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INTRODUCTION

The opening in 1972 of ltaly: The New Domestic Landscape: Achievements and Problems
of Italian Design at the Museum of Modern Art (MoMA) in New York is recognised as a
landmark moment in Italy’s design history.! Curated by the Argentine architect Emilio
Ambasz, the eagerly anticipated and heavily publicised show celebrated design’s contri-
bution to Italy’s post-war development and its success in the international marketplace.

The esteem for Italy’s architect-designers was based on two very different approaches:
on the one hand, luxurious products designed by pre-eminent architects such as Gio
Ponti and Vico Magistretti and, on the other, countercultural imaginings by a younger
generation led by Ettore Sottsass and Superstudio. Together, the exhibition showed that
Italy’s architects were still leading the design of desirable commodities but were also at
the vanguard of a critical position towards consumer society and architects’ role therein.

This countercultural element in Italian design was not new. It had first appeared in
the wave of contestation that had swept through Europe in the late 1960s, in which
architects were active participants.” In 1968 architecture students and professionals oc-
cupied and vandalised the XIV Triennale di Milano, criticising an exhibition seen to
embody a commercially oriented design establishment.® This anti-authoritarianism also
informed the fledgling radical design movement; the irreverent, pop-inspired designs
by Archizoom Associati, Sottsass and Superstudio countered the dominant modernist
orthodoxy and the desires of the mainstream marketplace through their ironic turn to
the language of bad taste, kitsch and historical eclecticism. Produced by Poltronova, a
Tuscan-based manufacturer established in 1957, objects such as Archizoom’s Superonda
sofa and Superstudio’s Passiflora lamp, both designed in 1966, were on display at the
MoMA exhibition.*

By the early 1970s, however, the optimism of 1968 had largely turned into frustration
at the lack of societal reform. In this context the radicals’ products were seen as ineffective
and problematic critical strategies. The Marxist architectural historian Manfredo Tafuri
lambasted these architects for peddling an ‘increasingly commercialized’ form of irony.
In the Marxist rhetoric that pervaded the dominant leftist discourse in Italy at this time,
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the radicals’ pop products were seen as inadequate tools for social change; too readily
consumed as status symbols by a younger generation of consumers, they spoke only of
the market’s ability to swallow up any attempts at subversion.

The perceived failure of radical design’s strategies in the late 1960s could also be seen
in the displays of lraly: The New Domestic Landscape. This is another—albeit largely
unacknowledged—reason why the exhibition was important, for it not only showed
what Italy’s architects had been up to in the last decade but also displayed what was com-
ing next. As such, the exhibition marked the end of the first wave of radicalism and the
emergence of the second, and final, wave.

While Marxist ideas continued to inform the majority of these architects’ practice,
their strategies demonstrated a marked change in approach and an increasingly utopian
nature. In the exhibition catalogue art critics Filiberto Menna and Germano Celant
described these new ways in which Italy’s avant-garde architects sought to overcome
the alienation that they perceived at all stages of design production, consumption and
mediation. This was a ‘crisis of the object’ in which architects were shifting away from
designing products to what Menna described as ‘designing behaviours’.” This was evident
in environments such as Superstudio’s proposal (Figure 7.1) for a ‘life without objects’,
a ‘negative utopia’ of perpetual nomadism in which objects were reduced to ‘neutral,
disposable elements’ devoid of any commodity fetishism.®
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Fig. 7.1 Superstudio, ‘Encampment’ collage from their ‘Life without Objects’ environment at the
exhibition ltaly: The New Domestic Landscape: Achievements and Problems of Italian Design, curated by
Emilio Ambasz, at the Museum of Modern Art, New York, 1972. Courtesy of Alessandro Poli.



This emphasis on behaviours was also evident in one of the least discussed environ-
ments, designed by the Florentine Gruppo 9999. This contribution remains largely
unrecognised partly because it existed only on paper: Gruppo 9999 was one of two
winners of the exhibition’s ‘Competition for Young Designers’, whose entries were
displayed as paper-based proposals on the museum’s walls.” This chapter briefly exam-
ines Gruppo 9999’s entry before conducting a broader analysis of the role of craft for
a number of architects involved in the second wave of Italy’s radical design movement.
This aspect, just like the Florentine group’s MoMA environment, has been largely
overlooked in the telling of post-war Italian design’s history and yet was a vital part of
this story.

