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Everything that is involved in a publication of this 
type, from its conception to its production, must 
inevitably aim to emulate its subject. With a book 
on an artist as global as Depero (through whom 
so many numerous strictly contemporary aspects 
of life and art can be understood and without 
whom the history of Futurism cannot be told, nor 
that of modern graphic design, avant-garde typo-
graphy or 20th-century artistic experimentation 
with the book) the medium is also the message. 
For this reason, the typefaces and fonts used in 
this book have been chosen with great care (in 
the catalogue: Garage Gothic for display, Calibre 
and ITC Cheltenham for text; in the facsimiles, 
Gothic, LoType, Romana, ITC Blair, Century Old 
Style, BT Normande, Latin, DeVinne, Founders 
Grotesque, Modern, Venus Halbfett, Egizio, Else 
NPL, Madison, Torino, Vonnes, Herold Condensed, 
Antique Bernhard, BE Block, and FF Bau) and as a 
result, this volume aims to take shape through the 
artist’s own expressions and titles of his works. 
As such, it can be understood as an essere vivente 
artificiale, an “artificial living being” that possesses 

a powerful machine-heart (Depero’s own works, 
with which the book begins) and, irrigating it all, 
an interpretative circulatory system (comprising 
nine canonical Futurist texts, forty-one by the 
artist himself, some of them facsimiles, and thir-
teen essays). This Futurist Depero (1913–1950) 
resembles a complesso plastico motorumorista: a 
“motorumorist plastic complex” with visual games 
(in the chapters) that are typographically legible 
but which at the same time involve movement and 
“noise” (echoing the artist’s onomatopoeic poems, 
devoid of grammar and syntax). In 1909 Marinetti, 
who “glorified” Depero, declared that “a roaring 
automobile … is more beautiful than the Victory 
of Samothrace.” Depero saw his “bolted book” of 
1927 as a typographical racing car. In keeping with 
this, the catalogue can be opened like the bonnet 
of a car, but beyond that it has been created in 
order that readers and art lovers, in addition to 
being able to admire its “steely style,” will find 
in it what they need in order to set in motion the 
free Futurist game of its numerous and differing 
elements. 
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This catalogue and 
its Spanish edition have 

been published on the 
occasion of the exhibition 

Futurist Depero (1913–1950), 
which the Fundación Juan 

March is devoting to the life 
and work of Fortunato Depero 
(Fondo, Trentino, 1892 – Rov-
ereto, 1960) with the aim of 
offering a fresh perspective on 
the movement that has been 
considered “the avant-garde of 
avant-gardes,” namely Italian 
Futurism.

This 20th century move-
ment, commanded by Filip-
po Tommaso Marinetti, has 
found its place in history 

due to the radical nature of 
its proposals. The peak 

years of Futurism, be-
tween 1909 and 1915, 

resulted in an in-
novat ive  and 

dynamic con-
t r i b u t i o n 

to Euro-
pean 

visual  ar t 
and literature but 

one that was profoundly 
affected by World War I, which 
marked a break in the move-
ment’s activities due to the fact 
that many Futurists were called 
up and some were killed in ac-
tion, including Umberto Boc-
cioni. 

By 1913 Fortunato Depero 
had already been to Rome and 
had met Marinetti. In the same 
city he met Boccioni who, to-
gether with Giacomo Balla, 
would bring about a radical shift 
in his artistic output. In early 
1915 Depero was officially admit-
ted to the Futurist movement, of 
which he considered himself a 
member until his death, almost 
two decades after that of Mari-
netti in 1944. A multi-faceted 
artist, both cosmopolitan and 
profoundly Italian, and an inde-
fatigable worker, Depero is less 
well known internationally than 
he deserves to be in the light 
of the real importance of his 
work for the internal evolution 
of Futurism and the astonishing 
modernity of his output. 

This conviction prompted 
the organization of the project 
Futurist Depero (1913–1950). 
Through a comprehensive se-
lection of almost 300 works – 
objects, documents and photo-
graphs by Depero and other art-
ists – loaned from international 
institutions and public and 

private collections, the exhi-
bition sets out to pres-

ent a com-

plete survey 
of Depero’s oeuvre. 
On the one hand it aims to 
reveal Tutto Depero (the title of 
one of the artist’s last written 
accounts of his work), and on 
the other to present him as a 
key figure for an understanding 
of both the Futurist movement 
up to the end of the 1940s and 
its topicality in the 21st century.

The present catalogue opens 
with the presentation of Dep-
ero’s works, which are followed 
by a section of interpretative es-
says on his oeuvre and another 
featuring the most important 
texts from the period that both 
explain it and set it in context. 
The volume includes more than 
400 color and black and white 
reproductions of paintings, set 
designs, painting-tapestries, 
designs for advertising, 
sculptures, 

toys 
and vi-
sual poet-
ry, in addition 
to documents, 
manifestos, photo-
graphs, letters, post-
cards, books and mag-
azines. Taken together 
with the translated and ed-
ited texts in the Anthology 
(pp. 356–430), these contents 
comprise a true complesso 
plastico motorumorista, a com-
pilation of artistic and literary 
works that impresses the viewer 
and reader through the engaging 
and fascinating noise of the new. 
This vast and extremely rich 
body of material bears witness 
to Depero’s remarkable output 
between 1913 and 1950.

With a view to establishing 
a context for the artist within 
the ambiguously termed 
“early Futurism,” this exhibi-
tion and its accompanying 
catalogue present a care-
fully selected group of 
works by other Futur-
ist artists dating be-
tween 1909 and 
1916. Works  
and texts by 
Fil ippo 

Fortunato Depero’s 
oeuvre comprises a 
true complesso plas-
tico motorumorista, 
a compilation of artis-
tic and literary works 
that impresses the 
viewer and reader 
through the engaging 
and fascinating noise 
of the new. 

FUTURIST DEPERO (1913-1950)
PREFACE
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Tom-
m a s o 

M a r i n e t t i , 
Giacomo Balla, 

Anton Giulio Braga-
glia, Carlo Carrà, Um-

berto Boccioni, Luigi 
Russolo, Mario Sironi, 

Gino Severini and the 
Cangiullos, among others, 

are shown alongside others 
by Depero. The same is true 

for artists working in the 1930s 
who were associated with the 
Futurist aesthetic, such as Tato, 
Bruno Munari, Filippo Masoero 
and Xanti Schawinsky. 

The works on display in the 
exhibition have been loaned 
from public and private col-
lections in Italy, elsewhere in 
Europe and the United States, 
notably, in terms of number 
and importance, from the 

Mattioli Collection in Swit-
zerland and the MART, 

the Museo di arte mod-
erna e contemporanea 

di Trento e Rovereto 
– of which the Casa 

d'Arte Futurista 
founded by De-

pero now 
forms a 

part 

– in addition 
to the generous 

loans made by the Musei 
Civici of Milan and Brescia, the 
Archivio Depero, and other pub-
lic institutions and private col-
lections. Particularly essential 
has been our close collabora-
tion with the CIMA (Center for 
Italian Modern Art), which was 
recently created by Laura Mat-
tioli in New York with the aim of 
promoting knowledge of Italian 
art internationally and which 
has focused on research on De-
pero since the start of this year. 
This joint effort has significantly 
contributed to the importance 
of Futurist Depero (1913–1950).

Published in an English and a 
Spanish edition, from its outset 
the catalogue has aimed at be-
ing more than just an effective 
accompaniment to the exhibi-
tion. Given the almost complete 
lack of monographs on Depero 
in both of these languages, this 
volume aims to expedite the 
process of obtaining for Depe-
ro the international “passport” 
that he still inexplicably lacks 
and which will allow his work 
to be more easily located in the 
20th-century canon and be bet-
ter known on an international 
level than it is today.

It is for this reason that Dep-
ero’s works are presented here 
in the company of a large and 
carefully devised group of es-
says (pp. 246–353). Some are 

written by leading Italian spe-
cialists on the artist 

and on Fu-

turism such 
as Maurizio Scudie-
ro, Giovanni Lista, Claudia 
Salaris and Pablo Echaurren, 
while others are by a group of 
Italian and Spanish researchers 
– some as surprisingly young as 
they are academically brilliant 
– such as Raffaele Bedarida, Lla-
nos Gómez Menéndez, Alessan-
dro Ghignoli, Carolina Fernán-
dez Castrillo, Giovanna Ginex, 
Fabio Belloni and Bélen Sánchez 
Albarrán. Given the complex-
ity of Depero’s oeuvre, which 
still remains to be established 
through a catalogue raisonné, 
the publication in this volume of 
some of the findings of Gianluca 
Poldi’s rigorous analysis of the 
pictorial technique, materials 
and dating of more than thirty 
works by the artist is particu-
larly important. In addition to 
the depth and breadth of the 
different essays, which offer 
the reader a true prospettiva 
multipla on the artist, an analyti-
cal rigor comparable to Poldi’s 
detailed scientific analyses has 
characterized the overall ap-
proach to Depero’s work pres-
ent in these pages. 

The catalogue also includes 
a large selection of key Futurist 
texts as well as texts by Depero 
(in which the artist’s visual pow-
ers combine with a literary talent 
as direct as it is entertaining), 
almost none of them previously 
published in English or in Span-
ish, and which cast further 
light on the artist’s life 
and work.

The 
real iza -
tion of this 
project would 
not have been 
possible without 
numerous individu-
als and institutions 
and their invaluable help, 
support and generosity (a 
generosity which, in some 
cases, has been reinforced 
by a highly relevant “vision” 
that has enabled specific ob-
stacles to be overcome). Many 
are named in the acknowledge-
ments section while others 
have preferred to remain anon-
ymous. The Fundación Juan 
March would like to express 
its profound thanks to each and 
every one of them.

Fundación Juan March,
Madrid, 
October 2014
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Unknown photographer, 
Fortunato Depero looking out 
from between the planks of 
a jetty, Lago di Garda, 1926. 
Photograph: gelatin silver 
print on fiber-based paper,  
3 3/8 x 2 3/8 in. (8.5 x 6 cm). 
MART, Archivio del ‘900, 
Fondo Depero
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A portAfortunA  
for fortunAto depero

ABOUT THIS EXHIBITION

MANUEL FONTÁN DEL JUNCO

Futurism, the artistic and literary 
movement that was launched with a  
starting pistol shot – a metaphor that  
would become a reality in 1914 with the 
outbreak of World War I – in the form of  
the manifesto published by Filippo 
Tommaso Marinetti on February 20, 1909 
in the Paris newspaper Le Figaro, has 
found its place in the history of art due to 
the radical nature of its proposals. These 
ideas consisted of abolishing the entire 
traditional focus of earlier art (considered 
pure passéism), glorifying dynamism, the 
machine, speed, and war, liberating words 
from grammar, and multiplying viewpoints in 
order to express the dynamic interaction of 
matter with the space around it.

Since that date, artistic and literary 
Futurism has been exhaustively studied, 
investigated, subjected to critical analysis, 
and researched, and has also been 
presented in group and thematic exhibitions 
of numerous types, in addition to a large 
number of exhibitions devoted to the leading 
figures of its first phase, including Marinetti, 
Umberto Boccioni, Giacomo Balla, Carlo 
Carrà, Luigi Russolo, and Gino Severini. In 
February and April 1910 all of them signed 
the Manifesto dei pittori futuristi [Manifesto 
of the Futurist Painters] (pp. 363–64 in this 
catalogue) and the Manifesto tecnico della 
pittura futurista [Technical Manifesto of 
Futurist Painting] respectively, texts that 

significance of his work for the internal 
evolution of Futurism and its present status. 
This exhibition on his work intends to make 
it possible to provide him with something 
as Italian (and universal) as a portafortuna, 
a talisman that will bring him more luck 
than he had in his own lifetime and which 
will contribute to increase his international 
renown. 

As already said, by 1913 Fortunato Depero 
(Fondo, Trento, 1892 – Rovereto, 1960) had 
been in Rome and had met Marinetti, the 
founder and guiding light of the Futurist 
movement. In Rome he visited the Boccioni 
exhibition at the Sprovieri gallery, and his 
contact with the work of this artist and 
with that of Balla led to a shift in his artistic 
output: from Boccioni Depero borrowed a 
visual dynamism and from Balla the tension 
arising from the abstraction of forms. As 
early as 1914 Depero was invited to take 
part in the Esposizione Libera Futurista 
Internazionale [Futurist Open International 
Exhibition], also at the Sprovieri gallery, 
which featured works by Wassily Kandinsky, 
Aleksandr Archipenko, Filippo Tommaso 
Marinetti, Francesco Cangiullo, Giacomo 
Balla, Arturo Martini, Enrico Prampolini, 
Gino Rossi and Mario Sironi. That May he 
returned to Rovereto and exhibited his first 
experiments with visual dynamism at the 
Circolo Sociale. Shortly thereafter, in early 
1915 Depero was officially admitted to the 
Futurist movement, of which he would 
consider himself a member until his death, 

proclaimed an aesthetic of enormous visual 
force and resonance. It is certainly the case 
that the movement’s dynamic early years, 
from 1909 to 1915, “represent an innovative 
and vigorous contribution to European 
painting,” sculpture and literature that 
profoundly impressed many people. 

One of them was Erwin Panofsky. In May 
1912, when the German artist and art critic 
Herwarth Walden exhibited thirty-three 
paintings by the Futurists in Berlin, the 
future art historian Panofsky (1892–1968) 
was twenty years old and was studying 
Philosophy and Art History in the German 
capital. Just two years ago his wife Gerda 
Panofsky recalled that “Futurist painting so 
impressed him that many years later he could 
still recall, in a letter of September 3, 1967 to 
William S. Heckscher, the excitement that the 
exhibition aroused in him at the time.”1

This general excitement with Futurism 
has not diminished but it continues to 
be, perhaps, too generalized in nature. If 
this were not the case, why would it be 
necessary to ask: who is this “Futurist” 
Depero, the subject of this exhibition? “A 
multi-talented, cosmopolitan but profoundly 
Italian figure and a tireless creator.” The 
Depero shown here is less well known on 
an international level than he deserves 
to be in view of the real importance and 

1 See Gerda Panofsky, “Eine Schau, die die 
Kunstgeschichte veränderte,” Frankfurter 
Allgemeine Zeitung (May 25, 2012), 31.

Portafortuna:  
an amulet or talisman. Italian noun derived  

from portare (to bear) and fortuna (luck, fortune), 
from the French porte-bonheur.  

Person, animal, toy, or object that is considered 
for superstitious reasons to bring luck.
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almost two decades after that of Marinetti in 
1944.

On March 11, 1915 Depero and 
Giacomo Balla signed the manifesto 
Ricostruzione futurista dell’universo 
[Futurist Reconstruction of the Universe], 
which can be considered one of the most 
important landmarks in the evolution of 
the movement’s aesthetic and in which the 
authors proposed the globalization of  
the arts and the fusion of art with all aspects 
of life. In their text, both artists called for 
a reconstruction of the world involving a 
radical transformation of the environment, 
ranging from furniture to fashion, film, 
music, literature, dance, the visual arts and 
everyday objects. In addition, they declared 
traditional language to be defunct and called 
for the elaboration of a new one (which 
Depero termed “onomalanguage”), an aspect 
explained in this catalogue by Alessandro 
Ghignoli (pp. 298–303), which would unite 
the new life with the new art.

Today, Depero’s work, which defines 
a frontier between that of the pioneers 
and that of the continuers of the Futurist 
aesthetic, has been exhibited outside Italy 
in several one-man shows since the 1970s 
(1973: Bonn, Saarbrucken, Hannover; 1982: 
Salzburg; 1988: Düsseldorf; 1992: Chicago, 
New York; 1999: Miami; 2000: Tokyo, 
London, Salford; 2004: Sofia; 2010: Warsaw, 
Budapest; 2013: Barcelona), but never in a 
full-scale retrospective exhibition. That said, 
he has been the subject of reassessment 
over the past few decades in the field of 
studies on Futurism and is also admired 
by contemporary artists, as Fabio Belloni 
testifies in these pages (pp. 346–53). This 
situation has undoubtedly been helped 
by the overcoming of a type of historical 
interpretation based on an excessively 
radical distinction between early Futurism 
and so-called “Second” Futurism (a term 
coined by Enrico Crispolti, which made 
its mark in the 1960s), used to establish a 
difference between Futurism prior to the 
death of Boccioni in World War I and that of 
the postwar period. This idea of “Second” 
Futurism negatively affected assessments 

of Depero and other Futurists, effectively 
relegating them to a secondary league. As 
Giovanni Lista noted in his recent Fortunato 
Depero: ricostruire e meccanizzare l’universo 
(Milan: Abscondita, 2013), Depero is “the 
most illustrious victim” of this classification 
of Futurism into two periods, a primary, 
founding one and another secondary, almost 
epigonic one.

This interpretation has frequently gone 
hand in hand with an approach to Futurism 
that is ideologically and politically imprecise 
with regard to the complex relationships 
between Futurism and Fascism from the 
postwar period onwards, an issue on which 
widely differing opinions are held today, 
as Giovanni Lista judiciously analyzes with 
regard to Depero in the present volume  
(pp. 338–45). 

However, perhaps the most important 
reason why the poor critical and personal 
fortunes of an in fact “unfortunate” 
Fortunato Depero are changing is the  
fact that a certain “painting-centricity”  
when assessing the early avant-garde 
movements and in particular Futurism has 
been overcome. As Maurizio Scudiero  
has noted in his monumental Depero, l’uomo 
e l’artista (Rovereto: Egon, 2009), as well as 
in his contribution to this catalogue  
(pp. 250–65) and in several of the 
publications and catalogues that as a 
renowned scholar he has written on the 
artist and his work, this emphasis on 
painting within art history has worked 
against the real importance that the avant-
garde movements had in the fields of the 
applied arts and design, and the fact that 
it has been overcome has helped to arouse 
greater interest in Depero. In effect, he 
found his place when it was understood 
that the call to “bring art to life,” which 
was common to all the proclamations and 
manifestos of the early 20th-century avant-
gardes, largely became “real” through 
“craft” practices that bordered on the fine 
arts, such as design, decoration, set design, 
political propaganda, and commercial 
advertising (fields in which Depero was 
multi-talented) and which are precisely 

Depero himself 
applied the call for 
change expressed in 
his Ricostruzione 
futurista dell’universo 
as perhaps no other 
Futurist did. He was an 
artist who constructed 
an entirely new Futurist 
universe, a multi-faceted, 
multi-media, total and 
global artist: tireless 
as a painter, sculptor, 
draftsman, playwright, 
set designer, writer, poet, 
essayist, graphic and 
advertising designer, 
creator of typographical 
architectural structures 
and display stands 
for trade fairs, books, 
magazines, commercial 
logos, toys and 
tapestries, a cultural 
entrepreneur and the 
inventor of one of  
the first artist’s books 
of all times. And he 
continued to be so until 
the very end of his life.

20

Fundación Juan March



located within daily life, changing the 
ways in which we live, consume, inhabit 
spaces and communicate, and giving rise to 
authentic lifestyles – individual, social, and 
on occasions even political – through art. 

In fact, Depero himself applied this call 
for change expressed in his Ricostruzione 
futurista dell’universo as perhaps no other 
Futurist did: Depero was much more than 
an artist who enthusiastically embraced the 
Futurist creed in order to leave behind his 
early phase as a painter clearly influenced 
by Symbolism. Rather, he was an artist who 
constructed a Futurist universe, a multi-
faceted, multi-media, total and global artist, 
tireless as a painter, sculptor, playwright 
and set designer (as discussed by Llanos 
Gómez in her text on pp. 280–85), a writer, 
poet and essayist (as explained by Pablo 
Echaurren, who surveys almost his entire 
production on pp. 292–97), a graphic 
and advertising designer (as described 
in great detail by Giovanna Ginex on pp. 
308–17, and Belén Sánchez on pp. 318–27), 
a creator of typographical architectural 
structures and display stands for trade fairs, 
books, magazines and commercial logos, a 
designer of toys and tapestries, a cultural 
entrepreneur – the founder of one of the 
first artist’s museums in the world, the Casa 
d’Arte Futurista in Rovereto – the inventor of 
one of the first artist’s books, the celebrated 
“bolted book” of 1927, a “portable museum” 
(to use Raffaele Bedarida’s phrase) titled 
Depero futurista [cat. 148] (analyzed here by 
Claudia Salaris on pp. 304–7). 

Time and again Depero moved on from 
and then returned to his works (in a literal 
sense, as Gianluca Poldi explains in his text 
on pp. 266–79), experimenting with the 
widest range of formats and supports. Some 
of them he invented, like his celebrated 
quadri in stoffa, painting-tapestries made 
with textiles, and all of them he combined 
together: painting, printmaking, drawing, 
sculpture, typography, illustrated books, 
collages and photo-collages (as explained 
by Carolina Fernández Castrillo, who 
discusses Depero’s use of photography on 
pp. 286–91), set and costume designs, and 

“motorumorist plastic complexes” (a true 
precedent from as early as 1916 of what we 
today call installations), his onomalinguistic 
compositions and free-word and lyric poetry 
for reading out on the radio, in addition to 
his (unsuccessful) attempt to produce a 
compendium of all the arts in his project 
New York, film vissuto [New York – A Lived 
Film], a book on his experience in New York 
that would include texts, reproductions of 
his works, photographs, sound, and moving 
images. Depero lived in his native Rovereto 
and also in Capri, Viareggio, Rome, and 
Paris. He left Italy with the aim of conquering 
New York, a bold and ultimately failed 
plan (as Raffaele Bedarida recounts on pp. 
328–37). Depero called New York the “new 
Babel,” living and working there between 
1929 and 1931, and returning to it in 1947.

For decades Depero was a kind of film 
director and scriptwriter of his own life, 
which he transformed into a remarkable 
combination of biography and art. He was 
a source of artistic and human energy in 
permanent evolution, from abstraction to a 
Futurism lubricated by the aesthetic of the 
machine and by a certain magic realism. And 
his work constitutes a true compass to move 
within the context of Futurism and Italian art 
of the first half of the 20th century.

The essays presented in this volume 
cover all important aspects of Depero’s 
work and aesthetic, offering a multi-faceted 
vision of the artist (see Fortunato Depero, 
“Multiple Perspective” on pp. 424–25).

However, the aim here is not just to set 
Depero in a historical perspective but also 
to promote an idea from the starting point 
of a knowledge of his work and a reading of 
his writings: the idea that Depero is an 
enormously “young” artist, a true forerunner 
of a series of traits characteristic of 
contemporary artists.

Depero is a precursor of the artistic 
practices known as multi-media work and 
collective work (the Casa d’Arte Futurista 
could easily be seen as a precedent to 
Warhol’s Factory or the studios of artists 
such as Jeff Koons, Damien Hirst or Olafur 
Eliasson). The same could be said of his 

failed New York adventure (contrary to 
Marinetti’s opinion, Depero was years 
ahead of his time in seeing New York rather 
than Paris as the Futurist city and the city 
of the future), and of the modernity of his 
characteristic conviction that the artist 
needs to promote himself in the media 
and self-promote himself. In his ideas 
on the mechanical living being and the 
artificial living being, it is hard not to see 
an anticipation of our highly technological 
world, from the new technologies to genetic 
engineering. It is hard to admire Depero’s 
“motorumorist plastic complexes” without 
thinking of Panamarenko or Jean Tinguely; 
his use of photomontage and photo-collage 
without considering them a clear precedent 
to performance of the type evolved by 
Fluxus and action artists; or his written 
texts without referring to contemporary 
experimental writing.

But what is truly significant in the case of 
Depero is that all these connections between 
his work and the present day come about 
through a much more direct link than that 
to be found between these contemporary 
phenomena and the rest of the Futurists, who 
continued to work within the narrow field 
of painting or who returned to figuration or 
abandoned the movement. There are few 
texts in Spanish on Depero but there is one 
very early one, signed by a certain Lamberti 
Sorrentino (reproduced in Spanish on page 
122 of Depero futurista), in which under the 
title “Fortunato se divierte” [Fortunato has 
fun] Sorrentino precisely points out this 
characteristic of Depero: “the authors of the 
Manifesto of Futurist Painting published in 
April 1919 and Carrà who later proclaimed on 
August 11 the Painting of Sounds, Noises, and 
Smells, pale away as if overshadowed, and in 
comparison to Depero’s most recent discovery 
their work and ideas seem to be covered with 
the mildew of time.” 

