavior
that the city, as a cultural unit, demands. We are trying, therefore, to
overthrow this relationship by defining the city as 'a latrine every
hundred square meters,' rejecting the problem of its 'form,' and
defining its space, not as an ensemble of architectural volumes, but
rather as a 'hollow space.'

A workers city doesn t exist — because there exists no workers'
culture. The belief that the worker, in the course of his struggle to
work less and earn more, develops a culture of his own, replete with
new meanings and values, is typical middle-class humbug. As a
matter of fact, not only does the working class fail to produce a new
culture, but it even uses the cultural patterns of the middle class as a
strategy to mark the stages of its own economic advance. As it uses
them, it also destroys them, precisely because in attaining these
stages it destroys the economic balance on which the patterns
were based.

The places in which the industrial system has completely realized its
own ideology of Planning are the Factory and the Supermarket.
Consumption and Production are not, in fact, contrasting logics, for
both predicate a social and material reality that is entirely continuous
and undifferentiated; both the Factory and the Supermarket are
optimal urban systems, potentially unlimited, in which the functions of
production and of merchandising information are freely organized
according to a continuous plan and are made homogeneous by a
system of artificial ventilation and lighting, without any interferences.

An outer image of these organisms 'does not exist,' since the plane of
their facades does not indicate the linguistic structure of the
organism but is simply the surface where two situations in different
degrees of integration encounter one another.

If we were to apply the technological level and functional organization
that has already been attained in these sections of the city to housing
as well, we should see a complete transformation of the city. In fact,
the metropolis today, like the traditional city, still adheres to certain
standards of natural lighting and ventilation; no factory may exceed an
established depth, in order that light and air may permeate its
interior. This has resulted in a continuous 'formation' of architectural
blocks made up of inner courtyards, facades, and interruptions. II we
were to introduce on an urban scale the principle of artificial lighting
and ventilation, we should see that it is no longer necessary to follow
the procedure of a continual breaking-up into apartments, in the typical
fashion of a traditional city; the city would become a continuous
residential structure, without empty spaces, and hence without
architectural images. Traffic would no longer divide the city into
sections but would be arranged in an autonomous, optimal fashion
uniformly distributed throughout the land.

The city as a technical artifact and the territory that it occupies would
no longer coincide. Nature and the city would run on two parallel
tracks, without interfering with one another; while in the middle-class
city, nature seems to the citizen to be the perfect reconciliation of the
industrial system with natural laws, something to be used as a means
of consolation, in our hypothetical 'homogeneous city,' nature is no



longer an urban episode, but recovers its own complete autonomy.
No longer would the individual have his contacts with nature
contaminated by architectural elements that tend to attribute to it
some cultural significance. Nature would, instead, remain a neutral
area, lacking any meaning and therefore entirely open to physical
awareness, without any intermediary.

These large microclimatized plans make it possible to overcome the
limitations of present-day residential typology and the prevailing
concept of architecture. Actually, architecture today, seeking to
provide the greatest possible number of various kinds of freedom to
the user, is bound to recognize in the urban phenomenon its true
destiny, and, in the private phenomenon, its true nature. And so, in a
contradictory fashion, on every occasion it sets forth the general state
of affairs, while simultaneously coming to the defense of the partial,
individual experience as against the collective experience. It thus
serves symbolically as mediator in the conflict between public and

private life.

The limitations of this mediating role cannot be overcome by the
processes of design, but only by a change in the use made of
architecture itself. It must be regarded as a neutral system, available
for undifferentiated use, and not as an instrumentality for the
organization of society; as a free, equipped area in which it may be
possible to perform spontaneous actions of experimentation in

individual or collective dwelling.
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