GRUPPO 9999 AND THE PASTORAL MODE IN RADICAL DESIGN

Gruppo 9999 was set up in 1967 by four Florentine architects: Giorgio Birelli, Carlo
Caldini, Fabrizio Fiumi and Paolo Galli. Their environment for ltaly: The New Domestic
Landscape, entitled ‘Vegetable Garden House’, consisted of a series of collages on graph
paper that combined text with depictions of children and adults in various states of un-
dress as well as illustrations and photographs of Brussels sprouts, cabbages and vegetable
patches (Figure 7.2). The collages were intended to represent three components of the
house’s bedroom: water, a vegetable garden and an airbed."

As with all the environments in the exhibition, Gruppo 9999’s contribution had its
roots in earlier practice. Theirs was the result of research and experiments conducted at
the progressive Space Electronic nightclub they had established in 1969 in Florence."
Among the performances and installations that took place there, Gruppo 9999 created a
two-room prototype of the ‘Vegetable Garden House’. The first part was a living room,
which was the continuation of a research project set up in 1970 with Superstudio, en-
titled ‘S-Space (Separated School for Expanded Conceptual Architecture)’, which the
latter described as ‘engaged in experimental teaching and the exchange of information’."?
The second was the three-part bedroom exhibited at MoMA." (See Figure 7.3.)

The bedroom offered a different emphasis from the pedagogical orientation of the
living room. In the text part of the collage, Gruppo 9999 described the rationale behind
their vegetal vision for the domestic environment: ‘up until now, technology has fol-
lowed a completely autonomous path, one, we might say, in conflict with nature’.' To
counteract this distance between nature and technology they proposed

returning once more to elements that have long been lost and are by now forgotten:
ancient and primordial things like food and water, side by side with technological
inventions. It is our attempt to bring man back into relation with nature, even in this

modern and hectic life."

On the one hand, their manifesto epitomised the radical avant-garde’s identification
of an alienating distance between humans and their environment. It also conformed to
Menna’s identification of the radicals’ focus on changing behaviours, rather than creating
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Fig. 72 Gruppo 9999, extract from their ‘Vegetable Garden House’ collage displayed in the
‘Environments’ section at [taly: The New Domestic Landscape, Museum of Modern Art, New York, 1972.
Courtesy of Carlo Caldini.



Fig. 7.3 Gruppo 9999, prototype of ‘Vegetable Garden House’ at Space Electronic
nightclub, Florence, c. 1972. Courtesy of Carlo Caldini.

products, to address this. On the other, its rhetoric exemplified the presence of a con-
cept that is one of the foundations of this chapter and that can, furthermore, be seen as
a quality associated with craft. Gruppo 9999’s environment was premised on nature’s
condition as a primitive and remote ‘other’ to technological modernity. Described in a
MoMA press release as ‘arcadia reformulated’, it can therefore be seen as an expression of
the pastoral mode, conforming to the original literary meaning of the term as an idealisa-
tion of nature, a celebration of the simple and commonplace.'

‘Vegetable Garden House” also expresses some of the qualities attributed to the pastoral
since its origins are in the classical tradition.” It exemplifies the political appropriation of
the pastoral in this period—as in the Welsh cultural critic Raymond Williams’s Marxian
use of the term in his 1973 Country and the City—in order to expose class conflict and
inequality."® Gruppo 9999’s pastoral expressed a commodity critique described by Italian
critic Renato Poggioli in the 1960s as characteristic of the avant-garde: ‘foremost among
the passions that the pastoral opposes [is] . . . the possession, of worldly goods’." This
is evident in Gruppo 9999’s inclusion of an excerpt from Virgil’s Georgics in which the
Latin poet describes the seasonal work of a beekeeper. Although it was a comparatively
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humble existence, the beekeeper was happy with his (or her) lot: ‘as he planted herbs here
and there among the bushes, with white lilies about, and vervain, and slender poppy, he
matched in contentment the wealth of kings’.’

While the Georgics is mostly a didactic depiction of agricultural life, Williams affirms
that parts of the poem are pastoral. This is due not just to their ‘idealising tone’ but to
the fact that this ‘idyllic note is being sounded in another context’, expressing a cultural
and temporal remoteness that is another key pastoral characteristic.” Both Gruppo 9999
and Superstudio locate their antimaterialist utopia in a distant nature: in the former this
was the vegetable garden; in the latter it was the mountainous landscapes that serve as
the backgrounds for the isolated ‘encampments’, their remoteness amplified by the use
of the perspectival grid.*?