In a photograph of 1922 (pp. 4 and 306 in 
this catalogue) Depero can be seen getting 
into a car. The artist wrote on it in ink: 
“Futuro prossimo.” Truly, Depero’s future is 
now very near. Like that of all major artists, 
it is taking place in the present time. 
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26 · FROM ABSTRACTION TO FUTURISM (1909–1916)

P. 24
Unknown photographer, 
Riso cinico [Cynical Laughter], 
Rome, 1915 (detail) [cat. 37]

121
Marinetti temporale patriottico. 
Ritratto psicologico [Marinetti 
Patriotic Storm. Psychological 
Portrait], 1924. Oil on canvas, 
86 ⅝ x 63 in. (220 x 160 cm). 
Private collection

Unless otherwise indicated,  
all works are by Fortunato Depero
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29

Page from Depero futurista 
1913–1927. Milan: Dinamo Azari, 
1927 [cat. 148]

3
Anton Giulio Bragaglia, Ritratto 
di Marinetti [Portrait of 
Marinetti], 1910. Photograph: 
gelatin silver print on fiber-
based paper, 8 ½ x 6 ¾ in. 
(21.5 x 17 cm). Private collection 
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30 · FROM ABSTRACTION TO FUTURISM (1909–1916)

1
Poesia. Rassegna 
Internazionale diretta da F. T. 
Marinetti [Poetry. International 
Review directed by F. T. 
Marinetti], year V, nos. 1–2 
(February-March 1909). 
Magazine: lithograph on paper, 
11 ¼ x 11 ⅜ in. (28.5 x 28.9 cm). 
Archivio Depero

2
Filippo Tommaso Marinetti, 
Fondazione e Manifesto del 
Futurismo [The Founding 
and Manifesto of Futurism], 
1909. Document: letterpress 
on paper, 11 7/16 x 9 1/16 in. 
(29 x 23 cm). Archivo Lafuente 
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32 · FROM ABSTRACTION TO FUTURISM (1909–1916)

4
Francesco Balilla Pratella, 
Manifesto dei Musicisti 
Futuristi [Manifesto of Futurist 
Musicians], 1910. Document: 
letterpress on paper, 11 7/16 x  
8 1/16 in. (29 x 22 cm). Archivo 
Lafuente

5
Giacomo Balla, Umberto 
Boccioni, Carlo Carrà, Luigi 
Russolo, and Gino Severini, 
Manifesto dei pittori futuristi 
[Manifesto of the Futurist 
Painters], 1910. Document: 
letterpress on paper, 11 ½ x  
9 ⅛ in. (29.3 x 23.2 cm).  
Archivo Lafuente 

13
Unknown photographer, 
L’intonarumori di Russolo 
con Russolo e Piatti [Russolo 
and Piatti with Russolo’s 
intonarumori Noise-making 
Devices], c. 1913. Photograph: 
gelatin silver print on fiber-
based paper, 7 7/16 x 9 ⅞ in.  
(18.9 x 25 cm). Private 
collection
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6
Filippo Tommaso Marinetti, 
Per la guerra, sola igiene del 
mondo [War, the Only Hygiene 
of the World], 1911. Document: 
letterpress on paper, 11 ¼ x  
9 1/16 in. (28.5 x 23 cm). Archivo 
Lafuente

7
Filippo Tommaso Marinetti, 
Manifesto tecnico della 
letteratura futurista [Technical 
Manifesto of Futurist 
Literature], 1912. Document: 
letterpress on paper, 11 7/16 x  
9 1/16 in. (29 x 23 cm). Archivo 
Lafuente

8
Umberto Boccioni, Manifeste 
technique de la sculpture 
futuriste [Technical Manifesto 
of Futurist Sculpture], 1912. 
Document: letterpress 
on paper, 11 ½ x 9 1/16 in. 
(29.2 x 23 cm). Archivo 
Lafuente
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34 · FROM ABSTRACTION TO FUTURISM (1909–1916)

18
Giacomo Balla, Il vestito 
antineutrale. Manifesto 
futurista [The Antineutral 
Suit. Futurist Manifesto], 1914. 
Document: letterpress and 
lithograph on paper,  
11 ½ x 9 3/16 in. (29.3 x 23.3 cm). 
Archivo Lafuente 

15
Valentine de Saint-Point, 
Manifesto futurista della 
Lussuria [Futurist Manifesto 
of Lust], 1913. Document: 
letterpress on paper, 
11 ⅝ x 9 1/16 in. (29.5 x 23 cm). 
Archivo Lafuente
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16
Spezzature (impressioni-
segni-ritmi) [Fragments 
(Impressions–Signs–Rhythms)]. 
Rovereto: Tip[ografia] 
Mercurio, 1913. Book: 
letterpress and photogravure 
on paper, 8 11/16 x 6 ¾ in. 
(22 x 17 cm). MART, Archivio 
del ‘900, Fondo Depero
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36 · FROM ABSTRACTION TO FUTURISM (1909–1916)

17
Filippo Tommaso Marinetti, 
Sintesi futurista della guerra 
[Futurist Synthesis of the War], 
1914. Document: letterpress 
on paper, 11 7/16 x 9 1/16 in. 
(29 x 23 cm) folded.  
L’Arengario Studio Bibliografico 
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38 · FROM ABSTRACTION TO FUTURISM (1909–1916)

14
Anton Giulio Bragaglia, Ritratto 
polifisiognomico di Umberto 
Boccioni [Photodynamic 
Portrait of Umberto Boccioni], 
1913. Photograph: gelatin silver 
print on fiber-based paper, 
4 ⅞ x 6 ¾ in. (12.3 x 17 cm). 
Private collection

19
Umberto Boccioni, Pittura 
scultura futuriste (Dinamismo 
plastico) [Futurist Painting and 
Sculpture (Plasic Dynamism)]. 
Milan: Edizione futuriste di 
Poesia, 1914. Book: letterpress 
on paper, 8 x 5 ⅝ in.  
(20.4 x 14.3 cm). Archivo 
Lafuente 
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22
Scomposizione di testa 
[Deconstruction of a Head],  
c. 1914. Charcoal, white chalk 
and ink on paper, 7 5/16  x
5 11/16 in. (18.5 x 14.5 cm). Private 
collection, Switzerland

21
Scomposizione di testa 
[Deconstruction of a Head],  
c. 1914 (signed “1916”). 
Charcoal, white chalk and ink 
on paper, 7 5/16  x 5 11/16 in.
(18.5 x 14.5 cm). Private 
collection, Switzerland

9
Umberto Boccioni, Studio di 
testa [Head Study], 1912. Pen, 
ink and watercolor on paper, 
7 ⅝ x 7 7/16 in. (19.5 x 18.9 cm). 
Civico Gabinetto dei Disegni–
Castello Sforzesco, Milan
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40 · FROM ABSTRACTION TO FUTURISM (1909–1916)

10
Umberto Boccioni, Sviluppo 
di una bottiglia nello spazio 
[Development of a Bottle 
in Space], 1913. Bronze, 
14 15/16 x 23 7/16 x 12 ⅝ in. 
(38 x 59.5 x 32 cm). Private 
collection, Switzerland

46
Bottiglia [Bottle], 1916. 
Charcoal and white chalk 
on paper, 16 ⅛ x 15 ⅛ in. 
(41 x 38.5 cm). Private 
collection, Switzerland

20
Figura umana stilizzata 
[Stylized Human Figure], 
c. 1914. Charcoal and white 
chalk on paper, 6 ¾ x 5 in. 
(17 x 12.7 cm). Private 
collection, Switzerland
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12
Gino Severini, Ritmo plastico 
[Plastic Rhythm], 1913. Ink 
on paper, 10 ¼ x 7 1/16 in. 
(26 x 18 cm). Private collection

72
Mario Sironi, Dinamismo di 
una ballerina [Dynamism of 
a Dancer], 1917. Mixed media 
on paper, 10 ⅝ x 7 ⅞ in. 
(27 x 20 cm). Private collection
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42 · FROM ABSTRACTION TO FUTURISM (1909–1916)

11
Umberto Boccioni, Voglio 
sintetizzare le forme uniche 
della continuità nello spazio [I 
Want to Synthesize the Unique 
Forms of Continuity in Space], 
1913. Charcoal, watercolor and 
tempera on paper, 11 7/16 x  
9 1/16 in. (29 x 23 cm). Civico 
Gabinetto dei Disegni–Castello 
Sforzesco, Milan

25
Linee sintetiche di un 
uomo che getta un oggetto 
[Synthetic Lines of a Man 
Throwing an Object], 1914. 
Ink on paper, 4 5/16  x 3 15/16 in. 
(11 x 10 cm). Private collection, 
Switzerland

23
Linee-Forza [Force-Lines], 
1914. Ink on paper, 4 15/16 x  
3 15/16 in. (12.5 x 10 cm). Private 
collection, Switzerland

24
Uomo che cammina [Man 
Walking], 1914. Ink on paper, 
6 ⅞ x 3 15/16 in. (17.5 x 10 cm). 
Private collection, Switzerland
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30
Filippo Tommaso Marinetti, 
Parole in libertà [Words-in-
Freedom], 1915. Document: 
letterpress on paper,  
11 ½ x 9 in. (29.2 x 22.9 cm). 
Merrill C. Berman Collection

29
Giacomo Balla, Partenza di 
Sironi per Milano [Sironi’s 
Departure for Milan], 1914. 
Ink on paper, 11 x 8 11/16 in. 
(28 x 22 cm). Private collection

28
Carlo Carrà, Cineamore 
(Sintesi) [Cinelove (Synthesis)], 
1914. Collage, ink and pencil on 
paper, 15 ⅜ x 11 in. (39 x 28 cm). 
Private collection
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44 · FROM ABSTRACTION TO FUTURISM (1909–1916)

40
Pasqualino Cangiullo, Una 
schiaffeggiata futurista [A 
Futurist Scuffle], 1916. Ink 
on paper, 8 ¼ x 10 ⅝ in. 
(21 x 27 cm). Merrill C. Berman 
Collection

41 
Francesco Cangiullo, Chorus 
Girls II, c. 1916. Ink on paper,  
19 ¼ x 10 ½ in. (48.8 x 26.6 cm). 
Merrill C. Berman Collection

42
Francesco Cangiullo, 
Piedigrotta. Milan: Edizione 
futuriste di Poesia, 1916. 
Book: letterpress on paper, 
10 ⅜ x 7 ½ in. (26.3 x 19 cm). 
Merrill C. Berman Collection
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32
Giacomo Balla, Studio per i 
cuadri delle dimostrazioni 
interventiste [Study for 
the series Interventionist 
Demonstrations], 1915. Pastel 
on paper, 6 5/16  x 5 ½ in. 
(16.1 x 14 cm), 2 ¾ x 2 ¾ in. 
(7 x 7 cm), and 6 5/16 x 6 ½ in.  
(16 x 16.5 cm). Private 
collection

26
Studio per Elettricità [Study 
for Electricity], 1914. Charcoal 
and watercolor on paper, 
11 x 11 13/16 in. (28 x 30 cm). 
MART, Museo di arte moderna 
e contemporanea di Trento e 
Rovereto
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46 · FROM ABSTRACTION TO FUTURISM (1909–1916)

34
Compenetrazione 
[Interpenetration], 1915.  
Ink on paper, 7 ⅞ x 8 1/16 in.  
(20 x 20.5 cm). Private 
collection, Switzerland

43
Giacomo Balla, Gli Avvenimenti 
[Events], 1916. Ink on paper, 
13 ⅜ x 9 ⅞ in. (34 x 25 cm). 
Private collection

33
Veciclìsss–Astrazione 
animale [Veciclìsss – Animal 
Abstraction], 1915. Charcoal 
and white chalk on paper,  
16 15/16 x 26 ⅜ in. (43 x 67 cm). 
Private collection, Switzerland
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38
Unknown artist, Esposizione 
Futurista. Depero [Futurist 
Exhibition. Depero], Rome, 
1916. Brochure: letterpress and 
photogravure on paper, 7 ⅞ x  
11 13/16 in. (20 x 30 cm). Archivo 
Lafuente

37 
Unknown photographer, 
Riso cinico [Cynical Laughter], 
Rome, 1915. Photograph: 
gelatin silver print on fiber-
based paper, 6 ½ x 6 ¾ in. 
(16.5 x 17 cm). MART, Archivio 
del ‘900, Fondo Depero 
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27
Manuscript written by 
Fortunato Depero stating his 
intention to join the Futurist 
movement, 1914. Document: 
ink on paper, 7 1/16 x 7 ⅞ in. 
(18 x 20 cm). MART, Archivio 
del ‘900, Fondo Depero

36
Giacomo Balla and Fortunato 
Depero, Ricostruzione 
futurista dell’universo 
[Futurist Reconstruction of 
the Universe], 1915. Document: 
letterpress on paper, 11 7/16 x  
9 1/16 in. (29 x 23 cm). Two 
copies on display: Archivo 
Lafuente and MART, Archivio 
di Nuova Scrittura, Collezione 
Paolo Della Grazia

Fundación Juan March
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44
L’Italia Futurista [Futurist Italy], 
year I, no. 6 (August 1916). 
Magazine: letterpress on paper, 
23 ⅝ x 17 5/16  in. (60 x 44 cm). 
L’Arengario Studio Bibliografico

Fundación Juan March
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31
Unknown photographer, 
Autoritratto con pugno [Self-
portait with Punch], Rome, 
1915. Photograph: gelatin silver 
print on card, 5 ½ x 3 9/16 in.  
(14 x 19 cm). Archivio Depero

102 
Giacomo Balla, Exposition des 
Peintres Futuristes Italiens 
et Conférence de Marinetti 
[Exhibition of Italian Futurist 
Painters and Conference by 
Marinetti]. Galerie Reinhardt, 
Paris, May 1921. Poster: 
lithograph on paper, 38 ⅞ x  
30 ⅞ in. (98.7 x 78.4 cm).  
Merrill C. Berman Collection

103
Giacomo Balla, Exposition des 
Peintres Futuristes Italiens 
et Conférence de Marinetti 
[Exhibition of Italian Futurist 
Painters and Conference by 
Marinetti]. Galerie Reinhardt, 
Paris, May 1921. Catalogue: 
letterpress on paper, 9 ¼ x  
6 ⅞ in. (23.4 x 17.5 cm). Merrill 
C. Berman Collection
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45
Filippo Tommaso Marinetti, 
L’Italia Futurista [Futurist 
Italy], year I, no. 2 (June 1916). 
Magazine: letterpress on paper, 
25 ⅛ x 17 ¼ in. (63.8 x 43.8 cm). 
Merrill C. Berman Collection

35
Francesco Cangiullo, postcards, 
c. 1915. Cards: letterpress 
on card, 3 ½ x 5 7/16 in. 
(8.9 x 13.8 cm) each.
Merrill C. Berman Collection
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Pages from Depero futurista 
1913–1927. Milan: Dinamo 
Azari, 1927 [cat. 148]
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Pages from Depero futurista 
1913–1927. Milan: Dinamo 
Azari, 1927 [cat. 148]
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62 · THEATER AND THE AVANT-GARDE (1916–1918)

P. 60
Mario Castagneri, photograph 
of Depero in the dressing room 
at the Teatro Trianon in Milan 
(Depero painter and poet),
c. 1924 (detail) [cat. 119]

39
Unknown artist, Il Teatro 
futurista [Futurist Theater] 
at the Teatro Niccolini in 
Florence, c. 1916. Poster 
(flyer): letterpress on paper, 
13 ⅜ x 6 7/16 in. (34 x 16.4 cm). 
Merrill C. Berman Collection
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119
Mario Castagneri, Depero in 
the dressing room at the Teatro 
Trianon in Milan (Depero 
painter and poet), c. 1924. 
Photograph: gelatin silver print 
on fiber-based paper, 8 ⅞ x  
6 ¾ in. (22.5 x 17 cm). Archivio 
Depero

Fundación Juan March
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47
Costume per Mimismagia 
[Costume for Mimismagia], 
1916. Ink and watercolor 
on paper, 11 7/16 x 7 ⅜ in. 
(29 x 18.7 cm). Private 
collection, Milan

48
Costume per Mimismagia 
[Costume for Mimismagia], 
1916. Ink and watercolor 
on paper, 12 3/16 x 7 ⅞ in. 
(31 x 20 cm). MART, Museo di 
arte moderna e contemporanea 
di Trento e Rovereto

Fundación Juan March
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49
Costume per Mimismagia 
[Costume for Mimismagia], 
1916. Ink and watercolor 
on paper, 9 7/16 x 6 ⅛ in. 
(24 x 15.5 cm). MART, Museo di 
arte moderna e contemporanea 
di Trento e Rovereto

50
Costume per Mimismagia 
[Costume for Mimismagia], 
1916. Ink and watercolor 
on paper, 9 1/16 x 5 ½ in. 
(23 x 14 cm). MART, Museo di 
arte moderna e contemporanea 
di Trento e Rovereto

Fundación Juan March
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Pages from Depero futurista 
1913–1927. Milan: Dinamo 
Azari, 1927 [cat. 148]
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53
Mechanical flower stage set 
for Sergei Diaghilev’s Ballets 
Russes performance in Rome 
in 1917 of Igor Stravinsky’s 
“Le Chant du rossignol” [The 
Song of the Nightingale], 1917. 
Photograph: gelatin silver  
print on fiber-based paper,  
14 3/16 x 15 ⅜ in. (36 x 39 cm). 
Private collection, Switzerland 

51
Studi per i costumi di “Le 
Chant du rossignol” [Studies 
for Stravinsky’s The Song of 
the Nightingale Costumes], 
1916. Ink and pencil on paper, 
8 1/16 x 10 7/16 in. (20.5 x 26.5 cm) 
each. Private collection, 
Switzerland

Fundación Juan March
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52
Flora magica, scenografia 
de “Le Chant du rossignol” 
[Magical Flora, set design for 
The Song of the Nightingale], 
1917, reconstruction from 2000. 
Painted wood and cardboard, 
approx. 246 1/16 x 246 1/16 x  
149 5/8 in. (625 x 625 x 380 cm). 
MART, Museo di arte moderna 
e contemporanea di Trento e 
Rovereto

Fundación Juan March
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56
Costume per balletto di 
Diaghilev [Costume for a Ballet 
by Diaghilev], 1917. Collage, 
18 ⅞ x 11 13/16 in. (48 x 30 cm). 
Private collection, Switzerland

58
Dama di corte cinese per 
Diaghilev [Lady of the Chinese 
Court for Diaghilev], 1917. 
Collage, 19 11/16 x 14 9/16 in. 
(50 x 37 cm). Private collection, 
Switzerland

71
Dama di corte per Diaghilev 
[Lady of the Court for 
Diaghilev], 1917. Ink and pencil 
on paper, 7 5/16  x 6 ½ in.  
(18.5 x 16.5 cm). Private 
collection, Switzerland

Fundación Juan March
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59
Mandarino per il “Canto 
dell’usignolo” [Mandarin for 
Stravinsky’s The Song of the 
Nightingale], 1917. Collage,  
25 ⅜ x 20 ⅞ in. (64.5 x 53 cm). 
Private collection, Switzerland

60
Mandarino per il “Canto 
dell’usignolo” [Mandarin for 
Stravinsky’s The Song of the 
Nightingale], 1917. Collage, 
18 ⅞ x 11 13/16 in. (48 x 30 cm). 
Private collection, Switzerland

Fundación Juan March
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55
Ballerina [Dancer], 1916–17. 
Collage, 13 x 11 7/16 in. 
(33 x 29 cm). Private collection, 
Switzerland

57
Il Mandarino [The Mandarin], 
1916–17. Collage, 15 ⅜ x 12 ⅜ in.  
(39 x 31.5 cm). Private 
collection, Switzerland

61
Il cigno candido posteggiatore 
per “Il giardino zoologico” 
di Cangiullo [The White 
Swan Parking Attendant 
for Cangiullo’s Il giardino 
zoologico], 1917. Collage,  
15 9/16 x 16 15/16 in. (39.5 x 43 cm). 
Private collection, Switzerland
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87
Mandarino con ombrello 
[Mandarin with Parasol], 1919. 
Pieced wool on cotton,  
25 ⅜ x 20 ⅞ in. (64.5 x 53 cm). 
Private collection, Switzerland

Fundación Juan March
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62
Ritratto di Gilbert Clavel 
[Portrait of Gilbert Clavel], 1917 
(signed “1915”). Watercolor 
on paper, 11 13/16 x 9 ⅞ in. 
(30 x 25 cm). Private collection, 
Switzerland

63
Ritratto di Gilbert Clavel 
[Portrait of Gilbert Clavel], 
1917 (signed “1916”). Charcoal 
on paper, 23 ¾ x 10 ¼ in. 
(60.3 x 26 cm). Private 
collection, Switzerland

64
Depero e Clavel: mimica! 
[Depero and Clavel: Mimicry!], 
Capri, 1917. Photograph: gelatin 
silver print on fiber-based 
paper, 3 ⅛ x 3 ⅛ in. (8 x 8 cm). 
MART, Archivio del ‘900, Fondo 
Depero
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73
Un istituto per suicidi  
[Suicides’ Institute] by Gilbert 
Clavel. Rome: Bernardo Lux 
Editore, 1917. Book: letterpress 
and photogravure on paper, 
9 ⅞ x 7 1/16 in. (25 x 18 cm). 
Archivo Lafuente

74
Illustration in Gilbert Clavel’s 
novella Un istituto per suicidi 
[Suicides’ Institute], c. 1917. 
Postcard: letterpress and 
photogravure on paper, 
3 9/16 x 5 9/16 in. (9 x 14.2 cm). 
Merrill C. Berman Collection

67
Ballerina [Dancer], 1916–17. 
Charcoal on paper, 13 9/16 x 9 ¼ in.  
(34.5 x 23.5 cm). Private 
collection, Switzerland

66
Studio per “Un istituto per 
suicidi” di Gilbert Clavel [Study 
for Gilbert Clavel’s Suicides’ 
Institute], 1917. Charcoal 
on paper, 8 11/16 x 11 13/16 in. 
(22 x 30 cm). Private collection, 
Switzerland

69 
Marinaio sintetico con pipa 
[Synthetic Sailor with Pipe], 
1917. Charcoal on paper, 14 15/16 x  
11 in. (38 x 28 cm). Private 
collection, Switzerland

68
Figura (Architettura sintetica 
di un uomo) [A Figure, or 
Synthetic Architecture of a 
Man], 1917. Charcoal on paper, 
12 ⅜ x 8 ¼ in. (31.5 x 21 cm). 
Private collection, Switzerland
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120
La pitonessa [The Soothsayer], 
1924 (signed “1916” and “1924”). 
Collage and ink on paper,  
22 ¼ x 17 ¼ in. (56.5 x 43.8 cm). 
Private collection, Switzerland

70
Automi. Prospettiva dinamica 
figurata [Automata. Dynamic 
Perspective wth Figures], 1917. 
Watercolor on paper, 24 ⅜ x  
15 ¾ in. (62 x 40 cm). Private 
collection, Switzerland

54
Bambina e marinaio [Young 
Girl and Sailor], 1917. Pieced 
wool on cotton, 31 ⅛ x 30 11/16 in. 
(79 x 78 cm). Private collection, 
Switzerland
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76
Al Teatro dei Piccoli, Balli 
plastici [At the Teatro dei 
Piccoli, Plastic Dances], 1918. 
Oil on canvas, 39 ¾ x 29 9/16 in.  
(101 x 75 cm). Collezione 
Girefin

Fundación Juan March
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77
I selvaggi rossi e neri [Red  
and Black savages], 1918.  
Oil on card, 19 11/16 x 19 11/16 in. 
(50 x 50 cm). Private collection, 
Switzerland

85
Il Mondo [The World], year 
V, no. 17 (April 27, 1919). 
Magazine: letterpress and 
photogravure on paper,  
13 9/16 x 9 ⅝ in. (34.5 x 24.5 cm). 
Private collection

78
Balli plastici. Esposizione del 
pittore Depero [Plastic Dances. 
Exhibition of the Painter 
Depero]. Teatro dei Piccoli, 
Rome, April 1918. Brochure: 
letterpress on paper, 6 ⅝ x 4 ⅝ in.  
(16.8 x 12.1 cm). Merrill C. 
Berman Collection

Fundación Juan March
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79
Marionette per i Balli plastici 
[Puppets for Plastic Dances], 
1918. Oil on card, 11 13/16 x  
11 13/16 in. (30 x 30 cm). Private 
collection, Switzerland

92
Diavolo metallico [Metalic 
Devil], 1919 (signed “1916”). 
Collage, 15 3/8 x 11 13/16 in. 
(39 x 30 cm). Private collection, 
Switzerland

Fundación Juan March
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65
Il musicista Alfredo Casella 
[The Musician Alfredo Casella], 
1917. Charcoal on paper,  
18 ½ x 13 9/16 in. (47 x 34.5 cm). 
Private collection, Switzerland

75
Pagliaccio bianco per 
“Pagliacci” di Alfredo Casella 
[White Clown for Alfredo 
Casella’s Clowns], 1918. Collage, 
21 ⅝ x 15 ¾ in. (55 x 40 cm). 
Private collection, Switzerland
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82
I miei Balli plastici [My Plastic 
Dances], 1918. Oil on cavas,  
74 ⅜ x 70 ⅞ in. (189 x 180 cm). 
Private collection, Switzerland
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81
“I Balli plastici futuristi” 
[Futurist Plastic Dances], 
In Penombra. Rivista d’Arte 
Cinematografica, year I, no. 
3 (August 1918). Magazine: 
letterpress and photogravure 
on paper, 11 3/16 x 16 ¼ in. 
(28.4 x 41.3 cm). Archivio 
Depero

80
“Il Teatro Plastico” [The Plastic 
Theater], Ars Nova, April 1918. 
Magazine: letterpress and 
photogravure cuttings on card, 
11 7/16 x 16 ⅜ in. (29 x 41.5 cm). 
Archivio Depero
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94 · THEATER AND THE AVANT-GARDE (1916–1918)

Fundación Juan March



95

86
Diavoletti di caucciù a scatto 
[Little Rubber Devils], 1919.  
Oil on canvas, 49 ¼ x 43 5/16 in.  
(125 x 110 cm). Private 
collection, Switzerland

95
Ballerino di gomma (Danzatore 
di caucciù) [Rubber Dancer 
(Rubber Danseur)], 1920. 
Cushion: fabric, 20 ½ x 21 ⅝ in. 
(52 x 55 cm). Private collection

Fundación Juan March
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90
Il giocoliere [The Juggler], 
1919. Pencil and ink on paper, 
5 5/16  x 5 5/16 in. (13.5 x 13.5 cm). 
Private collection, Switzerland

91
Il circo [The Circus], 1919. 
Pencil on paper, 18 ½ x 17 ¾ in. 
(47 x 45 cm). Private collection, 
Switzerland

84
La bagnante [The Bather], 1918. 
Oil on canvas, 28 ¼ x 21 ¾ in. 
(71.8 x 55.2 cm). Musei Civici di 
Arte e Storia, Brescia

Fundación Juan March
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83
Paese di tarantelle [Land 
of Tarantellas], 1918. Oil on 
canvas, 46 1/16 x 73 ⅝ in.  
(117 x 187 cm). Private 
collection, Switzerland
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1913–1927. Milan: Dinamo 
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138
Unknown photographer, 
Panoramagico [Panoramagic], 
after 1926. Photograph: 
gelatin silver print on fiber-
based paper, 15 ¾ x 11 7/16 in. 
(40 x 29 cm). MART, Archivio 
del ‘900, Fondo Depero 
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106
Teatro degli Indipendenti 
(Teatro sperimentale). 
Bragaglia. Girotondo. Dieci 
quadri di Arturo Schnitzler. 
Novita’ per l’Italia. Piazza 
Barberini [Theatre of the 
Independents (Experimental 
Theater). [Director: Anton 
Giulio] Bragaglia. Ring-around-
the-rosie. Ten Paintings by 
Arthur Schnitzler. Novelty 
in Italy. Piazza Barberini], 
1922. Poster: letterpress and 
lithograph on paper, 27 ¾ x  
12 ⅞ in. (70.5 x 32.7 cm). Merrill 
C. Berman Collection

129
Unknown artist, Teatro Lirico. 
Recite straordinare di Teresa 
Franchini e Mario Fumagalli. 
Il Tamburo Di Fuoco di F. T. 
Marinetti [Lyrical Theatre. 
Extraordinary Performance by 
Teresa Franchini and Mario 
Fumagalli. The Drum of Fire by 
F. T. Marinetti], c. 1924. Poster: 
letterpress on paper, 38 3/16 x  
19 ⅞ in. (97 x 50.5 cm). Merrill 
C. Berman Collection
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106 · THE "FUTURIST HOUSE OF ART" AND THE ART OF ADVERTISING (1919–1928)

P. 104
Unknown photographer, 
Fortunato Depero ritratto di 
profilo [Fortunato Depero 
Profile Portrait], 1922 (detail) 
[cat. 108]