Conventionally a literary trope, the pastoral can also be seen as a quality associated
with craft. In his 7hinking through Craft of 2007, Glenn Adamson identifies the pastoral,
alongside supplementarity, skill, materiality and the amateur, as craft’s five ‘interrelated
core principles’. Specifically, Adamson sees both the pastoral and the amateur as exem-
plary of ‘craft’s situation in the modern social fabric’, two ‘conceptual structures in which
craft’s marginalisation has been consciously put to use’.” Although Adamson describes
craft’s position in relation to art, Gruppo 9999 and Superstudio indicate that the same
can be said of craft in relation to design: while neither group refers to the pastoral ex-
plicitly, arguably both adopted the pastoral precisely due to its existence outside of the
modern industrial design mainstream.

This chapter argues that the pastoral was one of a number of craft concepts that in-
formed Italy’s radical counterculture. These concepts, tied up with the anthropologically
informed approaches of this second wave of radical design, are entirely absent from any
existing reflections on the era and yet were central to the movement’s activities. Using
contemporary periodicals and archival material, and informed by a craft-based approach,
this chapter will therefore examine a number of the ways in which craft can be seen to
have informed radical design practice.

In order to examine the role that craft played in Italy’s design counterculture, this
chapter now expands its gaze beyond Gruppo 9999 to consider the wider context of
craft in early 1970s Italy and the multiple ways in which key architects and collectives
associated with what is variously known as radical design, antidesign or counterdesign
all engaged with the handmade. These are Enzo Mari, Riccardo Dalisi and the Global
Tools collective, in which Gruppo 9999 and Superstudio both participated. The second
and third sections of this chapter focus on Superstudio, particularly the group’s interest
in Aboriginal and Italian peasant material culture. Although the importance of all these
groups to Italy’s design history is well recognised, none has received sufficient critical
attention, and none has been examined in terms of their relation with craft. As such,
this chapter not only reassesses one of the most fascinating periods in Italian design
but also suggests the potential for using craft as an approach to design history in other
contexts.



CRAFT AND THE DESIGN COUNTERCULTURE IN 1970S ITALY

This examination of the role of craft in Italy’s design counterculture is part of a larger at-
tempt to reassert craft’s centrality in Italy’s post-war design history. Craft has been largely
marginalised in Italian design historiography, and yet it was key to the development of its
post-war design culture. In Italy’s fragmented and localised history of industrial develop-
ment, craft was a vital means of production: even following the wave of rapid industriali-
sation in the early 1950s, the scale and sites of furniture and product manufacture stayed
largely artisanal in nature.* The British design historian Penny Sparke, who pioneered
craft-oriented approaches to Italian design in the 1990s, has demonstrated how craft
materials and traditions remained important to Italy’s architects throughout the 1950s
and 1960s, from Ponti’s vernacular-inspired straw-seated Superleggera chair for Cassina
to Sottsass’s Tuscan-made ceramics and Murano blown glassware.”> Craftsmanship has
continued to be an important quality in the consumption of Italian design, as the con-
temporary desirability of luxuries ‘Made in Italy’ demonstrates.*®

The turn to craft by Italy’s countercultural architects in the early 1970s was informed
by a wider surge of interest in the handmade. On the one hand, this period saw a grow-
ing popularity for do-it-yourself (DIY). Writing in Modo magazine in 1977, Claudia
Dona noted how DIY had formerly been a minor concern in Italy, as the urban housing
stock was largely made up of rented accommodation in which landlords were responsible
for maintenance duties, and repairmen were in any case inexpensive. However, in the
economic depression of the early 1970s, even these apartments’ inhabitants were looking
for ever cheaper ways to make do and mend.”

In 1974 the outspoken architect Enzo Mari appropriated this trend for amateur mak-
ing to radical ends. In ‘Proposta per un’Autoprogettazione’ (Proposal for a self-design)
Mari invited the public to make their own furniture according to a series of his own
simple, utilitarian designs that were published in a freely distributed catalogue.” In tune
with the architect’s Marxist politics, this was a project of consciousness-raising, one that
used the craft figure of the amateur for its realisation. Mari hoped that by getting con-
sumers to make their own furniture they would experience an unalienated mode of pro-
duction and be freed from the binds of commodity fetishism.

The craft revival that was sweeping through North America and western Europe in
the 1960s and 1970s was also felt in Italy.”” This was evident in the presence of studio
potters such as Alessio Tasca at the inaugural Sezione del Lavoro Artigiano (Section of
Artisanal Work) at the XV Triennale di Milano in 1973. While craft had been present at
previous Triennali, this was the first time its presence was framed by its cultural difference
from industrial production. The studio crafts were seen as promising individuality in an
otherwise homogeneous, mass-produced world.*’

As the architecture critic Joseph Rykwert noted in Domus at the time, this anti-
industrial craft discourse signalled ‘a kind of protest against the consumer society [that was]
familiar in the Anglo-Saxon world’ but unusual in the Triennale context.”® Rykwert’s
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critique is a reminder of the specificity of craft in Italy, where, in contrast to conventional
Anglo-American discourse, it has not, historically, been constructed as ideologically dif-
ferent from industrial production. This is partly due to the nation’s industrialisation
process. As Italy did not experience the erasure of artisanal workshops that occurred in
nineteenth-century Britain, there was no need for an arts and crafts movement to call for
their revival.”? This was compounded by a rejection of socialism among Italy’s intellectu-
als at the turn of the twentieth century, when the movement’s ideas were disseminated.*
While I do not want to oversimplify Italy’s craft history, and in the absence of extensive
research conducted in this area, this does mean that the difference between craft and
industry in Italy has been seen as mostly a question of scale rather than ideology.**

However, there were signs of the construction of craft as a site of authentic alterity,
which has dominated what Adamson and other craft voices term ‘modern craft’, mean-
ing craft that is seen to contain values that are considered ‘other’ to the condition of
industrial modernity within which it is produced.?” For example, Michelangelo Sabatino
has described a turn to the vernacular by rationalist and neorationalist architects in the
inter- and post-war periods, as practitioners such as Giuseppe Pagano and Giancarlo De
Carlo sought an alternative to the dominant architectural language.*

It was only in the 1970s that Italy’s architects appropriated craft as an alternative to
the values of industrial modernity on any large scale. Speaking at a conference organised
on the occasion of the 1973 Triennale, the Neapolitan architect Riccardo Dalisi identi-
fied how a ‘crisis . . . of the cultural value of the industrial product’ was leading to a
re-evaluation of the handmade and all its formal, social, economic values’.*” Dalisi had
been invited to the conference to speak about his experiments in recnica povera (‘poor
technique’) conducted since 1971 in the impoverished Neapolitan quarter of Traiano.*®
Informed by arte povera’s interest in public participation and the use of unmediated, or
povera, materials, Dalisi encouraged street children to spontaneously make furniture and
structures with the simple tools and materials at hand.”” He perceived a greater creativity
among ‘the children of the lumpen proletariat’ in comparison to his own architecture
students, a lack of inhibition attributed to the fact that these children had not experi-
enced the stultifying effects of Italy’s education system or the repressive rhythms of the
assembly line.®’ As part of the project, Dalisi kept a diary and took photographs to docu-
ment the children’s behaviour; this identifiably anthropological approach indicated the
wider influence of anthropology on design at this time.*!

In his conflation of children with unalienated, pre-industrial makers, Dalisi also dem-
onstrates another quality that can be associated with craft. The architect identified chil-
dren as undivided selves closer to a natural state of spontaneous creativity—a distinction
between the totality of the primitive other and the fragmented self that Daniel Miller has
described as being at the root of the primitivism that underpins modern art practice.”
As this chapter will go on to suggest, primitivism can be seen as another characteristic of
radical design in this period, as shown in Global Tools’ interest in pre-industrial methods
and makers and in Superstudio’s research into the Tuscan peasant Zeno Fiaschi.



Set up in 1973 at the offices of Casabella magazine, the Global Tools collective was
made up of the leading architects in Italy’s radical counterculture; its members included
Andrea Branzi, Dalisi, Michele de Lucchi, Alessandro Mendini, Sottsass, Gruppo 9999
and Superstudio. Like Dalisi, Global Tools was interested in free creativity and expressed
this in explicitly craft terms: members proposed the ‘teaching of crafts” in order ‘to recu-
perate creative faculties atrophied in our work-directed society’.* The group planned to
do so through a series of workshops that would be organised on the basis of five areas of
activity: the body, construction, communication, survival and theory. Superstudio and
Gruppo 9999 made up the survival group, and in the second of the two Global Tools
bulletins that were published, they laid out their plans for research. As we shall see, these
demonstrated the same qualities of the pastoral discussed in the introduction to this
chapter, only this time with a distinctly primitive element.