88
Io e mia moglie [My Wife and I], 
1919. Oil on canvas, 44 ½ x  
37 ⅜ in. (113 x 95 cm). Private 
collection, Switzerland
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149
Casa d’Arte Futurista Depero, 
Rovereto [Depero Futurist 
House of Art, Rovereto],  
c. 1927. Postcard: letterpress 
and photogravure on paper, 
5 ⅝ x 3 ⅝ in. (14.3 x 9.3 cm). 
Archivio Depero
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Page from Depero futurista 
1913–1927. Milan: Dinamo 
Azari, 1927 [cat. 148]
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132
Exposition des arts décoratifs. 
Maison d’Art futuriste 
Depero, Rovereto [Exhibition 
of Decorative Arts. Depero 
Futurist House of Art, 
Rovereto], 1925. Postcard: 
letterpress and photogravure 
on paper, 3 11/16 x 5 ½ in. 
(9.4 x 14 cm). Archivo Lafuente

105
Casa d’Arte Futurista Depero, 
Rovereto [Depero Futurist 
House of Art, Rovereto], 
1922. Potstcard: letterpress 
and photogravure on paper, 
5 ⅝ x 3 ¾ in. (14.3 x 9.5 cm). 
Merrill C. Berman Collection

150
Unknown artist, Esposizione 
Casa d’Arte Futurista Depero 
[Depero Futurist House of Art 
Exhibition], Libreria Principato, 
Messina, May 5–14, 1927. 
Poster: letterpress on paper, 
27 9/16 x 39 ⅜ in. (70 x 100 cm). 
MART, Archivio del ‘900, Fondo 
Depero

Fundación Juan March
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164
Unknown photographer, 
Lavoranti della Casa d’Arte 
Depero a Rovereto [Workers 
at the Depero Futurist House 
of Art in Rovereto], 1928. 
Photograph: gelatin silver print 
on fiber-based paper, 10 ⅝ x  
13 in. (27 x 33 cm). MART, 
Archivio del ‘900, Fondo 
Depero

94
Unknown photographer, 
Lavorazione delle tarsie in 
panno nel salone di casa 
Keppel [Fabric inlay work in 
the sitting room of the Keppel 
House], Rovereto, 1920. 
Photograph: gelatin silver  
print on fiber-based paper,  
16 7/16 x 22 15/16 in. (41.8 x 58.3 cm). 
Studio fotografico B. Filippini, 
Rovereto. MART, Archivio del 
‘900, Fondo Depero

116
Rovente. Quindicinale futurista 
[Topical. Futurist Fortnightly], 
nos. 7–8 (Parma, May 19, 
1923). Magazine: letterpress 
and photogravure on paper, 
13 9/16 x 9 ⅞ in. (34.5 x 25 cm). 
MART, Archivio del ‘900, Fondo 
Depero

Fundación Juan March
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Page from Depero futurista 
1913–1927. Milan: Dinamo 
Azari, 1927 [cat. 148]
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Pages from Depero futurista 
1913–1927. Milan: Dinamo 
Azari, 1927 [cat. 148]
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189
11 bozzetti per coperchi di 
scatole intarsiate. Motivi 
decorativi per coperchi di 
scatole intarsiate [11 sketches 
for inlaid box lids. Decorative 
motifs for inlaid box lids],  
1925–30. India ink and 
watercolor on paper,  
13 ⅜ x 19 ⅜ in. (34 x 49.3 cm). 
MART, Museo di arte moderna 
e contemporanea di Trento e 
Rovereto

93
I selvaggi (progetto per arazzo) 
[Savages (Tapestry Design)], 
1920. Ink on paper,  
11 15/16 x 12 11/16 in. (30.3 x 32.3 cm). 
Courtesy Studio 53 Arte, 
Rovereto

Fundación Juan March
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97
Diavolo di caucciù [Rubber 
Devil], 1920. Pieced wool on 
cotton, 23 13/16 x 23 ⅝ in.  
(60.5 x 60 cm). Private 
collection, Switzerland

96
Due maschere tropicali  
[Two Tropical Masks], 1920. 
Pieced wool on cotton, 
54 5/16  x 38 9/16 in. (138 x 98 cm). 
Private collection, Switzerland

Fundación Juan March
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98
Studio per Cavalcata fantastica 
[Study for Fantastical Ride], 
1920. Pencil on paper, 18 ⅞ x  
23 in. (48 x 58.5 cm). Private 
collection, Switzerland

100
Cavalcata fantastica 
[Fantastical Ride], 1920. Pieced 
wool on burlap, 93 5/16  x 148 in.  
(237 x 376 cm). Private 
collection, Switzerland

Fundación Juan March
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99
Città meccanizzata dalle ombre 
[City Mechanized by Shadows], 
1920. Oil on canvas, 46 ⅞ x 74 in.  
(119 x 188 cm). Private collection,  
Switzerland

Fundación Juan March
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101
Flora e fauna magica [Magical 
Flora and Fauna], 1920. Oil on 
canvas, 51 3/16 x 77 15/16 in.  
(130 x 198 cm). Private 
collection, Switzerland

Fundación Juan March
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110
Unknown photographer, 
Depero prima di un volo 
[Depero before a Flight] and 
Depero dopo il volo [Depero 
after the Flight], Turin, 1922. 
Photographs: gelatin silver 
prints on fiber-based paper, 
3 ⅛ x 4 ⅛ in. (8 x 10.5 cm) each. 
MART, Archivio del ‘900, Fondo 
Depero
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239
Primo schizzo di Nitrito in 
velocità [First sketch for 
Speeding Nitrite], 1932. 
Ink on paper, 7 ⅞ x 13 ¾ in. 
(20 x 35 cm). Private collection, 
Switzerland

Fundación Juan March
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104
Ritratto psicologico 
dell’aviatore Azari 
[Psychological Portrait of the 
Pilot Azari], 1922. Oil on canvas, 
55 ⅛ x 36 ⅝ in. (140 x 93 cm). 
Private collection, Brescia
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Pages from Depero futurista 
1913–1927. Milan: Dinamo 
Azari, 1927 [cat. 148]
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258
Filippo Masoero, Caproni 
Airplane, c. 1935. 
Photomontage: gelatin silver 
print on fiber-based paper, 
7 x 9 7/16 in. (17.8 x 24 cm). 
Merrill C. Berman Collection

248
Filippo Masoero, The Atlanticis 
Fly over Costantino’s Arch 
in Rome, 1933. Photograph: 
gelatin silver print on fiber-
based paper, 11 ⅞ x 16 ¼ in. 
(30.2 x 41.2 cm). Merrill C. 
Berman Collection

259
Filippo Masoero, Untitled, 
c. 1935. Photomontage: 
gelatin silver print on fiber-
based paper, 4 ⅝ x 5 ⅞ in. 
(12 x 14.9 cm). Merrill C. 
Berman Collection

178
Primo dizionario aereo italiano  
[First Italian Aviation Dictionary]  
by Filippo Tommaso 
Marinetti and Fedele Azari. 
Milan: Morreale, 1929. Book: 
letterpress on paper, 7 x 4 ⅞ in.  
(17.8 x 12.3 cm). L’Arengario 
Studio Bibliografico
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212
Bruno Munari, They have even 
invented this, the world has 
gone mad, c. 1930. Photocollage 
on card, 9 ⅜ x 7 in. (23.4 x 
17.3 cm). Merrill C. Berman 
Collection

210
Bruno Munari, Aeronautica 
italiana [Italian Air Force], 
c. 1930. Photomontage: 
gelatin silver print on fiber-
based paper, 8 ¾ x 6 ¾ in. 
(22.2 x 17.1 cm). Merrill C. 
Berman Collection

209
Bruno Munari, Forze 
dell’impero [Forces of the 
Empire], c. 1930. Photocollage 
on card, 26 ⅛ x 19 in. 
(66.3 x 48.2 cm). Merrill C. 
Berman Collection

211
Bruno Munari, Airplane, c. 1930.  
Photograph: gelatin silver 
print on fiber-based paper, 
11 ⅝ x 7 ⅞ in. (29.5 x 20 cm). 
Merrill C. Berman Collection

Fundación Juan March



132 · THE "FUTURIST HOUSE OF ART" AND THE ART OF ADVERTISING (1919–1928)

108
Unknown photographer, 
Fortunato Depero ritratto di 
profilo [Fortunato Depero 
Profile Portrait], 1922. 
Photograph: gelatin silver print  
on fiber-based paper, 4 ¾ x  
3 ⅜ in. (12 x 8.5 cm). Stab. 
d’arte fotografica A. S. Biasiori, 
Trento. MART, Archivio del 
‘900, Fondo Depero

109
Unknown photographer, Filippo 
Tommaso Marinetti, 1922. 
Photograph: gelatin silver 
print on fiber-based paper, 
5 ½ x 3 9/16 in. (14 x 9 cm). La 
Serenissima. MART, Archivio 
del ‘900, Fondo Depero
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Page from Depero futurista 
1913–1927. Milan: Dinamo 
Azari, 1927 [cat. 148]
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Pages from Depero futurista 
1913–1927. Milan: Dinamo 
Azari, 1927 [cat. 148]
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Doppio ritratto di Marinetti 
[Double Portrait of Marinetti], 
1923. Collage, 18 ½ x 24 13/16 in. 
(47 x 63 cm). Private collection, 
Switzerland

Fundación Juan March
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Pages from Depero futurista 
1913–1927. Milan: Dinamo 
Azari, 1927 [cat. 148]
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114
Panciotto futurista di 
Marinetti, Panciotto “serpenti” 
[Marinetti’s Futurist Gilet, 
“Serpents” Vest], c. 1923. Vest: 
pieced wool and cotton,  
22 13/16 x 22 1/16 in. (58 x 56 cm). 
Private collection

115
Panciotto futurista di Depero 
[Depero’s Futurist Gilet], 1923. 
Vest: pieced wool and cotton, 
20 ½ x 17 ¾ in. (52 x 45 cm). 
Private collection, Switzerland
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89
Selvaggetto [Little Wild 
Thing], 1919. Painted 
wood, 10 1/16 x 4 ¾  x 1 ⅜ in. 
(25.5 x 12 x 3.5 cm). Private 
collection, Switzerland 

117
Mangiatori di cuori [Heart 
Eaters], 1922–23. Painted wood, 
14 3/16 x 9 1/16 x 3 15/16 in.  
(36 x 23 x 10 cm). Private 
collection, Switzerland 

118
Cavaliere piumato [Plumed 
Knight], 1923. Painted wood, 
38 3/16 x 36 ⅝ x 17 ¾ in. 
(97 x 93 x 45 cm). Private 
collection, Switzerland

112
Unknown photographer,  
La grande selvaggia [Large 
Savage], c. 1º923. Photograph: 
gelatin silver print on fiber-
based paper, 16 ⅜ x 12 in. 
(41.5 x 30.5 cm). MART, 
Archivio del ‘900, Fondo 
Depero

131
Unknown photographer, 
Martellatori macchina 
[Machine Hammerers], 1925. 
Photograph: gelatin silver 
print on fiber-based paper, 
12 x 15 ¾ in. (30.5 x 40 cm). 
MART, Archivio del ‘900, Fondo 
Depero

Fundación Juan March
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135
Trentino. Rivista e Bollettino 
della Legione Trentina 
[Trentino. Journal and Bulletin 
of the Tridentine Legion], 
year V, no. 7 (1925). Magazine: 
letterpress on paper, 12 x  
9 ¼ in. (30.5 x 23.4 cm). Archivo 
Lafuente

Fundación Juan March
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111
NOI. Rivista d’Arte Futurista 
[NOI. Futurist Art Journal], 
no. 1 (April 1923). Magazine: 
letterpress on paper, 13 ½ x  
9 ¾ in. (34.3 x 24.8 cm). Merrill 
C. Berman Collection

130
NOI. Rivista d’Arte Futurista 
[NOI. Futurist Art Journal], 
nos. 10–12 (Autumn 1925). 
Magazine: letterpress on paper, 
13 9/16 x 9 ¾ in. (34.5 x 24.8 cm). 
Archivio Depero

107
Tutti all’inferno!!! Cabaret del 
Diavolo [Everyone to Hell!!! 
The Devil’s Cabaret], 1922. 
Invitation: lithograph on card, 
5 ½ x 3 ½ in. (14 x 8.8 cm). 
Archivio Depero
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122
Spazialità lunari, o Convengo 
in uno smeraldo [Lunar Space, 
or Meeting within an Emerald], 
1924. Oil on canvas, 39 ⅜ x  
37 ⅜ in. (100 x 95 cm). Private 
collection, Switzerland

127
Gara ippica tra le nubi 
[Horserace among the Clouds], 
1924. Oil on canvas, 44 ⅛ x  
49 ¼ in. (112 x 125 cm). Private 
collection

Fundación Juan March
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143
Alto paesaggio d’acciaio (Alba 
e tramonto sulle Alpi) [High 
Landscape of Steel (Dawn 
and Sunset in the Alps)], 1927. 
Oil on canvas, 35 ½ x 52 in. 
(90 x 132 cm). MART, Museo di 
arte moderna e contemporanea 
di Trento e Rovereto, long-
term loan
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144
Scarabeo veneziano  
(Il gondoliere) [Venetian Beetle 
(The Gondolier)], 1927.  
Oil on canvas, 23 ⅝ x 35 ½ in. 
(60 x 90 cm). Private 
collection, Milan

Fundación Juan March
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128
Mandorlato Vido [Vido Nougat], 
1924. Poster: lithograph 
on paper, 55 ⅛ x 39 ⅜ in. 
(140 x 100 cm). Massimo & 
Sonia Cirulli Archive

126
Linoleum – il pavimento 
moderno [Linoleum – The 
Modern Flooring] (1924). 
Magazine: photogravure 
on paper, 14 3/16 x 11 in. 
(36 x 28 cm). Private collection

139
La Rivista Illustrata del 
Popolo d’Italia [The Illustrated 
Magazine of the Italian People], 
no. 9 (1926). Magazine cover:  
lithograph on paper, 13 ¼ x  
9 ⅝ in. (33.5 x 24.5 cm). Private 
collection

140
La Rivista Illustrata dell 
Popolo d’Italia [The Illustrated 
Magazine of the Italian People], 
no. 1 (1927). Magazine cover: 
lithograph on paper, 13 ¼ x  
9 ⅝ in. (33.5 x 24.5 cm). Private 
collection

145
Buona Pasqua [Happy Easter], 
1927. Advertisement: lithograph 
on card, 13 ⅜ x 9 7/16 in. 
(34 x 24 cm). Private collection

146
1919. Rassegna Mensile 
Illustrata [1919. Monthly 
Illustrated Review], no. 3 (1927). 
Magazine: lithograph on paper, 
13 ¼ x 9 ⅝ in. (33.5 x 24.5 cm). 
Private collection

152
Emporium, vol. LXVI, no. 396 
(1927). Magazine: photogravure 
on paper, 10 ⅝ x 7 ⅞ in. 
(27 x 20 cm). Archivo Lafuente

Fundación Juan March
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Bitter Campari l’aperitivo 
[Bitter Campari the Aperitif], 
1928. Poster: lithograph on 
paper, 38 9/16 x 26 9/16 in. 
(98 x 67.5 cm). Massimo & 
Sonia Cirulli Archive

123
VIII Mostra d’arte di Como [VIII 
Como Art Fair], 1924. Poster: 
lithograph on paper, 27 ½ x  
19 ⅞ in. (70 x 50 cm). Merrill C. 
Berman Collection

134
G. Verzocchi V&D Mattoni 
Refrattari [G. Verzocchi, V&D 
Refractory Bricks], 1924–25. 
Ink on paper, 13 ¼ x 9 ¼ in. 
(33.5 x 23.5 cm). Merrill C. 
Berman Collection
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147
1919. Rassegna Mensile 
Illustrata [1919. Monthly 
Illustrated Review], no. 11 (1927). 
Magazine: lithograph on paper, 
13 ¼ x 9 ⅝ in. (33.5 x 24.5 cm). 
Private collection

142
Attività della Venezia 
Tridentina [Activities of 
Tridentine Venice], 1927. 
Advertisement: lithograph 
on card, 11 13/16 x 9 7/16 in. 
(30 x 24 cm). Private collection

151
Padiglione del Libro Bestetti 
Tumminelli Treves alla III 
Mostra Internazionale delle 
Arti Decorative [Bestetti, 
Tumminelli and Treves Book 
Pavilion at the III International 
Exhibition of Decorative Arts], 
Monza, 1927. Photograph: 
gelatin silver print on fiber-
based paper, 9 1/16 x 11 ¼ in. 
(23 x 28.5 cm). MART, Archivio 
del ‘900, Fondo Depero

Fundación Juan March
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125
Padiglione pubblicitario  
[Trade Fair Pavilion], 1924. Ink 
on paper, 17 ⅛ x 12 13/16 in. 
(43.5 x 32.5 cm). Courtesy 
Studio 53 Arte, Rovereto

Fundación Juan March
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Pages from Depero futurista 
1913–1927. Milan: Dinamo 
Azari, 1927 [cat. 148]
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Page from Depero futurista 
1913–1927. Milan: Dinamo 
Azari, 1927 [cat. 148]
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155
Corsa in salita Trento-
Bondone [Trento-Bondone 
Hill Climb Race], July 22, 1928. 
Advertisement: lithograph 
on card, 9 5/16  x 6 ¾ in. 
(23.6 x 17 cm). Archivo 
Lafuente

124
Richard Ginori, 1924. 
Advertisement: lithograph 
on card, 9 ⅛ x 6 ⅞ in. 
(23.2 x 17.5 cm). Merrill C. 
Berman Collection

157
La Rivista Illustrata del 
Popolo d’Italia [The Illustrated 
Magazine of the Italian 
People], year VI, no. 10 (1928). 
Magazine: letterpress and 
lithograph on paper, 13 ¼ x  
9 ⅝ in. (33.5 x 24.5 cm). 
Archivo Lafuente

158
Citrus, 1928. Postcard: 
lithograph on card, 3 ½ x  
5 ⅝ in. (8.8 x 14.3 cm). Merrill C. 
Berman Collection

159
1919, 1928. Magazine cover: 
lithograph on paper, 15 ⅛ x  
10 ⅜ in. (38.5 x 26.3 cm). Merrill 
C. Berman Collection

154
1928, 1927. Calendar cover: 
collage on paper, 12 ⅝ x  
15 in. (32 x 38.1 cm). Merrill C. 
Berman Collection
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153
Motociclista, solido in velocità 
[Biker, Solidified in Speed], 
1927. Oil on canvas, 46 1/16 x  
64 ⅜ in. (117 x 163.5 cm). 
Private collection, Switzerland
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Pages from Depero futurista 
1913–1927. Milan: Dinamo 
Azari, 1927 [cat. 148]

Fundación Juan March



165165

Fundación Juan March



166166166

Page from Depero futurista 
1913–1927. Milan: Dinamo 
Azari, 1927 [cat. 148]
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Progetto per padiglioni 
pubblicitari Casa d’Arte 
Futurista Depero [Pavilion 
Design for the Depero Futurist 
House of Art], 1927–28. 
Pencil on paper, 12 3/16 x 12 in. 
(31 x 30.4 cm). MART, Museo di 
arte moderna e contemporanea 
di Trento e Rovereto

242
Bozzetto di padiglione per 
la ditta Davide Campari & 
C. [Sketch of Pavilion for 
the Davide Campari & C. 
Company], 1933. India ink 
on card, 15 ¾ x 14 9/16 in. 
(40 x 37 cm). Galleria Campari

Fundación Juan March
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185
Cordial Campari, 1929. India ink 
on card, 21 ⅞ x 15 3/16 in. (55.5 x 
40.2 cm). Galleria Campari

218
Paesaggio quasi tipografico 
Cordial Campari [Cordial 
Campari Quasi-typographic 
Landscape], 1930–31. India ink 
on card, 23 ⅝ x 15 9/16 in. (60 x 
39.5 cm). Galleria Campari

194
Cordial Campari – New York, 
1929–30. India ink on card,  
21 15/16 x 15 ⅝ in. (55.7 x 39.7 cm). 
Galleria Campari

224
Il nuovo semaforo Bitter Cordial 
Campari [The New Bitter 
Cordial Campari Traffic Lights], 
1931. India ink on card, 17 5/16 x 

12 ⅝ in. (44 x 32 cm). Galleria 
Campari
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Campari, 1931. India ink on card, 
15 9/16 x 16 ⅜ in. (39.5 x 41.5 cm). 
Galleria Campari
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227
Bitter Cordial Campari gli unici 
che si salvano [Bitter Cordial 
Campari, The Only Ones 
Saved], 1931. India ink on card, 
16 15/16 x 13 ¼ in. (43 x 33.5 cm). 
Galleria Campari

229
Un triplice evviva [Three 
Hurrahs], 1931. India ink on 
card, 16 ¾ x 12 ¾ in. (42.5 x 
32.4 cm). Galleria Campari

Fundación Juan March
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Bitter Cordial, 1928. India ink 
on card, 12 11/16 x 10 ¾ in. (32.3 x 
27.4 cm). Galleria Campari

226
Palestra tipografica 
[Typographic Parade], 1931. 
India ink on card, 20 1/16 x  
15 ½ in. (51 x 39.3 cm). Galleria 
Campari

160
Con un occhio vidi un Cordial 
con l’altro un Bitter Campari 
[With an Eye I Saw a Cordial, 
with the Other a Bitter 
Campari], 1928. India ink on 
card, 13 ¼ x 11 7/16 in. (33.7 x 
29.1 cm). Galleria Campari

Fundación Juan March



172 · THE "FUTURIST HOUSE OF ART" AND THE ART OF ADVERTISING (1919–1928)

225
Segnalazioni di Gerbino 
[Gerbino Signals], 1931. India 
ink on card, 12 ½ x 12 ⅜ in. 
(31.8 x 31.5 cm). Galleria 
Campari

231
Esperimento spiritico [Spirits 
Experiment], 1931. India ink on 
card, 7 ⅞ x 8 ¼ in. (20 x 21 cm). 
Galleria Campari

Fundación Juan March
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232
Spirale Cordial Campari liquor 
[Cordial Campari Liquor Spiral], 
1931. India ink on card, 12 ⅝ x 
13 9/16 in. (32 x 34.5 cm). Galleria 
Campari

230
Viale delle esclamazioni 
[Exclamation Avenue], 1931. 
India ink on card, 9 5/16 x  
12 13/16 in. (23.7 x 32.5 cm). 
Galleria Campari

Fundación Juan March
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136
Pupazzo Campari [Campari 
Doll], c. 1925. Painted 
wood, 25 x 18 ⅛ x 11 7/16 in. 
(63.5 x 46 x 29 cm). Collezione 
M. Carpi, Rome

Fundación Juan March
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238
La Rivista Illustrata dell 
Popolo d’Italia [The Illustrated 
Magazine of the Italian People], 
no. 2 (1932). Magazine cover: 
letterpress on paper, 13 ¼ x 
9 ⅝ in. (33.5 x 24.5 cm). Private 
collection

141
Unica (Cioccolato): “Uova a 
sorpresa” [Unica (Chocolate) 
“Surprise Eggs”], 1927. 
Advertisement: lithograph 
on card, 13 ⅜ x 9 7/16 in. 
(34 x 24 cm). Private collection
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148
Depero Futurista 1913–1927. 
Milan: Dinamo Azari, 1927. 
Book: letterpress on paper, 
9 ⅝ x 12 9/16 in. (24.5 x 31.9 cm). 
Three copies on display: 
Private collection, Switzerland; 
Private collection; and MART, 
Archivio di Nuova Scrittura, 
Collezione Paolo Della Grazia
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162
Centrale di azione [Action 
Headquarters], 1928. Photo 
collage, 7 ⅞ x 12 3/16 in. 
(20 x 31 cm). MART, Museo di 
arte moderna e contemporanea 
di Trento e Rovereto

137
Exhibition of Modern Italian 
Art. New York, Italy America 
Society, 1926. Catalogue: 
letterpress and photogravure 
on paper, 10 ¼ x 7 ⅞ in. 
(26 x 20 cm). MART, Archivio 
del ‘900, Fondo Depero

163
Automobile verde di lusso 
(Autentica New York). Pagina 
parolibera [Green Luxury 
Car (Authentic New York). 
Free-word composition], 
1928. India ink on paper, 
9 15/16 x 8 in. (25.3 x 20.4 cm). 
MART, Museo di arte moderna 
e contemporanea di Trento e 
Rovereto

Fundación Juan March
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P. 180 
Mario Castagneri, Fortunato 
Depero a New York [Fortunato 
Depero in New York], 1930–32. 
Photomontage: gelatin silver 
print on fiber-based paper, 
affixed to card, 11 13/16 x 9 7/16 in. 
(30 x 24 cm). MART, Archivio 
del ‘900, Fondo Depero

237 
Mario Castagneri, Depero 
e grattacieli [Depero and 
Skyscrapers], c. 1932. 
Photomontage: gelatin silver 
print on fiber-based paper, 
affixed to card, 11 13/16 x 9 7/16 in. 
(30 x 24 cm). MART, Archivio 
del ‘900, Fondo Depero
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216
Quattro istantanee di Depero 
realizzate a New York [Four 
Shots Taken by Depero in New 
York], 1928–30. Photographs: 
gelatin silver print on fiber-
based paper, affixed to card, 
9 ¼ x 6 ⅝ in. (23.4 x 16.8 cm). 
Private collection
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173
Hotel Manhattan, c. 1929. 
Postcard: photogravure on 
card, touched up by the artist, 
5 7/16 x 3 ¼ in. (13.8 x 8.3 cm). 
Merrill C. Berman Collection

172
Futurismo [Futurism] and 
Distruggiamo i musei [Let’s 
Destroy the Museums], 1929. 
Postcards: photogravure on 
card, touched up by the artist, 
5 ½ x 3 ½ in. (14 x 8.8 cm) and 
3 ½ x 5 ½ in. (8.8 x 14 cm). 
Archivio Depero
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167
Secolo XX [20th Century],  
no. 6 (1929). Magazine cover: 
lithograph on paper, 15 ¼ x  
11 ⅝ in. (38.7 x 29.5 cm). Merrill 
C. Berman Collection

166
Secolo XX [20th Century], 1928. 
Oil on board, 25 ¼ x 19 ⅝ in.  
(64.1 x 49.8 cm). Merrill C. 
Berman Collection
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168 
Depero Modernist Paintings 
and Tapestries. Guarino Gallery, 
New York, January 8 – February 
8, 1929. Brochure: letterpress  
on paper, 9 7/16 x 7 ⅞ in. 
(24 x 20 cm) folded. MART, 
Archivio del ‘900, Fondo 
Depero

182
“Il futurista Depero alle Gallerie 
Guarino” [The Futurist Depero 
at the Guarino Gallery], Corriere 
d’America (New York, January 
10, 1929). Newspaper page: 
letterpress and photogravure 
on paper, affixed to card,  
16 ¾ x 11 13/16 in. (42.5 x 30 cm). 
MART, Archivio del ‘900, Fondo 
Depero 
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176
Mostra Depero a New York (a 
la sala del Fascio Femminile) 
[Depero Exhibition in New 
York (at the Fascio Margherita 
di Savoia)], 1929. Invitation: 
letterpress on card, 3 ¾ x 6 ⅝ 
in. (9.5 x 16.8 cm). Archivio 
Depero