GRUPPO 9999, SUPERSTUDIO, ABORIGINES AND THE PASTORAL PRIMITIVE
For Global Tools, Gruppo 9999 and Superstudio proposed a comparative study of ‘the

survival struggle’, examining the production and consumption of items such as food,
clothing, objects and tools in two contrasting locations: the ‘town and . . . the country’.
In this project of ‘self-anthropology’, the group described themselves as ‘intellectuals on
the Florence-Milan axis’ who represented the town.** Although the text is silent on who
the ‘country’ subjects were, the photograph of an Aborigine rubbing sticks to create fire
is highly suggestive of their identity.

In 1975 Superstudio presented the research that had been outlined in the Global Tools
bulletin in Avanguardie e cultura popolare, an exhibition curated by Giovanni M. Accame
and Carlo Guenzi at Bologna’s Galleria d’Arte Moderna that also included Dalisi’s zec-
nica povera and Mari’s Autoprogettazione. According to Accame, the exhibition aimed to
bring together ‘those whose profession is the creation of culture with those who have no
culture other than their own way of life’.*> Superstudio’s interest in the latter can be seen
as illustrative of a rediscovery of folklore and popular culture in Italy, domains regarded
as untainted by the consumerist values of contemporary society.*® Superstudio was not
immune to this interest in non-intellectual culture, as their interest in comparing urban
and rural, intellectual and Aboriginal, cultures demonstrates.

This perception of difference based on assessments of cultural level is another quality
associated with the pastoral that was demonstrated by Superstudio and the exhibition
curators. Thomas Crow, following William Empson, discussed the ‘pastoral contrast” in
terms of such a distinction: ‘those who fashion or enjoy cultivated forms of art are com-
pelled to compare their own condition, which permits this refinement, with that of the
rustic whose existence affords no such luxury but who enjoys in compensation a natural,
more “truthful” simplicity of life’.” Yet another element can be added to this pastoralism:
in their anthropological identification of the Aboriginal ‘other’, Superstudio expressed
the same primitivism seen in Dalisi’s experiments. In the catalogue Superstudio denied
this, however, claiming that they chose the Aboriginal community precisely to avoid
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falling into such a trap: “Why have we chosen to compare ourselves with them? Because it
is harder to apply to them than to other “primitives” the myths of the “good savage” and
“happy islands”; because it is easier to see in them the signs of pain, of the difficulties, of
diseases, of the effort of living’.*® The fact that Superstudio felt the need to defend itself
against accusations of primitivism implies its presence. This is confirmed by the fact that
despite the Aborigines’ harder existence, Superstudio saw something preferable in their
lesser reliance on material possessions: ‘we can learn from them the value of regaining a
bit of freedom; and we can do this by getting rid of some of our objects, [such as] those
least needed’.’

Superstudio was partly interested in Aborigine culture as representative of what their
own Italian society had been like before the march of industry, progress and modernity.
John Storey has noted a similar interest in late Victorian Britain, when folklorists explored
the ‘primitive’ both in the far-flung reaches of the empire and in Britain’s folk culture. As
Storey argues, Britain’s ‘pastoral life’ was construed as a ‘primitive culture’, a conflation
between the ‘savage’ and the ‘peasant’ that translated into a ‘primitive pastoralism’—a
term that can clearly also be applied to Superstudio’s interest in Aboriginal culture.”
This ‘primitive pastoralism’ was not evident just in Superstudio’s interest in Aborigines.
It was also found in Superstudio’s largest project of anthropological research, their ‘Cul-
tura Materiale Extraurbana’ (Extraurban material culture), conducted between 1973

and 1978.

SUPERSTUDIO, ZENO FIASCHI, ‘CULTURA MATERIALE EXTRAURBANA’
AND THE PASTORAL PRIMITIVE

As the 1970s progressed, Superstudio’s members devoted an increasing amount of their
time to teaching at the University of Florence’s architecture faculty. In their ‘Cultura Ma-
teriale Extraurbana’ course and research project, Superstudio employed ‘anthropological
techniques’ of observation and written and visual records to examine and document the
materials and tools of the Tuscan peasant culture.”!

Anthropological techniques were also employed when the group’s research focused on
one figure—Zeno Fiaschi, a seventy-year-old peasant whom Superstudio member Ales-
sandro Poli had met while buying a house in the Tuscan countryside.** As part of his field-
work, conducted between 1975 and 1976, Poli took photographs and drew up annotated
diagrams of Fiaschi’s house, surroundings and possessions. Poli clearly believed that he had
found an adult, Italian-based maker endowed with the same free creativity as Dalisi’s Nea-
politan children and the same unalienated relationship with objects as in Aboriginal cul-
ture and among Mari’s would-be amateurs. As Poli later described it, “Zeno’s objects and
utensils were paradoxes he had built for actual use and not for display . . . that arise from
a total self-managed relationship between the individual, society and the environment.>

Superstudio’s concentration on Fiaschi conformed to another facet of the pastoral:
the focus on isolated individuals (Figure 7.5) that made up the pastoral’s landscape. He
was what Leo Marx called a ‘liminal figure’, ‘an efficacious mediator between the realm



Fig. 7.4 Drawing by Alessandro Poli of the homestead of the Tuscan peasant farmer
Zeno Fiaschi for research into a self-sufficient culture, 1979-1980. Courtesy of
Alessandro Poli.

of organized society and the realm of nature’.* This interest in the pastoral figure was also
evident in the work of Global Tools. A ‘fundamental concept’ of their research was ‘the
non-intellectual man, with his age-old innate wisdom, and all the possibilities which may
derive from this, even to the point of reverting to a nomadic way of life, destruction of the
city, etc.” This was part of Global Tools™ larger interest in pastoral simplicity, also seen

Crafting a Design Counterculture 1595



156 made in italy

Fig. 7.5 Photograph taken by Alessandro Poli of Zeno Fiaschi in his
house in Riparbello. Courtesy of Alessandro Poli.

in Gruppo 9999’s turn to nature: ‘the terminology, tasks, methods, and structure of the
school are amazingly simple, as is all essential for those who wish to bridge the alienating
gap which has been created between the functions of the hands and those of the mind’.>

In line with the pastoral’s marginal status, Fiaschi was not representative of a domi-
nant way of being in Italy’s rural regions. Rather, against a larger context of ongoing
decline in Italy’s agricultural sector and a concomitant flight from the rural regions to the
cities, he struck an increasingly lonely figure. As Poli later noted, Fiaschi was ‘the figure
who represented the exception of continuity in these cultures that were disappearing due
to migration and urban acculturation’.”” Fiaschi was the one who stayed behind, a figure
increasingly as marginal and remote from the Italy of the 1970s as was the culture of its
disappearing rural traditions.



CONCLUSION

Superstudio’s research into Zeno Fiaschi and Tuscan peasant material culture has re-
mained one of their less-known projects. According to the architect Peter Lang, who
is an authority on the group, this is because it ‘lacked the checks, balances and earlier
ironies that might have successfully lifted this project back on to a more international
platform’.*® Arguably, it was also due to the cojoined artisanal and agricultural nature of
their subject matter, qualities that this chapter has demonstrated were central to radical
design and yet have been largely overlooked in Italian design history thus far.

This chapter has focused on the second wave of radical design that sprang up in
the increasingly violent early 1970s and was first exhibited in ltaly: The New Domestic
Landscape. If the bright, pop-like colours and forms of radical design in the late 1960s
marked the optimism of the first wave, then arguably the marginality and remoteness
of the pastoral were equally fitting for the second wave of radicalism in the 1970s.
This period marked the end of radical design; in 1976 Global Tools folded, and sev-
eral months later Studio Alchimia was set up. This postmodern group had Mendini’s
nihilism at its core, and the utopianism of the previous years had no place. However,
although the ‘primitive pastoral’ was effaced from the short-lived second wave of the
radical design movement, its influence can be seen in other moments in Italy’s post-
war design history. Sottsass’s interest in suburban laminate coffeeshop counters in his
Superboxes and designs for the Memphis group could be read as instances of a cojoined
‘pastoral primitivism’. Ultimately, therefore, this focus on the pastoral and primitive
demonstrates the potential of using craft-based approaches to revisit Italy’s design his-
tory as a whole and to apply the multifaceted concept of craft to other cultures and
contexts.
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