175
Unknown photographer, Mostra 
Depero a New York (a la sala 
del Fascio Femminile) [Depero 
Exhibition in New York (at the 
Fascio Margherita di Savoia)], 
1929. Photograph: gelatin silver 
print on fiber-based paper, 
affixed to card, 8 11/16 x 11 ¼ in. 
(22 x 28.5 cm). Archivio Depero

Fundación Juan March
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174
Mr. & Mrs. Nathan Jacobson, 
1929. Christmas card: lithograph 
on card, 4 3/16 x 5 7/16 in. 
(10.6 x 13.8 cm). Archivio 
Depero

177
Christmas Greetings, for 
Dance Magazine (New York, 
December 1929). Magazine ad: 
lithograph on paper, 12 11/16 x 
9 ⅝ in. (32.3 x 24.5 cm). Private 
collection 

Fundación Juan March
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Atlantica [Atlantic] (June-July 
1929). Magazine: letterpress 
and photogravure on paper, 
9 ⅝ x 6 ½ in. (24.5 x 16.5 cm). 
MART, Archivio del ‘900, Fondo 
Depero 

171 
Movie Makers, vol. IV,  
no. 12 (December 1929).  
Magazine: letterpress and  
lithograph on paper, 12 x  
9 ¼ in. (30.5 x 23.5 cm). MART, 
Archivio del ‘900, Fondo 
Depero 

169 
Depero Futurist Art, 1929. Flyer: 
letterpress on paper, 3 ¾ x  
4 ¾ in. (9.5 x 12 cm). MART, 
Archivio del ‘900, Fondo 
Depero

Fundación Juan March
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180
Luna park. Esplosione 
tipografica (Montagne russe 
a Coney Island) [Luna Park. 
Typographic Explosion (Roller 
Coaster in Coney Island)],  
1929. India ink on paper,  
19 x 11 ⅞ in. (48.2 x 30.2 cm). 
MART, Museo di arte moderna 
e contemporanea di Trento e 
Rovereto

179
Festa di bambini-strilli. 
Pagina parolibera [Party of 
Children-Screams. Free-word 
Composition], 1929. India 
ink on paper, 14 3/16 x 10 ¼ in. 
(36 x 26 cm). MART, Museo di 
arte moderna e contemporanea 
di Trento e Rovereto

Fundación Juan March
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188
Famiglia negra in Elevated 
[Black Family in Elevated 
Train], 1929. Tempera and 
pencil on paper, 20 ½ x  28 ¾ in. 
(52 x 73 cm). MART, Museo di 
arte moderna e contemporanea 
di Trento e Rovereto

187 
Carne e putrelle [Meat and 
Beams], 1929. India ink on 
paper, 18 5/16  x 14 9/16 in. 
(46.5 x 37 cm). MART, Museo di 
arte moderna e contemporanea 
di Trento e Rovereto

Fundación Juan March
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203
Broadway, folla, Roxy Theater 
[Broadway, Crowd, Roxy 
Theater], 1930. India ink and 
tempera on paper, 17 5/16  x 24 in. 
(44 x 61 cm). MART, Museo di 
arte moderna e contemporanea 
di Trento e Rovereto

201
Macchinismo babelico 
[Mechanization of Babel], 1930. 
India ink on paper, 15 ¾ x 
18 ⅞ in. (40 x 48 cm). MART, 
Museo di arte moderna e 
contemporanea di Trento  
e Rovereto

Fundación Juan March
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202
Broadway, vetrine - folla -  
macchine - Paramount 
[Broadway, Windows – Crowds 
– Cars – Paramount], 1930. 
India ink and tempera on paper,
23 x 27 ½ in. (58.8 x 69.7 cm). 
MART, Museo di arte moderna 
e contemporanea di Trento e 
Rovereto

204
Subway (Folla ai treni 
sotterranei) [Subway (Crowded 
Underground Trains], 1930. 
India ink and tempera on card, 
23 ⅝ x 35 ½ in. (60 x 90 cm). 
Collezione M. Carpi, Rome 

Fundación Juan March
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206
Grattacieli e subway per “The 
New Babel” [Skyscrapers and 
Subway for “The New Babel”], 
1930. Ink and watercolor 
on paper, 16 1/16 x 18 7/16 in. 
(40.8 x 46.8 cm). MART, 
Museo di arte moderna e 
contemporanea di Trento  
e Rovereto

205
Bozzetto di scenario mobile 
per il balletto “The New Babel” 
[Sketch of Mobile Set for the 
Dance “The New Babel”], 1930. 
India ink and tempera on paper, 
15 ¾ x 19 9/16 in. (40 x 49.7 cm). 
MART, Museo di arte moderna 
e contemporanea di Trento e 
Rovereto

Fundación Juan March
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200
L’innaffiatore delle vie di 
New York [New York Road 
Sprinkler], 1930. Ink and 
tempera on card, 16 ⅛ x  
14 9/16 in. (41 x 37 cm). Courtesy 
Studio 53 Arte, Rovereto

Fundación Juan March
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184
Big Sale (Mercato di Down-
Town) [Big Sale (Downtown 
Market)], 1929. Oil on canvas, 
45 11/16 x 72 7/16 in. (116 x 184 cm). 
Courtesy Studio 53 Arte, 
Rovereto

Fundación Juan March
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181
“Depero – Italian Modernist 
Shows His Sensational 
Paintings and Tapestries 
Here,” The New York Sun 
(New York, January 12, 1929). 
Newspaper cutting: letterpress 
and photogravure on paper, 
affixed to card, 21 7/16 x 15 ¾ in. 
(54.5 x 40 cm). MART, Archivio 
del ‘900, Fondo Depero

183
“F. P. Marinetti glorificato dal 
pittore Depero” [F. P. (sic) 
Marinetti Glorified by the 
Painter Depero], Corriere 
d’America (New York, June 
9, 1929). Newspaper page: 
letterpress and photogravure 
on paper, 16 ½ x 12 3/16 in. 
(42 x 31 cm). Private collection

Fundación Juan March
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195
Nove teste con capello [Nine 
Heads with Hat], 1929–30. 
Pieced wool on cotton,  
18 ⅛ x 18 ⅞ in. (46 x 48 cm). 
Private collection, Switzerland

217
News Auto Atlas, New York, 
1930. Road map: letterpress  
and lithograph on card,  
12 13/16 x 9 7/16 in. (32.5 x 24 cm). 
MART, Archivio del ‘900, Fondo 
Depero

Fundación Juan March
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186
Bozzetto per locandina 
pubblicitaria De Marinis & Lorie 
[Sketch for De Marinis & Lorie 
Advertising Poster], 1929. India 
ink on paper, 16 ½ x 12 ⅝ in. 
(42 x 32 cm). MART, Museo di 
arte moderna e contemporanea 
di Trento e Rovereto

Fundación Juan March
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190
Bozzetto pubblicitario per 
il Ristorante Zucca (Corsa 
di cameriere) [Sketch 
for Ristorante Zucca 
Advertisement (Running 
Waiter)], 1930. India ink and 
pencil on paper, 13 13/16 x  
17 9/16 in. (35.1 x 44.6 cm). 
MART, Museo di arte moderna 
e contemporanea di Trento e 
Rovereto

191
Bozzetto per il Ristorante 
Zucca (Scorcio dell’interno) 
[Sketch for Ristorante Zucca 
Advertisement (View of the 
Interior)], 1930. Pencil on paper, 
12 x 9 in. (30.5 x 22.8 cm). 
MART, Museo di arte moderna 
e contemporanea di Trento e 
Rovereto

192
Unknown photographer, 
Restaurante Zucca in New 
York decorated by Fortunato 
Depero, c. 1960. Photograph: 
gelatin silver print on fiber-
based paper, 7 1/16 x 9 7/16 in. 
(18 x 24 cm). Archivio Depero

Fundación Juan March
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193
Bozzetto per pubblicità Venus 
Pencils [Sketch for Venus 
Pencils Advertisement], 
1929–30. India ink on paper,  
17 ⅛ x 14 ¼ in. (43.4 x 36.1 cm). 
MART, Museo di arte moderna 
e contemporanea di Trento e 
Rovereto

234
Donna matita per pubblicità 
Venus Pencils [Miss Pencil for 
Venus Pencils Advertisement], 
1929–31. India ink and pencil 
on paper, 15 11/16 x 13 ¼ in. 
(39.9 x 33.6 cm). MART, 
Museo di arte moderna e 
contemporanea di Trento  
e Rovereto

Fundación Juan March
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196
Bozzeto per pubblicità Venus 
Pencils [Sketch for Venus 
Pencils Advertisement], 
1929–30. Collage, 12 x  19 ⅞ in.  
(30.5 x 50.5 cm). MART, 
Museo di arte moderna e 
contemporanea di Trento  
e Rovereto

Fundación Juan March
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Bozzeto di copertina per 
“Vogue” [Sketch for Vogue 
Cover], 1930. Collage, 17 15/16 x 
13 9/16 in. (45.6 x 34.5 cm). 
MART, Museo di arte moderna 
e contemporanea di Trento e 
Rovereto, long-term deposit 

197
Bozzeto di copertina per 
“Vanity Fair” [Sketch for Vanity 
Fair Cover], 1930. Collage, 
18 ⅛ x 14 in. (46 x 35.5 cm). 
MART, Museo di arte moderna 
e contemporanea di Trento e 
Rovereto, long-term deposit 

199
Vanity Fair (New York, July 
1930). Magazine cover: 
lithograph on paper, 12 ⅞ x  
9 ¾ in. (32.7 x 24.7 cm). Private 
collection

222
Vanity Fair (New York, March 
1931). Magazine: lithograph 
on paper, 12 ¾ x 9 ⅞ in. 
(32.3 x 25 cm). Merrill C. 
Berman Collection

Fundación Juan March
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214
Sparks (New York, September 
1930). Magazine cover: 
lithograph on paper, affixed to 
card, 11 x 16 ⅛ in. (28 x 41 cm) 
spread. Private collection

Fundación Juan March
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Gebrauchsgraphik – 
International Advertising Art, 
volume with bound issues 
nos. 1, 2, 4, 6, 7 and 8, 1930. 
Magazine: letterpress and 
photogravure on paper,  
11 13/16 x 9 ¼ in. (30 x 23.5 cm).
Private collection 

233
New York, film vissuto. Primo 
libro parolibero sonoro [New 
York – A Lived Film. First Free-
word Audio Book]. Rovereto: 
n.p., 1931. Book: letterpress 
and photogravure on paper, 
6 ⅛ x 9 7/16 in. (15.6 x 24 cm). 
Two copies on display: Merrill 
C. Berman Collection and 
Archivo Lafuente

Fundación Juan March
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208
Unknown photographer, 
Motonave “Roma”: ponti 
[“Rome” Steamship: Deck], 
October 1930. Photograph: 
gelatin silver print on fiber-
based paper, affixed to card,  
9 1/16 x 19 1/16 in. (23 x 50 cm). 
MART, Archivio del ‘900, Fondo 
Depero 

Fundación Juan March
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“Depero a New York” [Depero 
in New York], La Sera (Milan, 
February 25, 1931). Newspaper 
page: letterpress and 
photogravure on paper,  
23 x 16 ⅜ in. (58.5 x 41.5 cm). 
Archivio Depero

Fundación Juan March
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Pages from Depero futurista 
1913–1927. Milan: Dinamo 
Azari, 1927 [cat. 148]

Fundación Juan March
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Filippo Tommaso Marinetti, 
Almanacco Italia veloce [Fast 
Italy Almanac], 1930. Leaflet: 
letterpress and photogravure 
on paper, with handwritten 
notes, 11 ⅜ x 8 ⅞ in. 
(28.9 x 22.5 cm) folded. Merrill 
C. Berman Collection

Fundación Juan March
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221
“Poeti futuristi – l’autunno 
futurista” [Futurist Poets: The 
Futurist Autumn], Futurismo 
[Futurism], year I, no. 15  
(Rome, December 18, 1931).  
Magazine page: letterpress  
and photogravure on paper, 
25 x 17 ¼ in. (63.5 x 43.8 cm). 
Archivio Depero 

Fundación Juan March
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Unknown artist, Simultanina, 
1931. Flyer: letterpress 
on paper, 13 ⅝ x 9 ¾ in. 
(34.6 x 24.8 cm). Merrill C. 
Berman Collection

250
Unknown artist [Mino 
Somenzi]. Grande Mostra 
Nazionale d’Arte Futurista 
[National Exhibition of Futurist 
Art], 1933. Poster: letterpress 
on paper, 27 11/16 x 13 1/16 in. 
(70.3 x 33.1 cm). Merrill C. 
Berman Collection

Fundación Juan March
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236
Depero New-Jork Nuova 
Babele [Depero New Jork (sic) 
New Babel], c. 1932. Poster: 
letterpress on paper, 39 ⅜ x  
27 9/16 in. (100 x 70 cm). MART, 
Archivio del ‘900, Fondo 
Depero 

235
“La prima mostra 
dell’ambientazione e della 
moda a Torino” [First Interior 
Decoration and Fashion 
Exhibition in Turin], La Citta’ 
Nuova, year I, no. 7 (Turin, June 
15, 1932). Magazine cover: 
letterpress and photogravure 
on paper, 21 ¾  x 16 ⅜ in. 
(55.3 x 41.6 cm). Merrill C. 
Berman Collection

Fundación Juan March
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244
Dinamo Futurista [Futurist 
Dynamo], year I, no. 1 
(Rovereto, February 1933). 
Magazine: letterpress and 
photogravure on paper,  
16 ⅛ x 11 13/16 in. (41 x 30 cm). 
MART, Archivio del ‘900, Fondo 
Depero 

245
Dinamo Futurista [Futurist 
Dynamo], year I, no. 2 
(Rovereto, March 1933). 
Magazine: letterpress and 
photogravure on paper,  
16 ⅛ x 11 13/16 in. (41 x 30 cm). 
MART, Archivio del ‘900, Fondo 
Depero

223
Numero unico futurista 
Campari [Campari Futurist 
Single Edition]. Milan: F. 
Depero/D. Campari, 1931. Book: 
letterpress and lithograph 
on paper, 6 ⅛ x 9 7/16 in. 
(15.6 x 24 cm). Archivo 
Lafuente

Fundación Juan March
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246
Dinamo Futurista. Numero 
speciale per le onoranze ad 
Umberto Boccioni [Futurist 
Dynamo. Special Issue in Honor 
of Umberto Boccioni], nos. 
3–5 (Rovereto, June 1933). 
Magazine: letterpress on paper, 
13 9/16 x 9 ⅝ in. (34.5 x 24.5 cm). 
MART, Archivio del ‘900, Fondo 
Depero

252
Futurismo [Futurism], year II, 
no. 40 (Rome, June 11, 1933). 
Magazine: letterpress and 
lithograph on paper, 25 x  
17 ¼ in. (63.5 x 43.8 cm). Private 
collection

247
Dinamo Futurista. Numero 
speciale per le onoranze ad 
Umberto Boccioni [Futurist 
Dynamo. Special Issue in Honor 
of Umberto Boccioni], 1933. 
Poster: letterpress on paper, 
19 11/16 x 27 9/16 in. (50 x 70 cm). 
MART, Archivio del ‘900, Fondo 
Depero

Fundación Juan March
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241
Futurismo [Futurism], year I, 
no. 16 (Rome, December 25, 
1932). Magazine: letterpress 
and lithograph on paper,  
25 ⅛ x 17 ¼ in. (64 x 43.8 cm). 
Merrill C. Berman Collection

249
Futurismo [Futurism], year II, 
no. 38 (Rome, May 28, 1933). 
Magazine: letterpress and 
lithograph on paper, 25 ⅛ x  
17 ⅜ in. (64 x 44 cm). Merrill C. 
Berman Collection

251
Futurismo [Futurism], year 
II, no. 42 (Rome, June 1933). 
Magazine: letterpress and 
lithograph on paper, 25 ¼ x  
17 ¼ in. (64.1 x 43.8 cm). Merrill 
C. Berman Collection

240
Futurismo [Futurism], year I, 
no. 8 (Rome, October 28, 1932). 
Magazine: letterpress and 
lithograph on paper, 25 ⅛ x  
17 ⅜ in. (64 x 44 cm). Merrill C. 
Berman Collection

Fundación Juan March
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253
Bozzetto della prima pagina 
per “Alta Tensione Futurista” 
[Sketch for the First Page of 
High Futurist Tension], 1933. 
India ink and pencil on paper, 
19 ⅝ x 13 ⅜ in. (49.9 x 34 cm). 
MART, Museo di arte moderna 
e contemporanea di Trento e  
Rovereto

254
Bozzetto della prima pagina 
per “Dinamo Futurista” [Sketch 
for the First Page of Futurist 
Dynamo], 1933. India ink and 
pencil on paper, 17 1/16 x 11 7/16 in.  
(43.3 x 29.1 cm). MART, 
Museo di arte moderna e 
contemporanea di Trento  
e Rovereto

Fundación Juan March
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243
Dinamo Futurista [Futurist 
Dynamo], 1933. Advertisement: 
letterpress and photogravure 
on card, 11 11/16 x 9 1/16 in. 
(29.7 x 23 cm). Archivo 
Lafuente

256
Esposizione privata Depero 
[Depero Private Show], 1934. 
Invitation: lithograph on card, 
4 ½ x 5 ¾ in. (11.5 x 14.7 cm). 
Archivo Lafuente

Fundación Juan March
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255
Liriche Radiofoniche [Radio 
Lyrics]. Milan: G. Morreale, 
1934. Book: letterpress and 
photogravure on paper, 
9 ⅝ x 6 ½ in. (24.5 x 16.5 cm). 
Two copies on display: Merrill 
C. Berman Collection and 
Archivo Lafuente

207 
Senco, 2a mostra della radio 
[2nd Radio Exhibition], 1930. 
Advertisement: lithograph 
on card, 9 ⅜ x 6 ¾ in. 
(23.8 x 17 cm). Merrill C. 
Berman Collection

262
Festa dell’Uva [Grape Festival], 
single issue (Rovereto, 1936). 
Magazine: letterpress and 
photogravure on paper,  
10 ⅞ x 8 1/16 in. (27.6 x 20.5 cm). 
Archivo Lafuente 

Fundación Juan March
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263
Schizzo per carro allegorico 
Monopoli [Sketch for Monopoli 
Tobacco Factory Float], 1936. 
Pencil and India ink on paper, 
22 ½ x 15 ¼ in. (57.1 x 38.7 cm). 
MART, Museo di arte moderna 
e contemporanea di Trento e 
Rovereto

264
Carro del dopolavoro della 
Manifattura Tabacchi 
(Monopoli) in occasione della 
Festa dell’Uva [Monopoli – 
Tobacco Factory Workers’ Club 
Float for the Grape Festival], 
1936. Photograph: gelatin silver 
print on fiber-based paper, 
4 ⅝ x 7 in. (11.7 x 17.8 cm). 
Archivio Depero

Fundación Juan March
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261
Proclamazione e trionfo del 
tricolore [Proclamation and 
Triumph of the Tricolor], 1935. 
Tempera on card, affixed to 
Masonite, 89 ¾ x 55 ½ in. 
(228 x 141 cm). MART, Museo di 
arte moderna e contemporanea 
di Trento e  Rovereto 

Fundación Juan March
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133
Padiglione pubblicitario 
[Trade Fair Pavilion], c. 1925. 
Photograph: gelatin silver 
print on fiber-based paper, 
13 ¾ x 11 ⅝ in. (35 x 29.5 cm). 
MART, Archivio del ‘900, Fondo 
Depero

265
Bilancio 1913–1936 [1913–1936 
Balance]. Rovereto: R. Manfrini, 
1937. Book: Letterpress 
on paper, 9 9/16 x 6 ¾ in. 
(24.3 x 17 cm). Two copies 
on display: MART, Archivio 
del ‘900, Fondo Depero and 
Archivo Lafuente

260 
Bozzetto di diploma per il 
Partito Nazionale Fascista 
[Sketch of Diploma for the 
National Fascist Party], 
1935. Tempera and India ink 
on paper, 17 1/16 x 11 13/16 in. 
(43.3 x 30 cm). MART, Museo di 
arte moderna e contemporanea 
di Trento e Rovereto

Fundación Juan March
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257
Xanti Schawinsky, Si [YES / 
Year XII of the Fascist Era], 
1934. Poster: lithograph 
on paper, 37 11/16 x 28 ¼ in. 
(95.7 x 71.8 cm). Merrill C. 
Berman Collection

266
Ala fascista [Fascist Wing], 
1937. Pieced wool on 
cotton, 80 5/16  x 37 3/16 in. 
(204 x 94.5 cm). MART, 
Museo di arte moderna e 
contemporanea di Trento  
e Rovereto

Fundación Juan March



239

Fundación Juan March



240 · A FUTURIST IN NEW YORK. AND BACK IN ITALY (1929–1950)

268
Filippo Tommaso Marinetti, La 
potenza futurista di Depero 
[Depero’s Futurist Power], 
Rome, 1938. Document: 
typewritten text on paper, with 
handwritten notes, 10 ⅝ x  
14 9/16 in. (27 x 37 cm). MART, 
Archivio del ‘900, Fondo 
Depero

267
96 tavole a colori per “I 
Dopolavoro Aziendali in Italia” 
[96 Color Plates for the Italian 
after-work Facilities of the 
OND]. Rovereto: Manfrini, 
1938. Book: printed on fabric, 
11 ⅝ x 10 13/16 in. (29.5 x 27.5 cm). 
MART, Archivio del ‘900, Fondo 
Depero

269
Fortunato Depero nelle opere 
e nella vita [Fortunato Depero 
in his Works and Life]. Trento: 
TEMI, 1940. Book: letterpress 
on card, 12 ⅝ x 9 7/16 in. 
(32 x 24 cm). MART, Archivio 
del ‘900, Fondo Depero

274
Fortunato Depero. New 
School for Social Research, 
New York, March 1–20, 1948. 
Leaflet: letterpress on paper, 
6 ⅞ x 4 15/16 in. (17.5 x 12.5 cm). 
MART, Archivio del ‘900, Fondo 
Depero

Fundación Juan March
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“Fortunato Depero nelle opere e 
nella vita” [Fortunato Depero in 
his Works and Life], Il Brennero, 
(Trento, May 21, 1940). 
Newspaper page: letterpress 
and photogravure on paper, 
21 7/16 x 15 ¾ in. (54.5 x 40 cm). 
MART, Archivio del ‘900, Fondo 
Depero

271
A passo romano: lirismo 
fascista e guerriero 
programmatico e costruttivo 
[Roman Step: Programmatic 
and Constructive Fascist 
and Warrior Lyricism], 1943. 
Trento: Edizioni di creder 
obbedire combattere, 1943. 
Book: letterpress on paper, 
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MAURIZIO SCUDIERO

ThoughT no. 1:  
From Depero To FuTurisT Depero 
Fortunato Depero (1892–1960) received a Central 
European education at the Scuola Reale Elisabettina 
in Rovereto, a town in the northernmost region of 
Italy that was a part of Austria until is annexation 
by Italy in 1919. It was billed as an institution that 

taught the “applied arts,” akin to the Realschulen1 
found throughout the Austro-Hungarian territo-
ries, which in their turn drew inspiration from 
the Bavarian model introduced in the early 19th 
century. This, then, was a school that provided its 
students with a solid technical and artistic prepa-
ration, and which, in Depero’s day, was attended 
by many young men who subsequently became 
key figures in the 20th century Italian avant-garde: 

Luciano Baldessari, Carlo Belli, Fausto Melotti, 
Gino Pollini, and Adalberto Libera,2 to name just 
a handful.

Those were crucial years for the small town of 
Rovereto, which, despite its distance from Vienna, 
exhaled a Central European atmosphere. Public 
services were highly efficient – mail was delivered 
twice daily; there was electric lighting through-
out the town; an efficient aqueduct, built in the 
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Unknown photographer, Depero stages a tree climb in 
Acqua Acetosa, Rome, November 6, 1915. Photograph: 
gelatin silver print on fiber-based paper, 25 9/16 x 19 5/16 in. 
(65 x 49 cm). MART, Archivio del ‘900, Fondo Depero Fundación Juan March
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mid-19th century, supplied all the dwellings with 
water; there was virtually no illiteracy, and trains 
and other means of transport were always on time.

But since Austria had lost its “Italian” territories 
(Lombardo-Veneto) as a result of various wars of 
independence, the region of Trentino had found 
itself like an Austrian wedge inserted into the 
Italian boot, bordered on three sides by the “en-
emy.” Various signals substantiated the feeling that 
sooner or later something was bound to happen. 
First and foremost, there was the fact that the very 
idea of Italian national unity had developed as a 
reaction “against” Austria. The uprising to free the 
national territory from its various foreign “occupi-
ers” extended from Turin, capital of the Kingdom 
of Sardinia. But above all, revenge against Austria 
was part and parcel of the new Italy’s DNA. These 
ideas were starting to gain ground in Trentino too, 
where there was an Italian minority.

In artistic terms, Depero grew up in that milieu 
and trained in that school, where drawing from life 
and geometric design were taught side by side with 
decoration, and where pupils studied both math-
ematics and art history. 

Depero’s first show in Rovereto, held in May 
1911, comprised twenty-six works, including draw-
ings, paintings, and various plaster casts – the fate 
and whereabouts of many of them unknown – main-
ly naturalistic pieces, portraits, and student com-
positions with a whiff of school work about them. 
However, by February 1913, when his second show 
opened, something had changed. In the absence of 
photographic documentation, we can surmise this 
from Depero’s own words in an interview published 
in the local paper: 

I want to plunge into the filth of human life. The surgeon and 

the doctor study the illnesses of the human body; I, on the other 

hand, study in art the blunders, the weaknesses, the infections 

of the spirit. I open my pupils, live with the macabre dances of 

visionaries, raucous shrieks, rending laughter, ironic twinges, and 

demoniacal scratches.3 

While it is impossible to state categorically that 
Depero was already a Futurist by that time, it is ob-
vious from these lines that incipiently he was one. 
Indeed, how can one not glean traces of Futurist 
rebelliousness from this snippet? How can one not 
feel something akin to rancor towards normality, 
and outright rejection of the beautiful? Here we 
have Boccioni’s praise of the anti-gracious, and 
his quest for the macabre. In fact, the allusion to 
“macabre dances” suggests precisely that Depero 
had looked widely on both sides of Futurism: from 
Alberto Martini to Romolo Romani,4 from whom he 
borrowed that anguished attitude, the idea of the 
“dull” scream, the powerlessness of the human con-
dition, which gradually became almost pathologi-
cal. In June 1913, Depero published his first book, 
Spezzature (impressioni–segni–ritmi) [Fragments 
(Impressions–Signs–Rhythms)] [cat. 16],5 in which, 
in addition to the echoes of that epic liking for the 
natural forces and for the horrid that Depero gar-
nered from his reading (Kafka, but also Kubin and, 
above all, Nietzsche), he also showed considerable 

influence from both the Milanese Scapigliatura 
movement and “accursed” literature.6 But – and 
this was the new thing – Depero showed that he 
had already “taken cognizance” of Futurism, if not 
at a formal level, then certainly with regard to its 
philosophical and literary dimensions.

To be sure, Futurism had arrived in Rovereto 
by late 1911, or at the very latest by early 1912: 
the journalist, writer, and poet Gino Sottochiesa 
became its self-appointed spokesman after publish-
ing a collection of poetic works titled La nova voce 
[The New Voice] in 1912.7 In this novel and rare 
little volume, mixed in with diverse poetic com-
positions still in the lineage of D’Annunzio, there 
were others already making reference to Marinetti’s 
movement, one such being a “free verse” work 
dedicated to Folgore.8 In addition, inserted like an 
extra-textual illustration, there was the photostat 
reproduction of a letter from Filippo Tommaso 
Marinetti (1876–1944) to Sottochiesa, written on 
headed notepaper of the Movimento Futurista, with 
appreciations of the work he had thus far devel-
oped, but also with an instigation to further prune 
the influences and frills of the 19th century, seen 
as decadent and symbolist. Depero was thus part 
of a small band of exuberant young men, in sym-
pathy with Futurism, whom Sottochiesa probably 
catalyzed and encouraged. All this notwithstand-
ing, Futurism in Spezzature was in fact still embry-
onic, or, in any case, only approaching the general 
climate of rebelliousness and polemical audacity 
with which Depero expressed all his thoughts – not 
fortuitously, Sottochiesa reviewed the book as an 
example of “futurismo nostrano,” that is, native 
Futurism.9

And so we arrive at November 1913, the date 
of Depero’s third solo show.10 In it, the artist once 
again exhibited grotesque drawings, but with more 
daring and more Futurist attitudes, which caused 
controversy among the local critics. What emerged, 
however, was that by this time, Depero was already 
being projected into the Futurist arena, and he was 
fully aware that his artistic future did not lie in 
Rovereto. The contrast with what was going on in 
Florence left him in a state of dejection. Florence 
was the scene where the skirmishes involving art, 
motherland, and life were being fought. By con-
trast, in Rovereto there was only remoteness, the 
isolation of provincial life, and the endless wait for 
what everyone knew had to happen: the war.

On December 1, 1913, the journal Lacerba pub-
lished an advertisement announcing an exhibition 
of the work of Umberto Boccioni (1882–1916) in 
Rome. That was the signal Depero had been wait-
ing for.11

Ten days later, on December 11, 1913, came the 
arrival of his much-longed-for departure for Rome,12 
where he found lodgings at “ai Prati,” on number 
21 Via Terenzio. Despite having little money and 
being hungry, his first days there were neverthe-
less lived in a spirit of enthusiasm, as illustrated 
by his description of his buoyant mood and ex-
citement following his reading of issue no. 24 of 

Lacerba, available at newsstands from December 
15 onwards:

I had no bread, I felt word-work-hungry, gaunt and emaciated … I 

saw Lacerba, I sniffed the scent of revolt, I smelled the showiest 

deluges of firecracker-like shots and explosions … I lengthened 

my stride, greeted a friend, and hastened into the cage-room of 

reflections and violet accumulations of future flashes of explosions. 

Read and re-read! I almost wept with emotion …

“Great Futurist Evening – Report – Speeches – poetry – 

logbook …”

I shook … I clapped wildly – I danced on my feet infuriated by 

so much filthy bovinity … I read aloud – bloody foam on lips … My 

temples were pounding … I was made of molten metal, all sparks 

… Joy, joy, joy, jewels, and all because of the new, new, NEW  and 

great paper ‘LACERBA’… Violins, violins … no more grey room … 

but red walls and yellow frames – black lights and couches of 

flame – velvety glasses – the bluest of ladies …

This is the happiness of my Christmas, in misery, in grey 

melancholy on December 23, in Rome …13

The Galleria Futurista Sprovieri hosted the 
Boccioni show that became the Mecca of Depero’s 
endless “pilgrimages,” and it was during his repeat-
ed visits to Boccioni’s exhibition, and through the 
gallery owner himself, Giuseppe Sprovieri, that 
Depero met Giacomo Balla (1871–1958) and the 
other Roman Futurists. So with his arrival in Rome, 
he was almost able to touch with his own hands 
the work of those Futurists about whom he had 
hitherto only read, and whose works he had only 
seen in ugly photographic reproductions. And this 
is where he embarked on his new life as a Futurist.
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fig. 1. Scomposizione 
di bambina in corsa 
[Deconstruction of  
Running Girl], 1914.  
Private collection

ThoughT no. 2:  
DevelopmenT oF Depero’s  
picTorial sTyle: From analogical 
absTracTion To FuTure-meTaphysical 
mechanical FiguraTivism
The influence that Boccioni exerted on Depero 
immediately after his arrival in Rome is compre-
hensively documented in a short but intense cycle 
of sketches and studies of dynamism, probably 
produced immediately after his repeated visits 
to Sprovieri’s Galleria Futurista in late 1913 and 
early 1914. In them, it is already possible to see the 
almost clean break with his output from the pre-
vious year. The Jugendstil and symbolist themes 
and forms had in fact disappeared: now there was 
pure matter, objects and bodies, which were ana-
lyzed and broken down in their movements and 
their structure. And shortly thereafter, following 
Depero’s meeting with Balla, there was a further 
detachment – this time from Boccioni. This rupture 
can already be discerned in a watercolor painted in 
early 1914, Strada + Vetrina [Street + Shop Window] 
(currently at the MART – Museo di arte moderna e 
contemporanea di Trento e Rovereto), where the 
interpenetrated reflections of writings, objects, and 
a face in the window definitely refers more to Balla 
than to Boccioni.

What is nevertheless certain is that his con-
tinued visits to Sprovieri’s gallery resulted in  
the invitation extended to Depero to take part in the 
Esposizione Libera Futurista Internazionale, which 
was held in April and May 1914. Among the Italian 
artists present at the show were Balla, Francesco 
Cangiullo, Marinetti, Arturo Martini, Ottone Rosài, 
Enrico Prampolini (also, like Depero, in his early 
days), Giorgio Morandi, and Mario Sironi,14 and 
among the foreigners, Aleksandr Archipenko, 
Wassily Kandinsky, Alfred Kubin, and Aleksandra 
Exter.15 Depero displayed thirteen works, seven 
of which were included in the catalogue, with 
the others added in a second phase given that al-
most all the works he had put on show had been 
sold. Allusions to Balla were evident, especially in 
Scomposizione di bambina in corsa [Deconstruction 
of Running Girl] [fig. 1], which was obviously re-
lated to the much more famous painting by the 
Turin artist produced in 1912, Bambina che corre 
sul balcone [Girl Running on a Balcony], but oth-
er references can also be identified in Elettricità 
[Electricity] [see cat. 26], which shows notable 
similarities with the interacting dynamism and 
broad spirals of the force-lines practiced by Balla, 
and in Luci + rumori [Lights + Noises] and Bambina 
+ giocattoli + luce [Girl + Toys + Light], which allude 
to Plasticità + luci x velocità [Plasticity + Lights x
Speed], again by Balla, also produced in 1912.

I have credited Depero with the compilation 
of a handwritten theoretical manifesto titled 

Complessità plastica – Gioco libero futurista – 
L’essere vivente artificiale [Plastic Complexity – Free 
Futurist Game – The Artificial Living Being] in the 
autumn of 1914,16 although some critics have insin-
uated that it may be even later than Ricostruzione 
futurista dell’universo [Futurist Reconstruction of 
the Universe] [cat. 36], dated March 11, 1915 (in an 
attempt to credit it with merits a posteriori).17 The 
manifesto consisted of fourteen sheets of paper 
written with a brush in two-tone ink, and as its title 
suggests, it was divided into three main parts: 1. 
Plasticità Complessa [Complex Plasticity]; 2. Gioco 
libero futurista [Free Futurist Game], and 3. L’essere 
vivente artificiale [The Artificial Living Being]. It 
came about from a close reading of Boccioni’s 
book, Pittura scultura futuriste [Futurist Painting 
and Sculpture] [cat. 19], published in March 1914, 
especially where the “plastic” speculations are 
concerned, but also from the theoretical contribu-
tions of Luigi Russolo (1885–1947), for “rumorism,” 
[see cat. 5, 13] and Carlo Carrà (1881–1966), for 
that which involved the sphere of onomatopoeia. 
However, it should not be thought that Depero 
merely carried out a copy-and-paste operation 
of earlier writings because, quite to the contrary, 
Complessità plastica represented a novel idea on 
Depero’s part about the methods of executing art 
praxis within society, with the intention of achiev-
ing the “life-art” binomial that, from the outset, had 
been in the DNA of Futurism, but which had gradu-
ally been lost and watered down in the magma and 
flux of so many programmatic theoretical interven-
tions, and which now Depero wanted to bring back 

to a “global vision,” with a conspicuous utopian 
thrust, typical of certain “border” intellectuals, i.e. 
those living close to the national borders of a state 
and thus close to other cultures, precisely because 
from the “edge,” where “lateral” comparisons are 
possible, there is a more objective vision of the 
“content.”

In Complessità plastica Depero started from two 
premises and, out of logical necessity, introduced 
a third conclusive proposition. In other words, 
he went beyond, for example, the strictly liter-
ary sense of the “words-in-freedom” (which, seen 
superficially, can seem to be simply an additional 
“glossary” to the one codified by syntax) and in-
stead transformed them into a “new semiotics,” 
that is, into a set of “signifiers,” linguistic signs, and 
communication codes that could dialogue and in-
teract within the framework of social life, and which 
he called “equivalents.” According to Depero’s pos-
tulates, these equivalents were meant to be used 
to put into effect the Boccionian thesis involving 
the surpassing of the various fields of painting, po-
etry, music, and sculpture, which should merge in 
that complete whole that Boccioni defined as “cre-
ation.”18 To attain this, Depero posited, precisely, 
the creation of a “new aesthetics of reality” defined 
as a “rumorist-psychic complex plasticity” that was 
organized in eleven points, which were “exclusively 
dynamic and abstract, very transparent, strongly 
colored, extremely light, in continuous movement, 
suspended in space, transformable, luminous, vola-
tile, noisy, and miraculously shocking.”19 This com-
plex plasticity was thus put in clear contrast with 
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a plastic model that was “static, opaque, colorless, 
heavy, fixed, of a single stable material, serious and 
monotonous, silent, and most fetidly funereal.”20 As 
for the above characteristics, these had essentially 
to help define, thanks to the use of “tono-plastic, 
phono-plastic, and psycho-plastic equivalents,” the 
particularly phenomenological nature of the plastic 
complexes, which embraced all this. This meant 
“giving body” to the emotional properties of colors, 
sounds, and words.

Now, whereas in the first eight pages of the 
manifesto Depero described the “toy” (il complesso 
plastico), in the second part, under the title “Free 
Futurist Game,” he defined the “beneficiary” (il 
fruitore). It is in fact clear that the plastic complex, 
the way Depero saw it, was meant to surpass not 
only traditional sculpture, but Futurist sculpture 
as well by introducing (and this was the innovative 
factor) the sense of playfulness, of the game, as art 
praxis. In fact, the plastic complex often called for 
an “external” intervention to be able to function, 
and this interaction between it and the beneficiary 
would free and develop, according to Depero, the 
aesthetic sensibility often imprisoned within a per-
son as a result of social conventions.

In his day, Bruno Passamani heavily (and right-
ly) emphasized the fact that this new vision of game 
and play as an aesthetic and also poetic activity 
was an absolute novelty for Futurism too, precise-
ly because it went beyond the impetuous Tuscan 
flights of Aldo Palazzeschi and his Il controdolore 
[Anti-pain], his Lasciatemi divertire [So let me have 
my fun!], understood as the “last resort” (“men no 
longer expect anything from poets”).21 Depero, 
however, intended the game to be a primary way 
for a sort of re-foundation of art praxis, precisely 
through the re-shaping of the artist’s more inner-
vated role in society.22

Having reached this point, the polemics of ear-
lier years between Futurists and Cubists also be-
came opaque and remote, precisely because they 
were limited to possible contiguities of signs. The 
utopian swerve ahead of Futurism, thanks not least 
to Depero, would not leave any memories behind it.

It is thus possible to date the first results of 
Depero’s new pictorial track, offspring of the for-
mulations in the Complesso plastico manifesto, to 
the final months of 1914. These works are all dis-
persed today, but they can nevertheless be traced 
through photos and documents of the day. In an 
un-published memorandum in the author’s own 
handwriting, produced for the Roman solo show 
on Corso Umberto in April 1916, we find listed the 
“Depero-style abstract paintings” made between 
1914 and the first few months of 1916.23 The inven-
tory, which provided title, technique, format, and 
date for each entry, unfortunately went no further 
than page one with a Solomonic “to be continued,” 
but it nevertheless furnished complete data for a 
group of eighteen works (among these, Ritmi di 
strada [Street Rhythms]) [fig. 2]. The autumn and 
winter of 1914–15 were definitely devoted to the 
development of the new painting, as they were 
also to the revision of the handwritten manifesto 
and the construction of plastic complexes (some, 
in fact, as contemporary photos document, are 
dated “Rome 1914”). But the most important 
event of the first months of 1915 (to March) was 
the “official” publication as a part of the Futurist 
movement of the manifesto titled Ricostruzione fu-
turista dell’universo [Futurist Reconstruction of the 
Universe], undersigned by Balla and Depero, who 
described themselves as “Futurist abstractists” 
(astrattisti futuristi).24 This was an important fact, 
not only because it recognized Depero’s theoreti-
cal role but, above all, because this manifesto was 
a real turning-point for Futurism in the mid-1910s. 
Ricostruzione futurista dell’universo, in fact, opened 
up a whole series of operation and application pos-
sibilities with regard to the artist’s intervention in 
several areas of the human arena, in a surge that 
went beyond the areas of painting and sculpture. 
And, precisely for this reason, it is far too obvious 
that this manifesto, undersigned with Balla, was the 
offspring of Depero’s handwritten manifesto of the 
year before, which was then revised and corrected 
by Balla and Marinetti.

In the meantime, from 1914 onwards the Great 
War raged out of control and started to spread 
across much of Europe, though Italy remained 
neutral. Years earlier it had drawn up an alliance 
with Austria and Germany, so the government did 
not wish to become involved in the conflict. For the 
Futurists, that neutrality was a “national disgrace.” 
In the pages of Lacerba, issue after issue, attacks on 
the government became ever fiercer, and “interven-
tionist” demonstrations, aimed at demanding Italy’s 
entry into the war not “alongside” Austria, but 
“against” it, with the purpose of freeing the last lin-
guistically and culturally Italian territories still part 
of the Austro-Hungarian Empire, namely Trento and 
Trieste, became more and more intense, and indeed 
recurrent. In his writings, Depero described those 
crucial times. It is not difficult to imagine with what 
rapture and emotion he experienced them. He, a na-
tive from Trento – actually hailing from those lands 
that wanted to be united with Italy, in the midst of 
the throng eager to wage war so as to liberate his 
land from the Austrian yoke – possibly shouted 
louder than anyone, and, together with Marinetti 
and Boccioni, was often actually arrested. Probably 
connected with Italy’s entry into World War I, on 
May 24, 1915, in an inflamed “interventionist” com-
position, Depero wrote: 

“LET’S DRINK A TOAST … Powerful spectacle, a million Italians 

to liberate, avenging our martyred sons and brothers … LET’S 

SHOUT DOWN WITH AUSTRIA … DEATH TO AUSTRIA. DEATH 

TO THE GERMANS. LET’S HANG THE EMPEROR. BUUUUMMMM 

… PATAPLUMF … FIERCELY … GLORIOUSLY FIGHT TRIUMPH FOR 

TRENTO AND TRIESTE.”25

And so inevitably, and quite coherently, he 
enlisted shortly thereafter as a volunteer, and re-
mained at the front until August. We know from the 
many letters and postcards that he wrote to his 
wife, who had remained in the vicinity of Rome, that 
it was a terrible experience for him, and that, on his 
return to Rome, with the war still extremely vivid in 
his mind, Depero set down his memories in a short 
cycle of “bellicose” paintings (today dispersed, but 
largely documented in photos of the day), in which 
he dwelled on the “pyrotechnic” nature of armed 
conflict. As we might well imagine, Depero did not 
portray situations or objects but, rather, the sub-
ject of those paintings was sound, the noise of ex-
plosions, which was consolidated and took shape 
in the artist’s mind following that analogical pro-
cess already harbingered in Complesso plastico and 
then detailed with precision in Ricostruzione futuris-
ta dell’universo. To be sure, as we have said, Depero 
had “studied” the masters, first among them Carrà 
and his manifesto La pittura dei suoni, rumori ed 
odori [The Painting of Sounds, Noises, and Smells], 
dating from 1913, and then Marinetti and his Zang 
Tumb Tumb: la battaglia di Adrianopolis [Zang Tumb 
Tumb: The Battle of Adrianopolis], from 1914, in 
which the relation between sound-noise-image and 
words was very close. But unlike those two art-
ists, Depero remained aloof from real things, from 
any logical reference to time and space, and relied 
rather on the analogy between sounds and vision 

fig. 2. Ritmi di strada  
[Street Rhythms], 1914. 
Private collection
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divided into: 1. Motorumorism – 2. Painted-plastic 
abstract drama – 3. Dynamic architecture – 4. 
Words-in-freedom.27 In the first section, which in-
volved plastic complexes, Depero made a distinc-
tion between himself and Balla with regard to their 
relative inventions: here we learn that Balla had 
worked on the formal dynamic analogy and on 
polymaterialism, while Depero concerned him-
self with the analogical research connected with 
kineticism. In his exhibition, Depero presented a 
notable quantity of constructions, most of which 
are no longer extant, such as Ki-Ki-golà, and mo-
torumorist sketches like Pianoforte motorumorista 
[Motorumorist Piano], produced in 1915,28 and the 
four motorumorist and luminous plastic costumes 
for the Mimismagia ballet,29 dating from 1916 [cat. 
47–50]. The second section had to do with painting, 
and Depero divided it in turn into: a) abstraction 
of the organic development of the plastic state of 
mind – b) animal abstraction – c) floral abstrac-

and their emotive and psychological interactions. 
So the acoustic timbre in Depero became a chro-
matic “timbre,” and that color assumed volume, 
meaning “form,” precisely because Depero was a 
painter but also a plastic artist.

For some time there had been signs on the 
horizon of the preparation of his long announced 
solo show, which was finally held in April 1916. In 
January, Boccioni himself referred to this event in 
his column of art for Gli Avvenimenti, “dopo aver 
visitato lo studio di Depero sul finire del 1915” 
[Events after having visited Depero’s studio at 
the end of 1915]: “A tireless worker, he has put 
together an enormous production, where dyna-
mism is studied and expressed in all its infinite 
possibilities. A forthcoming exhibition will show 
Depero to be a totally new artist.”26 And that would 
be precisely the occasion to further describe, in 
the catalogue-cum-theoretical manifesto, the es-
sence, breadth, and authorship of his inventions, 

tion. On the basis of these declarations, as early as 
the winter of 1915–16, he created a group of works 
that would be presented in the exhibition, includ-
ing Ciz-ciz-guaglia (1915, colored paper) [fig. 3] and 
Movimento d’uccello [Bird Movement] (1916, oil 
on canvas) [fig. 4], today at the MART.30 Together 
with those works produced in the two year period 
1914–15, these formed a very interesting corpus, 
which unfortunately ended up almost entirely dis-
persed in various foreign collections (it is almost 
certain that many works were destroyed and others 
re-painted for lack of canvases). The third section 
of the catalogue-cum-manifesto further developed 
the architectonic drives already present in his 
Ricostruzione futurista dell’universo, exemplified 
in the show by works such as Padiglioni plastici 
futuristi [Futurist Plastic Pavilions] and Vegetazione 
a deformazione artificiale [Vegetation with Artificial 
Deformation], while the fourth and last section 
concerned “words-in-freedom,” with large plates 
of typographical architecture and onomalinguistic 
poems, a sort of abstract verbalization based on 
onomatopoeias invented by Depero.

Earlier we mentioned the sizeable number of 
constructions on show in the April exhibition, and, 
a few months later, talking with the Russian Mikhail 
Semenov (1873–1952), who had visited Depero’s 
studio, to the question “You too are a Futurist paint-
er?” Depero replied in an unlikely Franco-German 
pastiche invented by him on the spot: “No, ne pà 
sculteur in ghips, ma in carton … grosse papier” 
[No, not a sculptor in plaster, but in cardboard 
… thick paper]. In a word, he underlined the fact 
that he was first and foremost a “plastic artist” and 
that, as a result, painting came later: an abstract 
painting as in Balla, his master, but with more vol-
ume, because it was the offspring of his sculpture 
in cardboard. Painting, therefore, which differed 
from Balla’s in those backgrounds constructed with 
flat, almost three-dimensional tints, which we might 
describe as “plastic-dynamic.” And those flat tints, 
together with that push towards the solidification 
of the paint, would become the basis of his adver-
tising graphics.

First, however … came the theater! This is, in 
fact, the key factor to understanding Depero’s fu-
ture pictorial and graphic iconography. After all, it 
was perhaps at the theater where Depero attained 
his loftiest avant-garde conceptions. First came 
Colori [Colors] in 1915, and abstract-chromatic en-
tities such as Mimismagia in 1916 – with costumes 
that could be transformed, were pneumatic, shone 
brightly, and made noises … impossible to make at 
the time – followed by Le Chant du rossignol [The 
Song of the Nightingale] in 1917 [see cat. 51–53], 
and then by the Balli plastici [Plastic Dances] in 
1918 [cat. 79, 81, 82], conceived together with the 
Swiss poet Gilbert Clavel (1883–1927). But over and 
above the stage factor itself, the most interesting 
thing here is that once the shows closed, these 
puppets became a fertile reservoir of “memory of 
vision,” which Depero would use until well into 
the 1930s at various levels: the pictorial, already 

fig. 3. Ciz-ciz-guaglia, 1915. 
Private collection

fig. 4. Movimento d’uccello 
[Bird Movement], 1916.  
MART, Museo di arte 
moderna e contemporanea  
di Trento e Rovereto 
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in the temporal immediacy of the event, as “fixation 
of memory”; that of the decorative arts, with the 
production of tapestries and cushions; and, lastly, 
that of advertising, from the early 1920s onward.

Depero’s theater – which is extremely important 
– is dealt with in another section of this catalogue, 
so there is no point in going into the matter in detail 
here. However, mention should be made of the art-
ist’s stay in Capri and Positano, which, in addition 
to theatrical plans and ideas, found Depero working 
incessantly on the pictorial and plastic front. And
it was above all the occult and dreamlike figure
of Clavel, the dark and dismal atmosphere of his
castle, his hunched back, and the plastic analo-
gies which gushed from all this, that predominantly
found their way into Depero’s painting, imposing
on it a decisive figurative turn in contrast to the
abstract paintings produced between 1914 and
1916. Paintings which, let us be frank, Depero had
only partly managed to sell, and only to the in-
ternational intelligentsia, meaning people like Igor
Stravinsky, Léonide Massine, Lev Bakst, and one or 
two others who were acquainted with the work of
Kandinsky and Malevich, and who therefore were
able to grasp the thoroughly avant-garde character 
of that “Italian path” towards abstraction, on the
part of Balla, Depero, and Baldessari,31 a direction
that was neither “spiritualist” as in Kandinsky, nor 
conceptual-Suprematist as in Malevich, but rather 
governed by “plastic analogies.” This was a new
element in the international panorama, which they 
understood and appreciated. But in Italy? Nothing.
Which is why Depero returned to figuration and a
spatial context, the landscape, i.e. to forms which
one would describe, at first glance, as natural-
realist. But Depero invariably worked on this re-
turn to the figurative along the lines of his earlier
plastic and figurative developments, in particular
using the experience of the synthetic and essen-
tial “constructive” figurations conceived for the
costumes of Le Chant du rossignol, and made with
colored paper. In the climate of Capri, but above
all in the island’s light and sunsets, he discovered
tones that were almost unknown to him. I say this
because it is important to bear in mind that Depero 
came from Rovereto, in the far northern region of
Trentino, a small town set against the backdrop of 
a pre-Alpine valley, encircled by mountains rising to
between 4,000 and 5,000 feet, mountains, therefore,
that ruled out the possibility of what we could call 
(for want of a better term) “red-sunned” sunsets.
In other words, when the sun sets in Rovereto it is 
only because it drops behind a mountain, though
in reality it is still relatively high in the sky. And
then there is the light which, up there, among the
mountains, is sharp and vivid, emanating from a
usually limpid sky. Capri is completely different,
surrounded as it is by the sea and facing west, thus
enjoying sunsets that stagger over every possible
shade of color from yellow to violet, and with a
diffuse and reflected light that comes both from
the sky and from the sea’s surface. For Depero, all
this was a new and, in some respects, novel chro-

fig. 5. Donna in vetrina 
[Woman at a Window], 
1917. MART, Museo di arte 
moderna e contemporanea 
di Trento e Rovereto 

matic approach to “reality,” and this explains his 
new anti-naturalistic palette, chromatically more 
resolute and broader in the color spectrum, as well 
as his more frequent use of watercolor, a technique 
hitherto used only sporadically [fig. 5].

And so, in addition to Clavel, his subjects were 
sailors, townspeople (female water carriers), taran-
tella dancers, smokers, and “synthetic” landscapes 
and architectures (of people). A conspicuous out-
put such that in September 1917, Depero organized 
an exhibition of a hundred works, shown in a large 
room in Capri’s famous Caffè Morgano, in whose 
catalogue the artist declared that he had produced 
them all “from May to August 1917 in Anacapri.”32 
A glance at the list of works provides another in-
teresting piece of information, namely that, at that 
time, his ideas for the Balli plastici (the avant-garde 
spectacle that would be staged in Rome in 1918) 
were already quite well advanced and specific, in-
somuch as at least two works referred expressly to 
the Selvaggi [Savages], which was one of the cho-
reographies that would subsequently be included 
in the spectacle. This fact is doubly interesting 
because it also belies what was by then a deep-
rooted belief in the analysis of Depero’s painting, 
this being that it had developed upon the “founda-
tions” of the Balli plastici, that is, as an almost serial 
“memory of vision” that was re-used several times 
over, whereas here, that theatrical experiment 
was “adumbrated” instead of “re-evoked.” In other 
respects, if we are prepared to trust a signature 
and a date written in 1947, the year when Depero 
“restored” the painting La grande selvaggia [Large 

Savage], which bears the words “Capri – F. Depero 
– 1917,” we have to conclude that this character
was also thoroughly codified prior to the artist’s re-
turn to Rome in October 1917, for otherwise Depero 
would have signed it “Rome – F. Depero – 1917.” I
would also situate in this period, though definitely 
in 1918, the famous painting Clavel nella funico-
lare [Clavel in the Funicular], already owned by
the gallery owner Sprovieri (together with another 
similarly sized painting titled Villaggio luminoso
[Bright Village], and precisely referring to one of
the “scenarios” for the Balli plastici), because of the
Capri climate that it exudes. In this work there is a 
pre-metaphysical atmosphere that is so powerful,
that Depero would have had difficulty achieving it 
without continuously spending time with Clavel,
and without the latter’s physical presence. We
can compare this painting with the one in Milan’s
Museo Civico, showing an almost Cubist-like Clavel 
sitting at a table, where the poet seems literally
to have come straight from the stage of the Balli
plastici, so closely does he resemble an automaton, 
albeit not a very metaphysical one.

In early October 1917, Depero was already back 
in Rome, where he was at work on the book he 
was illustrating for Clavel (Un istituto per suicidi 
[Suicides’ Institute]) [cat. 66, 73, 74], while the Balli 
plastici were in gestation: they would represent a 
new conception of the puppet theater, based on 
an avant-garde viewpoint. The performance was 
staged on April 14, and successfully repeated for 
eleven performances. The experience of the Balli 
plastici, as we have said, also turned out to be a 
valuable source of iconographic inspiration that 
gave rise to a pictorial cycle in which the ephem-
eral existence of those wooden characters (which 
were later used by Depero and Rosetta to stoke the 
stove in their home) was “fixed” forever. There is no 
doubt that this period saw the production of some 
of Depero’s most significant works (made in the 
course of 1918), like the large painting I miei Balli 
plastici [My Plastic Dances] [cat. 82], where, with 
a plan reminiscent of the great cycles of Egyptian 
hieroglyphs (distinctly Clavelian), that experience 
was summed up in its entirety, and Rotazione di bal-
lerina e pappagalli [Rotation of Dancer and Parrots] 
or I selvaggi rossi e neri [Red and Black Savages] 
[cat. 77], which also appeared on the cover of Il 
Mondo in April 1919.

In August 1918, Depero went to Viareggio for 
the large show La Pittura d’Avanguardia [Avant-
garde Painting] held in the Kursaal, in which Carlo 
Carrà, Giorgio de Chirico, Filippo De Pisis, Enrico 
Prampolini, Achille Lega, Primo Conti, and others 
took part.33 Among the pictures Depero showed 
were Doppio ritratto di Clavel [Double Portrait of 
Clavel], now in the Mattioli Collection, Prospettiva 
sotterranea [Subterranean Perspective] (i.e. Clavel 
nella funicolare), and Capri – Sintesi prospettiva lu-
minosa [Capri – Luminous Perspectival Synthesis] 
(which should be the Paese di tarantelle [Land of 
Tarantellas]) [cat. 83]. There then followed a Scena 
napoletana [Neapolitan Scene], Complesso plas-
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tico di ballerini [Plastic Complex with Dancers], 
Selvaggi-Marionette [Savages-Puppets] and a 
Prospettiva campestre con vacche [Rural Landscape 
with Cows].

During the show, on October 29, De Pisis gave a 
lecture at the Casino and, among other things, he 
talked about Depero, saying that:

 […] at first glance, Depero’s art is above all decorative, coloristic, 

and suggestive. The purity of the colors, which seem to smile at 

us in a very luminous morning atmosphere, suddenly attracts us 

with the precision of the rough lines and the decisive outline. But 

if we take a closer look, a deep mystery is enclosed in Depero’s 

stiff, wooden, puppet-like figures. They have a fatal and possibly 

painful look. Their humanity interests us and makes us think of 

that of the possible inhabitants of the Moon, If we, absorbed and 

as if magnetized, in front of the slab of a large mirror, sat down to 

contemplate Depero’s largest and most complex picture, Capri, we 

would feel truly oppressed by the sense of great heat and blinding 

light that invades the canvas, we would be spellbound in front of 

the houses, porticos, and figures, inlaid in a sky the color of mussel 

and pearl; to our eyes and to our memory there would mightily 

return scenes of certain Egyptian monuments, fearsome, ghostly, 

and suggestive, precisely in their wooden and skeletal simplicity 

and in their ineffable rhythm.34

De Pisis’s reading here is very clear, and grasps 
in its essence Depero’s creative situation after his 
Capri experience and, above all, after he met Clavel. 
So much so that we could talk of a Depero “before” 
and “after” Clavel, as De Pisis also indicated be-
tween the lines when he wrote that:

[…] Depero also departed from Futurism, which left traces within 

him and whose synthetic proposals and shrewd deconstructions 

of planes and bodies still attracted him … Even if he signs himself 

as a Futurist, he is more complex and has a hint of features which 

I would call post-Futurist, he is a young and tenacious worker […]35 

So the word “post-Futurist” would seem to be 
the key, according to De Pisis, to Depero’s art in 
autumn 1918. In his careful examination, what is 
more, he singles out, in addition to the Egyptian 
traits, yet other influences which are more remote 
and have a matrix that is so primitivist that we 
might call it “primigenial” or “original,” to make it 
comprehensible and accessible especially for those 
pure souls not yet corrupted by modern civiliza-
tion. This would appear to be a paradox for anyone 
professing to be a Futurist. But, what then is to 
be said about his tropical jungles and his frenzied 
dances of savages? De Pisis continued:

 […] he has a consummate technical ability that enables him to 

obtain pleasant coloristic effects even in the eyes of the layman, 

and which show us that he is a painter at first glance. It is said that 

a good judge of modern works would be someone who came from 

darkness, silence, and perfect quietness … I am sure that a wild 

virgin with anecdotal, historical-sentimental panaceas would be 

more capable of penetrating the true spirit of Depero’s powerful 

works than a critic spoiled by phony aesthetic concerns. Or hasn’t 

it always been said that the truly great and universal line appears 

in the infancy of peoples and greatly precedes the slow evolution 

of civilization?36

A final observation should be made with regard 
to the work called Capri, a “large and complex pic-
ture” which it is not difficult to associate with the 
already mentioned Paese di tarantelle, produced in 

La bagnante [The Bather] [cat. 84], originally con-
ceived as the actual sketch for the Kursaal exhi-
bition manifesto. But above all else, in Viareggio 
he carried on working on the large canvas I miei 
Balli plastici, which he had started in Rome, as well 
as in Rotazione di ballerina e pappagalli, and also 
started work on the splendid Diavoletti di caucciù 
a scatto [Little Rubber Devils] [cat. 86], which he 
duly finished in the early months of 1919.

In March of that year, Depero took part in the 
Grande Esposizione Nazionale Futurista which was 
held first in Milan, and then in Genoa and Florence, 
and whose aim was to re-launch “postwar” Futurism 
after the deaths of Boccioni and Antonio Sant’Elia 
(1888–1916), and Carrà’s defection. Incidentally, 
it is not out of place to highlight here an aspect 
which emerged in that catalogue, even if, to all 
appearances, it did not refer directly to painting 
(although it actually did). In addition to his paint-
ings, Depero also presented his so-called arazzi or 
tapestries, which actually were patchworks of col-
ored fabrics, and which he defined in the catalogue 
as “pictures in fabric.” Not only has this assertion 

June 1918, whose presence in different shows was 
incidentally recorded in an article written by Mario 
Tinti, who dwelt both on Depero and on this work: 

It remains for me to talk about the most significant artist in the 

show, a real master of fantasy and decoration: Depero. […] In Paese 

di tarantelle it is the people who […] assume puppet-like and toy-

like aspects and gestures. This is a festive vision of the island of 

Capri, where every color and every form seem to be transfigured 

as if through a crystal prism, and in which everything is solidified 

and vibrates internally, as if composed of precious stone, within 

the diffuse, orgiastic blaze of the sun. And there is here a joyously 

folkloristic sense of tarantellas and painted carts, blooming here 

and there like gaudy flowers, in the almost lunar solitude which two 

tourists savor suspended in the ecstatic void, polarized by colors 

and light; while streets of a dazzling yellow roam idly between the 

dream of geometric architectures with their bright and absolute 

hues. Despite the fantastic abstraction, there remain, in this picture, 

perceptible and almost impressionistic elements. In the vast, 

sweeping scene, with a perspective reminiscent of Paolo Uccello, 

our fantasy lives and perceptibly spins. A sign that Depero has 

not given us one of the usual literal translations in Cubist “argot,” 

but that he has experienced all the aspects of his own vision.”37

It was in this state of mind that, between August 
and December 1918, he executed such works as 

fig. 6. La ciociara  
[Peasant from Ciociaria], 1919. 
Private collection, Brescia
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never been taken into consideration by the critics, 
but I would go as far as to say that it has never been 
understood: and it was pivotal! Otherwise put, with 
that statement, Depero attempted to say that, for 
him, in 1919 the age of the “painted picture” was 
over, at an end, and this meant that it was possible 
to “paint” with other materials: for example, with 
fabrics, but also with colored paper. And if this did 
not anticipate by several decades the “discoveries” 
of the avant-gardes in the World War II period, then 
nothing did.

In the late spring of 1919, after spending five 
years in Italy, Depero returned to his native 
Rovereto, a city now freed from Austria, though 
much destroyed in the process. His intention was 
to open a “Futurist house,” a new kind of studio 
where he would produce not only paintings but 
decorative tapestries as well (or “pictures in fab-
ric,” as he called them in the Milan exhibition), 
along with furniture and advertisements. But the 
first painting he made was a memento of Capri: 
La ciociara [fig. 6]. This type of hieratic woman, 
with a saint-like halo, sits in a Renaissance pose in 
between two windows in which Depero inserted 
two references, two memories of his stay in Capri. 
On the left, a woman carrying a water jug and on 
the right, the church at Positano: in sum, human 
presence and the presence of architecture.

The woman is in herself a reference to his large 
painting Paese di tarantelle, produced in 1918, in 
which, also depicted with a halo, she is in fact 
the protagonist at the center of the work. But the 
woman in the 1919 painting is illustrative of the 
way in which the woman in the 1918 picture was 
painted at the time. Because while the 1919 paint-
ing has come down to us in its original form, the 
1918 work was reworked by Depero, especially in 
the area of the woman’s apron, which was decora-
tive, as in that of La ciociara. The reason for this 
“correction” lies in a dispute between Depero and 
Marinetti, since the latter, in his explanatory text 
on Futurism in the preface to the catalogue of 
the Esposizione Nazionale Futurista held in 1919 
in Milan, had divided Futurist painting into four 
pictorial tendencies or currents: 1. Pure painting; 
2. Plastic dynamism; 3. Dynamic decorativism with
flat tints; and 4. Colored state of mind without plas-
tic concerns. Recognizing that he was well “pigeon-
holed” in the third point, Depero swiftly sensed the
danger of an overly schematic incorporation which 
might glorify only one side of his artistic personal-
ity, i.e. the “decorative” side (his new experiments 
with fabrics), but which, at the same time, might
have been able to push all his other qualities into
the background. Whence the correction of these
and other paintings.

As for the title, insofar as there were no ciociare 
or people from Ciociaria in Capri (the Ciociaria is 
an area in Lazio [Latium], south of Rome), this is 
a homage to Picasso’s La ciociara of 1917, which 
Depero had seen painted in Rome, when Picasso 
asked for his help in constructing the characters 
of his Parade. 

ThoughT no. 3:  
“new” painTing: From The  
posTwar years To new york

My painting.

It is a complex architecture of emotive inner values expressed 

in organic visions; pictorial, luminous, sensitive, impressionistic 

unreality becomes, in my pictures, a plastic, solid, constructed 

reality; all my projections start from a single viewpoint which has 

always been the same and the only one in the art of all times, “the 

inner perspective,” that is, the realization of an inner phenomenon.

No more flat, academic realism, no more slightly pictorial 

verism with its shy, stylistic look, but powerfully transformed, 

re-constructed, and re-created. The gaze turned inward, to the 

mysterious, magic, infinite world of the soul, of thought, and of  

the image. The capacity to give substance to the entire world lived 

in the climates, zones, dawns, and nights of the state of mind. Thus 

returning to the true work of art, merging with all the great arts 

of the past, Eastern, Western, ancient and modern, without in fact 

resorting to semi-plagiarism, without painting incomprehensible, 

arbitrary abstractions, the result of creative inability and ill faith. 

The autonomous, clear, limpid, exact work of art, illuminated  

by its own light, experienced by its own flora and fauna, and by 

exclusively plastic and pictorial figures.

In its unreal magic the appearance of the work of art will be 

arranged like the nature surrounding it. The whole world in which 

we live is rhythm; no a-rhythmic false note of line, form, color, 

sound, noise; everything is strictly mathematical, measured, and 

weighed; this is the perfect style of that which is true. In the work 

of art, meaning in the realization of the inner world, there must 

always be the same rhythmic discipline, the same metric rigor, 

in every manner of relation, and then there will be an authentic 

work of art of style. 38

This is how Depero introduced himself in the 
catalogue for the large exhibition devoted to the 
promotion of the Casa d’Arte Futurista, a show held 
at Palazzo Cova, in Milan, in January 1921. And here 
there is a clear “adjustment of sights” based on the 
actual Futurist positions, where Depero purposely 
uses terms like “emotive inner values […] pictorial, 
luminous, sensitive, impressionistic unreality,” and 
then “the mysterious, magic, infinite world of the 

fig. 7. Lettrice e ricamatrice 
automatiche [Automatic 
Reader and Embroideress], 
1920–21. Private collection

soul […] the state of mind,” and, paradoxically, 
also the “merging with all the great arts of the past 
[…] without painting incomprehensible, arbitrary 
abstractions” which, in a way, will have the effect 
of the work of art “in its unreal magic [being] ar-
ranged like the nature surrounding it” and, lastly, 
that the work of art will have to submit to a “metric 
rigor, in every manner of relation.” If we did not 
know that the person writing these words had been 
(and was?) one of the most convinced Futurists, it 
would read like a declaration of intent by one of 
De Chirico’s early followers, but also an assidu-
ous reader of Carlo Carrà’s La pittura meta fisica 
[Metaphysical Painting], printed in 1919, and even 
someone anticipating the “golden ratio” laid down 
by Gino Severini (1883–1966) in Du Cubisme au clas-
sicisme [From Cubism to Classicism], which was 
published that same year. And where did the “rejec-
tion of the past” end up? Where is the “mechanical 
muse” of the Balli plastici, if now, on the contrary, 
one awaits a magic direction from nature herself? 
It is obvious here that the Depero of those years 
was in a state of great conceptual evolution, or else 
involved in a work-in-progress that would re-define 
his specific coordinates well beyond the Futurist 
sphere, even if, emotionally speaking, he would still 
declare himself as such. Otherwise, how could he 
devise (and reconcile with Futurism) works such 
as the 1919 Io e mia moglie [My Wife and I] [cat. 88] 
and the 1920 La casa del mago [The Magician’s 
House]? Works which were light years removed 
from Futurist poetics, to which they offered in 
contrast precisely that “magic” sensibility and 
that vision of an “inner perspective” (where “inner” 
stands for “interior”) mentioned in his writing, and 
which in fact express his “existential” discomfort, 
typical and transversal in postwar Italian culture 
with the possible exception of Futurism. In effect, in 
Io e mia moglie, the vision was not “simultaneous” 
but rather “symbolic,” that is, charged with a magic 
pathos, and with that specifically “magic” aura of 
the creator of works of art. Magic, too, is the vision 
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of La casa del mago, further emphasized by that 
nocturnal, “lunar” climate that recurs in the 1920 
Città meccanizzata dalle ombre [City Mechanized 
by Shadows] [cat. 99], in which the dreamlike and 
esoteric theme of the shadow, used in the paintings 
of Clavel, comes back in a solidified form. The meta-
physical dummies of La casa del mago, which, in 
reality, were “rubber robots” (but also “living artifi-
cial beings”) also reappear in Lettrice e ricamatrice 
automatiche [Automatic Reader and Embroideress] 
[fig. 7] of 1920, in which Depero “adds” an ambient 
“vacuousness,” suggesting the void and silence of 
cosmic space.

All these paintings are a symptom of the “dis-
comfort with modern civilization” which Depero 
intimately experienced in the debate (which for 
him was completely internal) between Marinetti’s 
victorious postwar proclamations, on the one 
hand, and the rising wave of a “call to order” on the 
other, between the almost messianic triumphalism 
of postwar Futurism and the tragic reality of things.

During that period, the activities of the Casa 
d’Arte kept him ever busier, with the result that 
the time he could devote to painting grew ever 
less. And precisely for this reason we can count 
on the fingers of two hands the paintings produced 
in the early 1920s, in particular in 1922 and 1923. 
These would include Riesumazioni alpine [Alpine 

Re-Exhumations] (even though it might be from 
the latter half of 1921) and the Ritratto psicologico 
dell’aviatore Azari [Psychological Portrait of the 
Pilot Azari] [cat. 104], which marked the beginning 
of a series of works that gradually featured an in-
creasing number of aerodynamic tones and forms, 
demonstrating both a renewed ardor for Boccioni-
like dynamism, and his “singular” support of the 
Manifesto dell’arte meccanica Futurista [Manifesto 
of Futurist Mechanical Art], published in 1922 and 
signed by Ivo Pannaggi, Vinicio Paladini,39 and 
Enrico Prampolini. I say “singular” particularly 
because Depero’s “mechanical” support was for-
mal more than anything else, insomuch as he was 
experimenting with a new “mantle” for his ideas, 
but he definitely did not subscribe to the theorems 
of that manifesto in their entirety. His output, in 
fact, did not have the formal “coldness” that hall-
marked the works of the three signatories, but, 
paradoxically, his paintings appeared to be much 
more mechanical than theirs. I am talking about 
works such as Ciclista moltiplicato [Multiplied 
Cyclist] [fig. 8], the first version of Nitrito in ve-
locità [Speeding Nitrite, fig. 9], and La ricamatrice 
[The Embroideress] [fig. 10], all produced in 1922, 
and then Motociclista, solido in velocità [Biker, 
Solidified in Speed] [cat. 153] and Spazialità lu-
nari, o Convegno in uno smeraldo [Lunar Space, 

or Meeting within an Emerald] [cat. 122], executed 
respectively in 1923 and 1924. These works were 
characterized by a new, tube-like representation  
of arms and legs resulting from the wholesale use of 
half-tones that had replaced the flat tints, but also 
from the perspectival diagonalism that virtualized 
the development along the force-lines of Boccioni’s 
dynamism. Essentially, with optic-dynamic effects, 
Depero got around the intrinsic static quality of his 
figures, due precisely to the accentuated plastic di-
mension imposed upon them. But these works did 
not come about in this way, through a development 
of hand and sign: rather, they were the outcome of 
Depero’s reflections, one or two manifestations  
of which can already be made out in earlier paint-
ings. New “symptoms,” therefore, that Depero was 
in the process of codifying, but which he would not 
publish in their definitive version until 1927, in his 
famous libro imbullonato [bolted book], thereby 
demonstrating a further aspect of his theoretical 
conception of art. Depero was in effect replacing 
the “programmatic” manifesto, which announces 
what one intends to do, with what we might call a 
“survey” manifesto, in other words one that em-
braces and informs on the effective “results” follow-
ing on from theorizations. Paraphrasing from the 
scientific field, we might say that Depero was intro-
ducing “already tried and tested theories,” which 

fig. 8. Ciclista moltiplicato 
[Multiplied Cyclist], 1922. 
Private collection

fig. 9. Nitrito in velocità 
[Speeding Nitrite], 1922. 
Private collection, on deposit 
at the Musei Civici di Venezia

fig. 10. La ricamatrice  
[The Embroideress], 1922. 
Private collection
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that climate of temporal suspension, in which the 
mechanical component is essentially just formal.

Let us now take a look at one or two excerpts 
from that lengthy text:

[…] our art will be the offspring of machines: brand-new, shining 

and precise, lethally electric […] I ADORE ENGINES, I ADORE 

LOCOMOTIVES, they inspire me with unbreakable optimism […] 

W E  H A V E wheels on our knees, funnels in our ears, and disks 

imprinted in our brain. Pincers in our hands, pins at our elbows and 

shoulders; the muscles and nerves are thin and intricate chains, 

transmission pulleys and shafts, guided by two connected engines, 

the heart and the brain […] The machine lasts a long time. The 

machine is used for lots of things. The machine is varied and 

beautiful. The machine does not betray […]

To overcome all the miseries of past art let us, with great 

gratitude, embrace the

M   A   C   H   I    N   E

M  A  C  H  I  N  E

M A C H I N E

MACHINE

machine.41

Notice the “metallic” clarity of this snippet. It is a 
declaration of total love not only for the mechanical 
aspect of the modern world, but also for possible 
future developments, and at the same time a “re-
newed” rejection of the past, after its value-related 
“retrieval” in that text written in 1921, which we had 
a quick look at earlier. And yet, to bring things full 
circle in this pictorial parenthesis, it is absolutely 
crucial to mention certain works, all produced in 
1924, such as the famous Treno partorito dal sole 
[Train Born (out) from the Sun], Marinetti temporale 

were therefore safe. To back this up, we might men-
tion the text “Architettura della luce” [Architecture 
of Light], published in the bolted book in 1927, but 
whose principles were already codified per se in La 
ricamatrice of 1922, and also in La casa del mago 
of 1920. In this latter painting, in fact, one of the 
metaphysical dummies, the one on the right, is as 
if “bathed” in a shower of green light, which creates 
a seemingly solidified cone. But even more so in 
La ricamatrice, the light has a component action, 
in the sense that it creates and draws the space. 
Within the luminous cone, where the embroider-
ess (Depero’s wife Rosetta) is sewing, everything 
is solar, while outside the climate is lunar. Depero 
invested the light with those faculties which are 
compositional but at the same time “magic” and 
alienating, meaning that they define areas of life 
and others where everything is suspended, includ-
ing, quite possibly, time. As Depero wrote:

The Divisionists directed their linear chromatic beams towards 

the sources of light: the sun, the moon, lamps. The surfaces of the 

bodies were folded and oriented towards these perspectival 

centers of the picture. This cue to an arbitrary perspectival sense 

introduced me to all the possibilities of new perspectives that 

were deformations of what was conventional and geometric. I thus 

managed to create whole constructions suggested to me by the 

various closely interwoven directions of the light.

BOCCIONI was the first to create and sense the solidification 

of Impressionism.

Examples of solid, constructed forms of light can also be 

found in the rays emanating from figures of Christ on the cross, 

or bursting from the hearts of saints, and possibly the obelisks and 

the actual Pyramids are nothing but gigantic solidified sun rays, or 

dunes rendered geometric by the sunlight. But here we have the 

reconstructed landscape, crystallized by the sun, shaped in all its 

solar splendor. The rays of light appear like bridges and streets 

heading fearlessly towards the sky. The houses and bell towers 

lie devastated on the slopes, supported by sea walls and teetering 

on the chasms of deep, delving shadows.

GEOMETRIC WELLS OF MYSTERY.

From lakes burst upturned pyramids of gold. The figures and 

the lucid objects arm themselves with crystalline needles like new 

porcupines made of glass.

THE SUN GIVES LIFE, THE SUN GIVES COLOR, and now the 

sun gives art a NEW ARCHITECTURE.40

Now, if we take an opposite tack, we might say 
that the concepts which underpin more “mechani-
cal” works such as the 1922 Ciclista moltiplicato and 
Nitrito in velocità, and then the 1923 Motociclista, 
solido in velocità and possibly the 1924 Spazialità 
lunari, o Convegno in uno smeraldo, were also those 
codified in a text published in the “mechanical” 
bolted book of 1927, to wit, “W la macchina e lo stile 
d’acciaio” [Long Live the Machine and the Steel 
Style]. Those works were in fact unexceptionably 
mechanical, not only in the chromatic tone of their 
figures, which makes them look like massive blocks 
cast in steel, but also in the aerodynamic attitude 
aimed at giving them obvious speed. Spazialità lu-
nari, o Convegno in uno smeraldo merits separate 
mention, mixing as it does the mechanical nature 
of the figures with the centric perspective that di-
rects everything towards the source of light: Light, 
in a nutshell. This is a “lunar” work, wrapped by 

patriottico [Marinetti Patriotic Storm] [cat. 121] and 
Gara ippica tra le nubi [Horserace among the Clouds] 
[cat. 127], all of which displayed an obvious “dis-
continuity” in the artist’s conceptual itinerary pre-
cisely because, in their alternate “stylistic mantle,” 
they showed evidence of a new process in action. 
Otherwise put, they powerfully introduced new co-
ordinates, implying not so much the beginning of a 
removal from the “mechanical muse,” not to say a 
phase of re-thinking things, as, rather, its “re-shap-
ing” in the direction of a poetics which associated 
that mechanical line with the recovery of “traditional 
values”: his land, his landscape, and, essentially, the 
concept of nature in its wider sense. Following the 
publication of Jean Cocteau’s Le Rappel à l’ordre [A 
Call to Order] in 1926, in Italy, too, a re-examination 
was conducted by the Novecento, the new move-
ment headed by Margherita Sarfatti,42 pitting the 
Futurists’ worship of modernity against the recov-
ery of an uncontaminated painting, with its eyes on 
Paolo Uccello and Piero della Francesca rather than 
the Impressionists. This stance was diametrically 
opposed to that of Futurism, with which, inevitably, 
it waged war. And yet Depero exhibited works in 
Milan at the first Novecento show, in 1926, precisely 
because a certain convergence was in effect evident.

But in Depero’s alternating stylistic vicissitudes, 
it was still the mechanical muse which would “close” 
the pictorial moment of the decade, that is, before 
Depero traveled to the United States in the autumn 
of 1928. In addition to the above-mentioned works, 
and once again starting from 1924, we can mention 
the Marinaio ubriaco [Drunken Sailor] and then 
(perhaps) the Autoritratto diabolicus [Diabolical 
Self-portrait]. I write “perhaps” with regard to the 

fig. 11. Radioincendio 
[Radio Fire], 1926. 
Private collection
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dered exclusively in shades of steel; in Il gondoliere 
fuso [The Fused Gondolier], who is mechanically 
fused with his gondola, awash in metaphysical 
light, and in Solidità di cavalieri erranti [Solidity 
of Wandering Horsemen], all painted in 1927. In this 
latter, Depero contrasted formal constructivism 
with the absence of mechanical shades of color, 
and inserted a solidified cluster of solar rays, on 
the one hand, and an empty midnight-blue sky on 
the other, thus enveloping the composition in an 
aura of “Magic Realism.” This was the last large 
composition Depero painted before he made the 
crossing to the “new world,” which, for the artist, 
was more than just a physical journey; it was also 
the start of a major inner change, which was pos-
sibly heralded here in this climate of “suspended 
reality.”

latter because there is no historical publication that 
attests to this date, only a drawing signed and dated 
1924 (incidentally, with much later handwriting), 
which would “suggest” that the painting is from the 
same date. Nevertheless, for a series of reasons I 
would place it either immediately before the trip to 
New York or immediately after it, that is between 
1928 and the end of 1931, or better still in 1932. The 
painting, which shows Depero clad as a highlander, 
with the skyscrapers of New York in the background, 
is in fact far too close, in its fundamental philosophy, 
to a fine piece of prose written by Depero precisely 
during his two-year American spell, and in which he 
defines himself as a “metropolitan mule” hobbling 
as it climbs up to the summit of the “skyscraper 
Dolomites,” that wild tower of Babel turreted with 
mountain houses. Returning to the years prior to 
New York, some of the decade’s masterpieces were 
produced at this time, works in which the two “fun-
damental” poles described earlier, namely the me-
chanical one (which emerges strongly in works like 
La rissa [The Brawl]) and the tendency to retrieve 
the “natural flows” (which was announced in Treno 
partorito dal sole) were mediated and merged in a 
single whole which would define an almost fable-
like vision, in a natural landscape understood as 
a mechanical assembly and disassembly of reality 
(in the attempt to create something “fantastically 
new”), in most cases, or as a violent contrast of the 
two spheres: the natural, traditional one, and that of 
technological progress, i.e. modernity. Among the 
latter, we can mention the 1926 Fulmine compositore 
[Compositional Thunderbolt] (better described as 
distruttore [destructive]), which is a pessimistic 
meditation on natural forces, and the also 1926 
Radioincendio [Radio Fire] [fig. 11], which, on the 
other hand, deals with the damage of progress when 
this slips through one’s fingers. But in the great ma-
jority of cases, Depero’s vision was a “solar” one, 
precisely because it is the sun that gives life and 
is taken as the nodal, compositional center, i.e., as 
the center of perspective of various works. See, for 
instance, Aratura (Paesaggio al tornio) [Ploughing 
(Landscape with Lathe)] [fig. 12], La fienagione 
[The Hay Harvest] [fig. 13], Proiezioni crepuscolari 
[Crepuscular Projections], and Il legnaiolo [The 
Woodcutter] (the first three produced in 1926, the 
last in 1927), all of which are works where sun and 
light had a decisive function in the formal and com-
positional definition. On the other hand, La rissa (or 
Umanità d’acciaio [Steel Humanity], or Discussione 
del 3000 [Discussion of 3000]), produced in 1926, 
is not solar but defined by the “light” which, with 
its “cones,” delineates the “vital space” (while out-
side the cones there is an “absolute void”); this is 
a dynamic robot assembly, a future and mechanical 
civilization that is nevertheless “affected” by many 
“human” vices, like a solemn drinking bout.

However, there is an altogether mechanical at-
titude in the other ploughing scenes, as in Alto 
paesaggio d’acciaio (Alba e tramonto sulle Alpi) 
[High Landscape of Steel (Dawn and Sunset in 
the Alps)] [cat. 143], which, as it happens, is ren-

fig. 12. Aratura (Paesaggio 
al tornio) [Ploughing 
(Landscape with Lathe)], 
1926. Galleria d’Arte 
Moderna, Turin

fig. 13. La fienagione  
[The Hay Harvest], 1926. 
Private collection
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ThoughT no. 4:  
painTing aFTer new york
In New York as, incidentally, through much of the 
1920s, Depero’s main activity centered on advertis-
ing: but since this is discussed elsewhere in this 
catalogue … let us jump to October 1930 when, 
after two years of arduous struggles, the artist 
returned to Italy. This was not the same Depero 
who had set out full of enthusiasm and hope for 
New York, because the American experience had 
profoundly changed him, robbing him of the en-
ergetic thrust towards the future that had always 
upheld him. New York, with its gleaming, soaring 
skyscrapers, but also with its sad, dilapidated 
suburbs; New York, with its ostentatious wealth, 
but also with its ill-concealed poverty, had shown 
him the true face of the technological future which 

the Italian Futurists had always dreamed of. That 
future was not the efficient and comradely “solar 
city” envisioned by Sant’Elia, but a chaotic, seeth-
ing melting pot of races and people who were anx-
ious and winded, insensitive, diffident, violent, and 
frightened. Not a future for the well being of man 
but, perhaps, his technological prison.

So on returning to his mountains in Trentino, 
Depero touched base once again with reality, with 
tangible things, and with the values of land and fam-
ily. His return to painting, and to art in general, mir-
rored his emotional state and also showed traces 
of a diminished creative impulse resulting precisely 
from the fact of having seen that the future which 
he had so lovingly gazed upon disillusioned him – 
which was why there was nothing left to imagine.

In New York he had painted the Big Sale [cat. 
184], a fresco of life in downtown New York de-
picting the street market on Canal Street. Then, as 
the decade gradually advanced, his themes also 

changed; from galloping horses, joyous dummies, 
and metropolitan visions, there was a very swift 
shift to isolated mountain cottages, rustic drink-
ers, and sculptural mountain creatures. His graphic 
advertising activities had slowed down, his innate 
merriness had cooled off, and his palette showed 
this reversal. At the 18th Venice Biennale in 1932 
he presented a small group of works of great picto-
rial quality but often with predominant monochro-
matic, “cold” tones. Among the works on display, 
there were one or two absolute masterpieces, like 
Big Sale, Sintesi veneziana [Venetian Synthesis] [fig. 
14], Prismi lunari [Lunar Prisms] [fig. 15], Nitrito in 
velocità [Speeding Nitrite], and Elasticità di gatti 
[Elasticity of Cats]. But, if you will, these works 
also pointed to a “re-modeling” of his vision of 
art and life. In them we find an attempt to attain 
a universal communion between the mechanical 
muse and the muse of speed with the energy ema-
nating from “natural flows.” It was like a sort of 

fig. 14. Sintesi veneziana 
[Venetian Synthesis], 1932. 
Ministero delle Attività 
Produttive, Rome

fig. 15. Prismi lunari  
[Lunar Prisms], 1932.  
Galleria nazionale d’arte 
moderna, Rome

fig. 16. Natura morta accesa 
[Illuminated Still Life], 1932. 
Private collection

fig. 17. Colpo di vento  
[Gust of Wind], 1947.  
Private collection
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palingenesis or rebirth that Depero tried to bring 
full circle, but which here traced the coordinates 
of what “he no longer was” and especially of how 
he “wanted to be.” I am alluding to Prismi lunari, 
wrapped in its magic aura, with its lunar midnight-
blue color, in a “time without time,” in the silence of 
space, while another work, Elasticità di gatti, found 
its explanation in the analogy of the “movements 
of the swaying larches or elastic cats, happy and 
thoughtful” in his writing of that time titled “Aver 
fede” [Having Faith].43

All this helps us to understand how, from his 
return from New York onwards, his painting had 
a direct correlation with his writings, which were 
more and more numerous, as if, at that crucial 
moment of transition, Depero felt the need for a 
“poetic substance” as an anchor of salvation. And 
it is also a way of saying that his painting became 
a field of literary speculation, that is, anything 
but an improvised sequence of “peasant or rustic 
Futurism,” as his work of the 1930s and thereafter 
has often been regarded. Rather, we could say that 
his painting evolved from being a playful topos in 
which his theatrical references found a place, and 
which hallmarked his output from 1917–18 up un-
til his stay in New York, to become a moment of 
“visual solidification” of a poetic and literary idea. 
Whatever the case, from 1935 on his pictorial work 
would move ever further away from the classical 
themes of Futurism (speed, dynamism, machines), 
and return to a re-reading, still partly Futurist in its 
volumetric rendering, of naturalistic if not rustic 
themes [fig. 16].

In the 1940s, after a second disastrous stay in 
New York (1947–49) during which he painted the 

excellent Colpo di vento [Gust of Wind] [fig. 17] in 
1947, his painting moved in a continual ebb and 
flow between nostalgic revisitations of the charac-
ters of his Balli plastici, as in the 1945 Gli automi 
[Automata] [fig. 18], to the simultaneous visions 
of the 1946 Capogiro [Dizziness] and the new for-
mulations of “nuclear painting,” as in the 1950 Iride 
nucleare di gallo [Nuclear Iris of a Cock].

Depero painted for as long as his strength al-
lowed him to, and in his latter years he devoted 
himself to the preparation and outfitting of his mu-
seum, which opened in August 1959. Soon after, on 
October 29, 1960, he passed away, without fanfare, 
bequeathing the town of Rovereto a legacy of more 
than three thousand works.

1. A type of secondary school characterized by its tech-
nical and practical curriculum — Ed.

2. Luciano Baldessari (1896–1982) was an Italian archi-
tect, stage designer, and painter who in 1913 joined
the Futurist movement in Rovereto, headed locally
by Depero. Carlo Belli (1903–1991) was a renowned
Italian journalist, art critic, writer, and artist whose
novel, Città meccanizzata dalle ombre, drew inspiration 
from Depero’s homonymous painting. Fausto Melotti
(1901–1986) was an Italian painter and sculptor who
became famous for his slender brass sculptures and
small ceramics. Gino Pollini (1903–1991) was an Italian 
architect who joined Gruppo 7 before going on to work 
with Luigi Figini (1903–1984), with whom he designed 
several buildings for the Olivetti company. Adalberto 
Libera (1903–1963) became acquainted with Futurism 
through fellow student Depero before going on to be-
come one of the most salient architects of the Italian 
modern movement. — Ed.

3. “[…] Io voglio tuffarmi nel lordo della vita umana. Il
chirurgo, il medico studia i mali del corpo umano; io, 
invece, studio nell’arte il goffo, il tisico, l’infezione dello 

spirito. Spalanco le pupille, vivo di danze macabre d’al-
lucinati, d’urli rauchi, guaiti acri, risa lacerate, punture 
ironiche e graffi indemoniati”; “L’esposizione di arte 
grottesca,” Alto Adige, February 7–8, 1913. All quota-
tions reflect the original spelling of names as well as 
the grammatical and syntactic forms in use at the time.

4. Alberto Martini (1876–1954) was an Italian painter, en-
graver, illustrator, and graphic designer whose grotes-
que and macabre work is generally considered to be
one of the precursors of Surrealism. Romolo Romani
(1884–1916) was an Italian artist who worked as an illus-
trator for the journal Poesie directed by Marinetti and 
Benelli: he was one of the signatories of the Manifesto 
dei Pittori Futuristi [Manifesto of the Futurist Painters] 
despite the fact that his name was removed from the 
published version. For a full reproduction of this mani-
festo in English, see pp. 363–64 — Ed.

5. “coi i tipi della Tipografia Mercurio”; Fortunato Depero, 
Spezzature (Rovereto: Mercurio, 1913), 2.

6. Bruno Passamani remits to the names of Praga, Boito, 
and Torelli. See Fortunato Depero (Rovereto: Comune 
di Rovereto, 1981), 22. [The Scapigiliatura movement 
developed organically throughout Italy between the
1860s and the 1880s, starting from Milan, in an attempt 
to rejuvenate Italian culture through foreign influences 
— Ed.]

7. Gino Sottochiesa, La nova voce: poesie (Rovereto:
Grandi, 1912).

8. This refers to the Italian poet Omero Vecchi (1888–
1966), whose pseudonym was Luciano Folgore — Ed.

9. Gino Sottochiesa, “Spezzature,” Alto Adige (June 16,
1913).

10.  This is gleaned from the review of the show written by
Enrica Sant’Ambrogio Pischel (ESP), “L’Esposizione
Fortunato Depero,” Il Popolo (Trento, November 4, 1913).

11.  Lacerba, year 1, no. 23 (Florence, December 1, 1913).
The announcement was on the last page, 280 (sequen-
tial numbering), placed significantly between the an-
nouncement of Nietzsche’s book, The Antichrist, and
Boccioni’s (then forthcoming) work titled Pittura scul-
tura futuriste.

12. The date can be deduced from a manuscript in the
Depero Archive, titled “Nozze clandestine” [Clandestine 
Wedding], with variants and corrections with regard
to the version published in Fortunato Depero nelle ope-
re e nella vita (Trento: Mutilati e Invalidi, 1940), 247.
Whatever the case, in both versions Depero wrote:
“Parto. Un mese dopo, il giorno 11 gennaio 1914, Rosetta 
mi segue …” [I’m leaving. Rosetta follows a month later,
on January 11, 1914 …], from which it can be inferred 
that Depero left Rovereto on December 11, 1913, on his 
own.

13. “Mi mancava un pane, sentivo fame-parole-opere, tut-
to ischeletrito … vidi “Lacerba,” annusai profumo di
rivolta, fiutai diluvi sgargiantissimi di spari e scoppi
petardeschi … Allungai il passo, salutai l’amico e mi
precipitai nella stanza-gabbia di riflessioni e violaceo 
agglomerarsi di futuri guizzi di esplosioni. Lessi-rilessi!
Quasi piangeva commosso … / “Grande Serata Futurista
– Resoconto - Discorsi - poesia - giornale di bordo…”
/ Tremavo … applaudivo frenetico – balzavo in pie-
di imbestialito per tanta porca bovinità … Lessi for-
te – spumeggiar sanguigno sulle labbra … Le tempie
martellavano … Ero di metallo fuso, tutto scintilla …
Gioia, gioia, gioia, gioielli e tutto per quel nuovo, nuovo,
NUOVO e grande giornale ‘LACERBA’ … Violini, violini 
… non più stanza grigia … ma rosse pareti e gialle cor-
nici – nere luci e divani di fiamma – bicchieri vellutati 
– donne azzurrissime … / Ecco la gioia del mio Natale, 

fig. 18. Gli automi 
[Automata], 1945.  
Private collection
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nella miseria, nella grigia malinconia 23 dicembre, a 
Roma ...”; MART, Bruno Passamani Manuscript Archive.

14. Francesco Cangiullo (1884–1977) was an Neapolitan
writer, poet, and painter who wrote, with Marinetti, the 
Futurist manifesto Il teatro della sorpresa in 1921. Arturo
Martini (1889–1947) was an Italian sculptor, member
of the Valori Plastici group which also included Carrà, 
De Chirico, and Morandi. Ottone Rosài (1895–1957)
was a Tuscan painter and writer who was close to the 
Futurists before adopting a Constructivist approach in 
his work. Enrico Prampolini (1894–1956) was an Italian 
painter, scenographer, and architect who became one 
of the best-known representatives of the Futurist mo-
vement. Giorgio Morandi (1890–1964) was an Italian
printmaker and painter of still lifes whose Futurist pha-
se gave way to a more poetic and metaphysical stage. 
Mario Sironi (1885–1961) was a painter, sculptor, and 
illustrator who abandoned Futurism to become one of 
the founders of the Novecento movement, for which he 
wrote Manifesto della pittura murale [Manifesto of Mural
Painting] in 1933 — Ed.

15. Aleksandr Archipenko (1887–1964) was an Ukranian-
American graphic artist and sculptor, best known for his
Cubist-inspired works. Wassily Kandinsky (1866–1944) 
was a Russian painter and art theorist, often called the 
father of abstract art. Alfred Kubin (1877–1959) was an 
Austrian illustrator, printmaker, and occasional wri-
ter, a representative of Symbolism and Expressionism 
and the author of one of the masterpieces of European 
fantasy literature, Die andere Seite. Ein phantastischer 
Roman [The Other Side]. Aleksandra Exter (1882–1949) 
was a Russian-French Suprematist and Constructivist 
painter, illustrator, and designer — Ed.

16. For a full reproduction of this manifesto in English, see 
pp. 385–93.

17. I am referring to the sadly deceased friend and master, 
Maurizio Fagiolo (a great Balla expert), who, after a
brisk exchange of opinions, having seen the documenta-
tion and my “chronological” motivations, admitted that,
in effect, Depero’s manifesto might certainly have been
the premise for Ricostruzione futurista dell’universo. 

27. 1. Motorumorismo – 2. Dramma astratto picto-plastico 
– 3. Architettura dinamica – 4. Parole in libertà.

28. Pianoforte rumorista is in fact mentioned in the letter to 
Guglielmo Jannelli mentioned above, see n. 25.

29. Mimismagia was a (never realized) mimic-acrobatic
dance for which Depero designed transformable cos-
tumes with elements that could light up and produce 
noises — Ed.

30. I continue quoting titles from the handwritten list refe-
rred to above. See Depero, “Mostra Corso Umberto.”

31. [Roberto Marcello] Iras Baldessari (1894–1965) — Ed.

32. All the title references and notes by Depero in the cata-
logue for this show are taken from Catalogo-Esposizione
futurista del pittore e scultore Depero (exh. cat. Sala 
Morgano, Capri, September 8–16, 1917); MART, Museo 
Depero Manuscript Collection, Eco della Stampa I,
Dep.8.1.1.

33. Giorgio de Chirico (1888–1978) was a Greek-Italian ar-
tist who founded the Scuola Metafisica art movement. 
Filippo de Pisis (1896–1956) was an Italian painter and 
writer associated with the Scuola Metafisica and the
Novecento movement. Achille Lega (1899–1934) was an 
Italian painter and printmaker whose 1917 Vibrazioni 
atmosferiche di un aeroplano in volo [Atmospheric
Vibrations of a Plane in Flight] is generally considered 
to be the first aeropittura. Primo Conti (1900–1988) is 
an Italian artist who joined the Futurist movement in
1917 — Ed.

34. “[…] a prima vista l’arte di Depero è soprattutto deco-
rativa, coloristica, suggestiva. La purezza dei colori che
sembrano sorriderci in una luminosissima atmosfera
mattinale, subito attira con l’esattezza delle linee crude 
e del contorno deciso. Se noi osserviamo bene però,
un profondo mistero è racchiuso nelle figure legnose, 
rigide, burattinesche del Depero. Esse hanno un loro
aspetto fatale, forse doloroso. La loro umanità ci inte-
ressa e ci fa pensare come quella dei possibili abitanti 
della Luna, Se noi, come intenti, quasi magnetizzati,
davanti alla lastra di un grande specchio, ci ponessimo 
a contemplate il più grande e complesso quadro del
Depero, ‘Capri’, noi ci sentiremmo veramente oppressi 

For a full reproduction of this manifesto in English, see  
pp. 369–75.

18. “non v’è né pittura, né musica, né poesia, non v’è che 
creazione!” [it is neither painting, nor music, nor poe-
try, it is creation!]; Umberto Boccioni, Pittura scultura
futuriste (Milan: Edizioni futuriste di Poesia, 1914), 325.

19. “astratta, trasparentissima, coloratissima, leggeris-
sima, continuamente mossa, sospesa nello spazio,
trasformabile, luminosa, volatile, rumoreggiante, mi-
racolosamente sconvolgitrice.”

20. “statica, opaca, incolore, pesante, fissa, di materia unica
e stabile, seria e monotona, silenziosa, fetidissimamen-
te funebre.”

21. Aldo Palazzeschi (pseudonym of Aldo Giurlani) (1885–
1974), Il controdolore (manifesto futurista), December
29, 1913 — Ed.

22. Passamani, Fortunato Depero, 42.

23. Fortunato Depero, “Mostra Corso Umberto: Dipinti
astratti stile Depero, 1916,” unpublished manuscript,
Depero Archive.

24. Ricostruzione futurista dell’universo [Futurist Recons-
truction of the Universe], Futurist manifesto (Milan:
Direzione del Movimento Futurista, March 11, 1915).
For a full reproduction of this manifesto in English, see 
pp. 369–75.

25. “BRINDIAMO … Potente spettacolo, un milione d’ita-
liani liberare, vendicare nostri figli e fratelli martiri … 
URLIAMO ABBASSO L‘AUSTRIA … MORTE ALL’AUSTRIA,
MORTE AI TEDESCHI, IMPICCHIAMO L’IMPERATORE,
BUUUUMMMM … PATAPLUMF … FEROCEMENTE –
GLORIOSAMENTE COMBATTERE TRIONFARE PER
TRENTO E TRIESTE.” Letter to Guglielmo Jannelli.
MART, Museo Depero Manuscript Collection, no. Ms
7430, undated (probably late May 1915).

26. “Lavoratore infaticabile, ha già accumulato una pro-
duzione enorme, dove il dinamismo viene studiato ed 
espresso in tutte le sue infinite possibilità. Una pros-
sima esposizione mostrerà in Depero un artista com-
pletamente nuovo”; Umberto Boccioni, “Depero,” Gli 
Avvenimenti (Milan, January 23–30, 1916).
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dal senso di caldura e di luce abbagliante che invade 
la tela, ci incanteremmo davanti alle case, ai portici, 
alle figure, intarsiate in un cielo d’anodonta e di per-
la; ai nostri occhi, alla nostra memoria tornerebbero 
pesantemente le scene di certi monumenti egizi, ter-
ribili, spettrali, suggestivi, appunto nella loro legnosa 
e scheletrica semplicità e nel loro ineffabile ritmo”; 
“Conferenza di De Pisis,” in Pittura moderna (Ferrara, 
November 1918); re-published as “Ricordando Filippo 
De Pisis,” in Dizionario Volante Depero, Secondo grupo, 
folder 9 (Rovereto, undated [but 1956]).

35. “[…] Depero partì anch’egli dal Futurismo che lasciò 
in lui tracce e ancora lo attraggono le prospettive sin-
tetiche e le scomposizioni sapienti di piani e di corpi 
… Sebbene si firmi futurista, più complesso e con l’ac-
cenno a caratteri ch’io chiamerei post-futuristi, è un 
giovane e tenace lavoratore”; Ibid.

36. “[…] ha una consumata perizia tecnica che gli permette 
di ricavare effetti coloristici grati anche agli occhi dei 
profani e che ce lo mostra pittore a prima vista. Si disse 
che un buon giudice delle opere moderne sarebbe colui 
che venisse dal buio, dal silenzio, dalla quiete perfetta… 
Sono certo che sarebbe più in grado di penetrare il 
vero spirito delle forti opere del Depero, un selvaggio 
vergine di panacee aneddotiche, storico-sentimentali 
che un critico viziato dalle false preoccupazioni degli 
estetizzanti. O non si e sempre insegnato che la linea 
veramente grande ed universale compare nella infanzia 
dei popoli e precede di gran lunga la lenta evoluzione 
della civiltà?”; Ibid.

37. “[…] Mi resta a parlare dell’artista più significativo 
della mostra, un vero maestro della fantasia e della de-
corazione: il Depero… Nel “Paese di tarantelle” sono gli 
uomini… che assumono aspetti e gesti marionettistici 
e giocattoleschi. E’ una visione festivalica dell’isola di 
Capri, dove ogni colore ed ogni forma appaiono trasfigu-
rati come attraverso un prisma di cristallo e in cui ogni 
cosa si solidifica e vibra internamente, come materiata 
di pietra preziosa, dentro la diffusa vampa orgiastica del 
sole. E vi è un senso gioiosamente folkoristico di taran-
telle e di carretti dipinti, sboccianti qua e là come fiori 

dei santi, e forse gli obelischi e le stesse Piramidi non 
sono che giganteschi raggi di sole solidificati o dune 
geometrizzate dalla luce solare. Ma eccoci al paesaggio 
ricostruito, cristallizzato dal sole, sagomato in tutti i 
suoi splendori solari. I raggi luminosi appaiono come 
ponti e strade dirette arditamente verso il cielo. Le case, 
i campanili, sono terremotati in tutte le pendenze, sor-
retti da pareti di mare ed in bilico sui baratri di profonde 
ombre, scavanti / GEOMETRICI POZZI DI MISTERO. / Dai 
laghi scoppiano piramidi d’oro capovolte. I personaggi 
e gli oggetti lucidi si corazzano di aculei cristallini quali 
nuovi istrici di vetro. / IL SOLE DA’ LA VITA, IL SOLE 
DA’ I COLORI ed ora il sole dona all’arte una / NUOVA 
ARCHITETTURA”; Fortunato Depero, “Architettura del-
la luce” Futurist manifesto, in Depero futurista 1913–1927 
(Milan: Dinamo Azari, 1927), [77].

41. “[…] La nostra arte sarà figlia delle macchine: nuova 
di zecca splendente e precisa micidialmente elettrica  
[…] ADORO I MOTORI, ADORO LE LOCOMOTIVE, mi 
ispirano ottimismo infrangibile  […] A B B I A M O ruote 
alle ginocchia, imbuti alle orecchie e dischi impressi nel 
cervello. Pinze alle mani, perni ai gomiti ed alle spalle; 
i muscoli ed i nervi sono sottili ed intricate catene, pu-
legge ed alberi di trasmissione, guidati dai due motori 
collegati, il cuore ed il cervello  […] La macchina dura 
molto. La macchina serve molto. La macchina è varia 
e bella. La macchina non tradisce  […] / Per superare 
tutte le miserie dell’arte passata abbracciamo ricono-
scentissimi la / M   A   C   C   H   I   N   A / M  A  C  C  H  I  N  A  
/ M A C C H I N A  / MACCHINA  / macchina”; Fortunato 
Depero, “W la macchina e lo stile d’acciaio” Futurist 
manifesto, in Depero futurista 1913–1927, [65-66].

42. Member of a wealthy and cultivated Jewish family, wri-
ter and art critic Margherita Sarfatti (1880–1961) was 
the one-time lover and long-time companion of Benito 
Mussolini — Ed.

43. Dinamo futurista, no. 2 (Rovereto), 1.

sfacciati, nella solitudine quasi lunare che due turisti 
assaporano sospesi nel vuoto estatico, polarizzati di 
colori e di luce; mentre strade di un giallore abbaglian-
te s’aggirano pigramente fra il sogno di architetture 
geometriche dai colori nitidi e assoluti. Nonostante 
l’astrazione fantastica, permangono in questo quadro 
elementi sensibili e quasi impressionistici. Nella vasta 
scena panoramica, di una prospettiva che ricorda Paolo 
Uccello, la nostra fantasia vive e s’aggira sensibilmen-
te. Segno che il Depero non ci ha dato una delle solite 
traduzioni letterali in ‘argot’ cubistico, ma ha vissuto 
tutti gli aspetti della propria visione”; Mario Tinti, “In 
occasione della mostra di Viareggio,” Il Nuovo Giornale 
(Florence, September 1918); re-published in XXVI Mostra 
del pittore futurista Depero (exh. cat. Trento, November 
5–15, 1921).

38. In Depero e la sua Casa d’Arte (exh. cat. Palazzo Cova, 
Milan, January 1921), 5–7.

39. Ivo Pannaggi (1901–1981) was an Italian painter and ar-
chitect who in addition to Italian Futurism, was also in-
fluenced by Constructivism and Neoplasticism. Vinicio 
Paladini (1902–1971) was a Russian-born Communist 
architect, writer, and painter who fused his theories of 
mechanical art with his interest in establishing an allian-
ce between the proletariat and the avant-garde artists. 
Together with Ivo Pannaggi he wrote L’arte meccanica 
futurista [Futurist Manifesto of Mechanical Art] in 1922. 
For a full reproduction of this manifesto in English, see 
pp. 377–78 — Ed.

40. “I divisionisti diressero i loro fasci lineari cromatici 
verso le fonti luminose: il sole, la luna, le lampade. Le 
superfici dei corpi risultarono ripiegate ed orientate 
verso tali centri prospettici del quadro. Questo spunto 
di arbitrario senso prospettico mi iniziò a tutte le pos-
sibilità di nuove prospettive che fossero deformazioni 
di quella convenzionale e geometrica. Arrivai cosi a 
creare intere costruzioni suggeritemi dalle direzioni 
varie ed intrecciatissime della luce. / BOCCIONI creò 
ed intuì per primo la solidificazione dell’impressioni-
smo. / Esempi di luci solide, costruite, si trovano anche 
nelle raggiere dei cristi in croce, o scoppianti dai cuori 
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GIANLUCA POLDI
Everything in my most recent works is rhythmically structured, with 
an extremely obvious logicality of relations and contrasts of colors 
and forms, so as to make a single and powerful whole. Reacting to 
the Impressionist style, I have imposed upon myself a style that 
is flat, simple, geometric, and mechanical […]. I invariably strive to 
find a line that underpins and governs the most disparate elements 
of an architectonic unity […] Constructing one’s own inner world.1 

This study2 has a threefold purpose: to broaden 
our understanding of Fortunato Depero’s working 
methods, especially as regards his paintings on 

moveable surfaces; to ascertain and verify their 
state of conservation, and how this depends on 
the technique adopted by the painter; and to create 
a database for some of the works recognized and 
documented by the author. This latter aim also en-
tails the possibility of exposing possible forgeries, 
typically produced after the artist’s death and likely 
to contaminate the market and, in some respects, 
render opaque the manifestation of Depero’s pre-

cise quality and his merits, at least in the first two 
decades following the birth of the Futurist move-
ment. 

From an information and conservation angle, 
the precise requirements of this study arose from 
the obvious fact that some of Depero’s paintings 
from the 1910s and 1920s evinced certain problems 
of conservation to do with color, others did not, 
and yet others had been the subject of intervention 

DEPEROTHE PAINTING 
TECHNIQUE OF

STUDY

A

SCIENTIFIC

Unknown photographer, picture of Depero’s room in 
Rome, 1915. Reproduced in Fortunato Depero nelle 
opere e nella vita [cat. 269]

Fundación Juan March



268

by the artist before they were acquired by Gianni 
Mattioli, a well-known fact, though the extent and 
necessity of this intervention required clarification. 
Understanding why and how the artist retouched 
his own works thus became an anything but sec-
ondary issue even from a stylistic and historical 
viewpoint.

While the first two goals have been pursued 
many a time in the last few years, even in studies of 
ancient masters and the leading figures of modern 
art (Impressionists, for instance), and extending 
to certain champions of 20th century art (Picasso 
comes to mind, first and foremost), few of these 
studies have focused on the creation of proper da-
tabases that are also of use in spotting forgeries. 
Obviously enough, fake works are easy to recognize 
when they are produced with methods and materi-
als foreign to the artist’s typical praxis. This is why 
it is crucial to carry out these systematic studies on 
dozens of autograph pieces and using standardized 
instruments in order to ensure that the data col-
lected are reliable and reproducible, and that the 
samples compared are meaningful. In these terms 
it makes sense to talk of “databanks.”

The opportunity to examine a set of homoge-
neous works from the angle of dating and often also 
of provenance has markedly spurred this research, 
undertaken on ten Depero paintings produced be-
tween 1917 and 1927 (for the list of works, see Table 
1), some works on paper, and a pair of sculptures. 
A summary of the principal findings appears in the 
pages that follow.3

From the viewpoint of the analytical methods 
used, it was deemed appropriate to operate with 
non-invasive techniques capable on the whole of 
providing the most significant data about the pe-
culiar traits of an artist, focusing the analysis on 
the brushwork, underdrawings, pigments, and sup-
ports. On the basis of these results, in the future 
it will be possible to use microsamples of paint to 
carry out thoroughly detailed studies of the paint-
ing materials. For this reason, the initial work4 
involved image analysis – infrared reflectography 
(IRR) and transmitted infrared (TIR), false color 
infrared (FCI), diffuse and raking light photography 
and macrophotography, and inspections with ultra-
violet light (UV fluorescence)5 – subsequently fol-
lowed by visible reflectance spectrometry analysis 
(vis-RS), a technique useful to recognize numerous 
pigments on the surface layer and to obtain colo-
rimetric data about each of the points studied.6 

CANVASES, PREPARATIONS, CONSERVATION
One of the salient features of the Depero paint-
ings that were examined (see Table 1), as well as 
of other works produced during the same period, 
has to do with the supports. These consist mostly 
of stretcher frames with rather dense (often more 
than 20 threads per centimeter, both warp and 
weft) yet relatively thin woven-cloth canvases of 
a light color, often tending to cream. Unlike the 
industrially prepared canvases available in the 
market during several decades and used by many 

was not circumscribed to the wartime period, but 
seems to have been a constant trait in his work, 
the outcome of precise choices made both before 
and after Depero’s return to his native region, 
Trentino. In 1920, for his Città meccanizzata dalle 
ombre [City Mechanized by Shadows] [cat. 99], he 
used four pieces of canvas [fig. 3], with the lower 
one arranged horizontally the entire length of the 
work, to which other smaller pieces were affixed 
to complete the upper area. It should be borne in 
mind that the support was the same in origin, hav-
ing been painted carefully beforehand and showing 
no signs of extension during the work. However, in 
this painting and in the contemporary Flora e fauna 
magica [Magical Flora and Fauna] [cat. 101], which 
shows threads of variable diameter, as clearly seen 
on the front, the weave is very regular, suitable for 
wide areas of homogeneous color.

On the contrary, in the later Motociclista, solido 
in velocità [Biker, Solidified in Speed] [cat. 153] 
from 1927, a slightly smaller though still large paint-
ing (117 x 163.5 cm), the canvas is formed from a 
single piece of cloth of different manufacture: par-
ticularly regular in the thickness of the weave, it 
consists of threads of slightly different color and 
structure, the warp white and the weft beige.

Of the two examples of reused supports initially 
painted with another subject, Paese di tarantelle 
[Land of Tarantellas] [cat. 83] and Spazialità lu-
nari, o Convegno in uno smeraldo [Lunar Space, or 
Meeting within an Emerald] [cat. 122], the canvas 
in the latter painting was reversed, showing on 
its back triangular geometric motifs on a yellow 
ground [fig. 2], part of a much larger composition, 
possibly the backdrop for a stage set. In this paint-
ing, the original7 frame is quite peculiar, since it 
lacks a canvas stretcher system and is formed from 
pieces of different thicknesses – the side ones being 
thinner – largely obtained from the primitive frame, 
as is also shown by the scattered drops of yellow. 
One of the side elements on the left, split length-
wise, was used anew by the painter after separating 
the parts and then joining the long, smooth sur-
faces together. This is indicated by the “Depero”8 
signature in pencil divided in half on the two pieces.

of Depero’s colleagues – Futurists and others – in 
Italy and throughout Europe, these are not pre-
prepared purchased pieces nor large cloths made 
to measure; rather, they are often the result of 
an assemblage of several pieces of cloth, pieces 
sewn together in all probability directly by the 
painter or his wife, as is attested to by the type 
of machine stitching and, in one case at least, by 
the zigzag edges of the strips of canvas cut with 
seamstress serrated scissors, visible only with IR 
transillumination on account of it being covered 
with lining [fig. 1]. The use of this kind of canvas 

fig. 1. Ritratto di Gilbert Clavel 
[Portrait of Gilbert Clavel], 
1917 (detail of transmitted IR). 
Private collection, Switzerland, 
on deposit at the Peggy 
Guggenheim Collection, Venice

fig. 2. Spazialità lunari, o 
Convengo in uno smeraldo 
[Lunar Space, or Meeting within 
an Emerald], 1924 (back). 
Private collection, Switzerland 
[cat. 122]

fig. 3. Città meccanizzata dalle 
ombre [City Mechanized by 
Shadows], 1920 (back). Private 
collection, Switzerland [cat. 99]
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Table 1. Paintings examined using the series of scientific analyses outlined in the introduction and some of their characteristics. In I selvaggi rossi e neri alone the IRT was not carried 
out owing to the nature of the support (cardboard). As for the protective varnish, the indications are based on observation which has not been verified with specific analyses, hence the 
provisional nature of this information. In the lined paintings it is not usually possible to distinguish between warp and weft, even with the help of IR: the counting of the threads being 
done from the front. All paintings belong to private collections, mainly to the Gianni Mattioli Collection.

No. Cat. Work Date Dimensions 
(cm)

Canvas  
density 
(weft x warp, 
threads/sq. cm,  
approx.)

Support Canvas priming Varnish Visible 
signature

Restored  
by Depero

1 Ritratto di Gilbert Clavel 
[Portrait of Gilbert Clavel]

1917 70 x 75 24 x 24 lined (2 canvases 
arranged horizon-
tally)

absent, as seen 
along some edges 
of the ground 
areas

yes absent no

2 cat. 82 I miei Balli plastici 
[My Plastic Dances]

1918 189 x 180 24 x 24 lined (3 canvases 
arranged verti-
cally, the largest 
in the middle, not 
trimmed, 103–105 
cm wide)

absent, as seen 
along some edges 
of the ground 
areas

yes original  
(in blue)

apparently not, 
except for a few 
shades of color, 
canvas reduced 
by a few cen-
timeters at the 
bottom

3 cat. 83 Paese di tarantelle
[Land of Tarantellas]

1918 117 x 187 24 x 24 lined (2 canvases 
arranged horizon-
tally)

? (in any event the 
painting was made 
over a different 
subject, at least 
partly painted in)

yes absent yes

4 cat. 77 I selvaggi rossi e neri
[Red and Black Savages]

1918 50 x 50 - original (cartoon) - ? late (cut “p” in 
black)

yes

5 cat. 86 Diavoletti di caucciù a scatto
[Little Rubber Devils]

1919 125 x 110 30 x 26 original (2 canvases 
arranged vertically)

appears not to 
exist, but pos-
sibly very thin and 
non-homogeneous 
(there are in fact 
white haloes on 
the back)

no probably 
original  
(in green)

no

6 cat. 88 Io e mia moglie
[My Wife and I]

1919 113 x 95 14 x 14  
(threads of the 
warp doubled)

original (coarser 
canvas than in 
other works)

non-homogeneous 
(on the back: 
traces of white 
preparation 
absorbed in the 
front)

no late (cut “p” in 
black)

yes

7 cat. 99 Città meccanizzata  
dalle ombre
[City Mechanized by  
Shadows]

1920 119 x 188 25 x 15 original (4 pieces of 
canvas, 2 of which 
are arranged hori-
zontally)

appears not to 
exist, but possibly 
thin and non-
homogeneous 
(there are in fact 
white haloes on 
the back)

yes absent no

8 cat. 101 Flora e fauna magica
[Magical Flora and Fauna]

1920 130 x 198 18 x 18 original (2 canvases 
arranged horizon-
tally)

appears not to 
exist, but possibly 
thin and non-
homogeneous 
(there are in fact 
white haloes on 
the back)

yes late (cut “p” in 
brown)

yes

9 cat. 122 Spazialità lunari, o Con-
vegno in uno smeraldo
[Lunar Space, or Meeting in 
an Emerald 

1924
1923?

100 x 95 18 x 21 original (re-used 
canvas; fragment of 
another painting on 
the back)

probably absent 
(absent at the 
edges; the back 
is painted with 
another subject)

yes absent reworked at an 
unknown date, 
altering the  
coloring and 
the outer frame

10 cat. 153 Motociclista, solido in 
velocità
[Biker, Solidified in Speed)]

1927
1923?

117 x 163.5 24 x 15 Original (canvas, 
beige colored weft, 
white warp)

probably absent 
(absent at the 
edges)

yes absent reworked 
shortly after 
covering the 
writing at top 
right
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Despite the absence of stratigraphic studies 
(a key method to assess the extent and condition 
of different painting layers), a close and careful 
examination of the front and back, and at times 
of the edges of the canvases (where not covered 
with wood), suggests that the fabric was often not 
primed, or else that there was a lack of regular 
preparation, such as to properly cover the can-
vas with preparatory layers, beyond the painted 
surface. The yellow-brown hue of the canvas that 
emerges in the interstices of color [fig. 4] may in-
dicate the presence of a layer of priming using a 
binding material (glue?) directly on the cloth, but 
also more simply the absorption of the binding 
materials in the adjoining areas.

Presuming that such canvases – less expensive 
than industrially prepared ones – were also dic-
tated by budget constraints, the artist’s fidelity to 
this type of cloths reflects Depero’s peculiar ap-
proach to painting. Paying no heed to the canons of 
the academic tradition, he painted directly on the 
canvas, without an adequate layer of preparation, 
which affected, at least in part, the conservation 
of the works.

This must have had to do with the fact that he 
was trained neither in an academy nor in a school 
of applied arts. Depero was essentially self-taught, 
eager to stand out, and a keen observer. He at-
tended the Scuola Reale Elisabettina in Rovereto 
when the town was part of the Austro-Hungarian 
Empire, a high school that tended to promote a 
general culture, where drawing and geometry were 
the only subjects associated with an artistic career 
– and the only ones in which Depero excelled. He
dropped out in the fifth year, however, and failed
the admission examination for the Academy of Fine 
Arts in Vienna.9

Almost all the paintings examined appear to be 
varnished, often still with the original coat, attest-
ing to their lengthy stay in one and the same collec-
tion, where restoration work was wisely controlled 
and usually limited to specific areas of paint loss.10 
Worthy of note, too, is the presence of lining only in 
three cases, for works produced in 1917 and 1918. 
In other respects, paint layer cracks and fissures 
are either limited or absent altogether, depending 
on the paintings and the fact that the artist, as we 
shall see, touched up the works many years after 
having executed them.

As regards cracks in the paint layer, these are 
almost exclusively visible to the naked eye in the 
Motociclista, where they are mainly horizontal in na-
ture, perhaps indicating that the canvas was rolled 
up at some point. It is known that in his move to 
New York in 1928, Depero took with him a number 
of painted canvases – including this one – after 
having removed them from their frames, a habitual 
practice to reduce transport costs. In other cases, 
cracks are visible with transillumination, as in the 
case of Città meccanizzata dalle ombre and Flora e 
fauna magica. Under normal circumstances, these 
thin cracks would not become manifest in the pres-

ence of normal preparations and multiple or thick 
layers of paint.

To sum up, Depero chose a painting technique 
which, judging from the use of the support and the 
control of the thickness of the paint layer, may on 
the one hand call to mind that of stage sets and 
decorative furnishings, and, on the other, looking 
to the past, that of certain Renaissance examples: 
from the rare Nordic Tüchlein11 to Mantegna’s glue 
temperas, among others, and even the ephemeral 
Renaissance setups of which very few examples 
remain.

The main risks for the conservation of these 
works reside in the non-homogeneous brushwork, 
with localized chromatic variations in the thin-
ner parts; possible flaws in the adhesion of the  
paint to the canvas, with local flaking and loss of paint 
and a propensity to abrasions, present in the paint-
ings, but fortunately in a limited way; as well as 
differences resulting from the support’s uneven ab-
sorption of the binding materials (drying oils and 
possible additives), resulting in dryness manifested 
as matt effects or areas in which the color looks 
opaque owing to the loss of much of the oil neces-
sary to maintain a clear, transparent appearance. 
Variations of brightness between contemporary 
coats in some of the paintings examined can be 
attributed, in fact, to this latter effect. At least in 
these early years, Depero wittingly chose a tech-
nique that enabled him to speed up the execution 
and to control the uniformity of the surface and its 
final overall look, favoring simple brushwork and 
fast drying times.

In these works there is usually a single layer of 
color, save for the areas where there are successive 
retouches and modifications, with a rare and con-
sidered use of superimpositions and chiaroscuro 
shading to render volumes, an aspect that gradu-
ally gained weight as his painting evolved.

SURFACE ALTERATIONS AND PIGMENTS
The binding material in the works examined ap-
pears to be oil, but in at least one case, in Diavoletti 
di caucciù a scatto [Little Rubber Devils] [cat. 86], in 
which there are instances of retouching to remedy 
local color loss, there are no signs of varnish; the 
surface is opaque and even seems to be a tempera 
or, more probably, a thin oil. In this work there are 
no yellowing or brownish lumps, which are howev-
er present in the surfaces of several paintings [fig. 
5].12 Whether the brown bumps, which can easily 
be gotten rid off with a light mechanical removal 
operation, can be linked with the original paint (of 
poor quality and rich in drying oils?), the solvent 
(drying oils with additives?) or the varnish is the 
subject of more in-depth study which is currently 
under way. On a sample taken from these superfi-
cial lumps in Paese di tarantelle, FTIR spectroscopy 
analyses detected the presence of proteic material 
mixed with natural resin, with some particles of 
lead white and calcium carbonate, suggesting a 
problem probably caused by the varnish.

fig. 4. Ritratto di Gilbert 
Clavel [Portrait of Gilbert 
Clavel], 1917 (detail with 
part of the canvas on 
view). Private collection, 
Switzerland, on deposit 
at the Peggy Guggenheim 
Collection, Venice

fig. 5. Paese di tarantelle 
[Land of Tarantellas], 1918 
(detail of yellowing surface 
and traces of the underlying 
drawing in black). Private 
collection, Switzerland [cat. 83]

fig. 6. I miei Balli plastici 
[My Plastic Dances], 1918 
(detail). Private collection, 
Switzerland [cat. 82]
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A similar case of good conservation, with no 
signs of yellowing but with some cracks and local 
abrasions, is represented by I miei Balli plastici 
[My Plastic Dances] [cat. 82], a canvas that was cut 
down in size by a few centimeters, as we shall see, 
but was not repainted by Depero,13 though it was 
probably revarnished while being relined [fig. 6].

In the absence of documents, it is impossible 
to ascertain the brands or types of colors used 
by Depero, probably tubes of oil colors, while the 
vis-RS spectroscopy analyses carried out to date 
on dozens of points of different colors in each work 
have shown numerous pigments, including blues, 
various greens, some reds, and yellow-browns.14 
In particular, in the case of the blues, the studies 
have revealed the use of the entire range available: 
ultramarine blue (artificial), cobalt blue, cerulean 
blue, and occasionally Prussian blue, tending to a 
green undertone.

As regards the greens, Depero had a marked 
preference for greens that are opaque to IR wave-
lengths (such as cinnabar green and Scheele’s 
[copper arsenite] green), followed less frequently 
by (usually hydrated) chromium oxide greens and 
greens obtained with cobalt blue pigments. For the 
violets he used cobalt phosphate or pigments with 
an organic dye base (of the lacquer type).

Among the reds and pinks, Depero used ver-
milion, cadmium red, and reds derived from dyes 
like crimson-type lacquer, with a purplish tone; a 
madder-based dye, with a deep red and even purple 
tone, is on the contrary present in the watercol-
ors.15 The use of ferrous oxides (clays and ochers) 
is infrequent. 

Rarely do the spectrums make it possible to 
speculate on the use of impastos of different pig-
ments, except for mixtures with white and other 
peculiar cases, pointing to Depero’s preference 
for using “pure” colors, as supplied by the manu-
facturer, rather than working with mixtures on the 
palette following the traditional method. In the only 
sample we could take, from a green area on the left 
border of Diavoletti di caucciù a scatto, microscopic 
analyses revealed the mixture of a chromium green, 
zinc yellow (zinc chromate), lithopone white (a mix 
of barium sulfate and zinc sulfide), gypsum, and – 
unusually – particles of green earth (celadonite); 
some red grains of vermillion are also present, 
while no varnish coating exists. In this case we have 
a mixture probably made by the painter himself to 
obtain a different tone of green, a dirty green, in 
respect to other areas.16  

For the whites he used mainly zinc white and 
also the traditional lead white.

In the paintings it is often possible to find the 
presence of sporadic lumps of color and brush 
hairs.

Where chromatic alterations are concerned, in 
a couple of cases a discoloration of certain shades, 
typically pink, has come to the fore. Indeed, in the 
1917 painting Ritratto di Gilbert Clavel [Portrait 
of Gilbert Clavel], in the Mattioli Collection, it is 
possible to see, along the lower and left edges, in 

The distinguishing feature present in all these 
paintings is of the linear type, used to delimit 
precisely the various forms and elements of the 
composition. It is often possible to observe the 
presence of square grids, at least from 1918 on, 
designed to carefully control the underlying draw-
ing in the case of large works. Depero generally 
showed a preference for the system of transferring 
the drawing from paper to canvas using enlarge-
ment rather than semi-transparent paper, either 
shiny or waxed, and adopted the same method in 
the preparatory sketches on paper for his tapes-
tries. This is the case, for instance, of Studio per 
cavalcata fantastica [Study for Fantastical Ride] 
of 1919–20 [cat. 98], held in a private collection, 
where, furthermore, the grids are vertically halved, 
creating rectangles, in such a way as to increase the 
precision of the transferred details [fig. 8].

Involved here, in all likelihood, is a technique 
learned at school, one that is especially effective 
for his subjects. The drawing is executed either 
in pencil or in black ink, probably India ink, with 
regular lines, using rulers and compasses, but also 
working freehand to a great extent for numerous 
details and curvilinear forms. In the case of the 
Ritratto di Gilbert Clavel in the Mattioli Collection, 
the reflectogram18 shows a considerable use of free-
hand drawing [fig. 9] despite the rich geometry of 
the painting: the actual lines of the floor are drawn 
without a ruler and are not parallel with each other, 
as the graphic elaboration shows [fig. 10]. In this 

areas which must originally have been protected 
by the frame, in the stripes of the floor, and in the 
background with the square-and-circle motif, a 
deeper pink shade than that present elsewhere: 
this is a crimson-type lacquer,17 in all probabil-
ity synthetic, which has undergone a process of 
photo-degradation [fig. 7]. This pigment, identified 
in other paintings, may also have suffered similar 
damage, unverifiable to the naked eye in the ab-
sence of protected comparative areas.

The Ritratto di Gilbert Clavel is also important, 
in terms of conservation, to understand the effects 
brought about by the lack of a preparatory ground, 
together with the thin layers of color: indeed, in 
various background areas – especially in the blues 
– a lack of chromatic uniformity is in evidence, due 
largely to the lack of homogeneity of the brushwork 
and the fact that, over time, the yellowish color of 
the preparation has come to the surface.

UNDERDRAwING AND VARIANTS
A simple and expeditious work method such as 
Depero’s is in reality backed up, as in traditional 
painting, by the existence of numerous prepara-
tory sketches on paper, in addition to the care-
ful use of underdrawing, as the infrared analyses 
show. Indeed, in Depero, the preliminary drawing 
on canvas is essential to establish the background 
surfaces which are then painted in different colors, 
avoiding mistakes and pictorial second thoughts.

fig. 7. Ritratto di Gilbert Clavel 
[Portrait of Gilbert Clavel], 1917 
(detail of pink discoloration 
on lower edge of the canvas). 
Private collection, Switzerland, 
on deposit at the Peggy 
Guggenheim Collection, Venice

fig. 8. Studio per Cavalcata 
fantastica [Study for 
Fantastical Ride], 1920 (detail 
of the grid on the drawing on 
paper). Private collection, 
Switzerland [cat. 98]

fig. 9. Ritratto di Gilbert Clavel 
[Portrait of Gilbert Clavel], 1917 
(detail of IR reflectography 
acquired by scanning device). 
Private collection, Switzerland, 
on deposit at the Peggy 
Guggenheim Collection, Venice
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painting, which can be regarded as a largely experi-
mental work, it is probably the absence of gridding 
which explains the greater approximation.19 In at 
least one case, for a work that evidently was meant 
to have been easily produced in several copies, 
Depero prepared a perforated cartoon to transfer 
the image. There is evidence of this in the poster 
for the Balli plastici [Plastic Dances] (oil on can-
vas, 100 x 70 cm, MART, Rovereto), in which it is 
in fact possible to see the small black dots of the 
perforated cartoon around the words and figures.

To get an idea of how Depero went about paint-
ing a canvas, there is an interesting photographic 
document concerning the 1920 Flora e fauna mag-
ica which shows the work as it is being executed, 
on the easel in the studio, surrounded by several 
works on the walls.20 Careful scrutiny of the ex-
tracted detail [fig. 11] reveals the beginning of the 
coloration process: the underdrawing, which inci-
dentally has been carefully executed, as always, 
is only partly readable in the enlargement, where 
it is possible to observe how the painter did not 
start using a single color tone, but proceeded from 
various points (both in the foreground and in the 
background, with no apparent hierarchy) with dif-
ferent colors.

In addition to the drawing, the IR images often 
show variations in the painting in relation to the 
underdrawing, which are usually small, as well as 
different versions of the underlying drawings.

In this latter case, the best example is probably 
the 1918 I miei Balli plastici, in which, apart from 
small changes such as the removal of the cigar for 
the men in the line on the right and the curves in 
the legs of the small central ballerina, ideas emerge 
beneath the layer of paint which were drawn and 
then abandoned in the ground: under the green sea, 
the waves were carefully drawn with equidistant 
curves, as well as under the large savage, which, 
however, must not have been planned, and over 
which are drawn two figures with zigzag outlines, 
possibly a flash of lightning and a bird [fig. 12]. 
Studio per i miei Balli plastici [Study for My Plastic 
Dances], a sheet dated May 12, 1918 and already 
in the hands of the composer and pianist Alfredo 
Casella, was the first version, actually without the 

savage and with three rather than four sailors [fig. 
13].21 The format of this sheet, however, is larger 
than that of the canvas. In fact, in an archival photo-
graph of the painting (MART) the format of the can-
vas is similar to that of the drawing, shedding light 
on the fact that the painting was cut in size at the 
bottom by 10 cm [fig. 14], thus losing the following 
brush-written text: “I miei ‘Balli plastici’ rappresen-
tati a Roma nel maggio 1918” [My “Plastic Dances” 
performed in Rome in May 1918]. Notwithstanding, 
the original blue signature in italics is still visible. 
In other respects the sheet documents the final 
version of the painting. The small waves in the back 
had not yet been painted in, simply drawn, possibly 
not everywhere.

It is hard to pinpoint the reason why the canvas 
was shortened – this might have been done for 
reasons of conservation.

Paese di tarantelle evinces – in addition to the 
late repainting of certain colors, as we shall see – 
one or two modifications with regard to the draw-
ing and to the first painted version, especially the 
drastic simplification of the clothes of the woman in 
the foreground and her doll. The folkloric costume 
was drawn and also painted in with lots of lace and 
stylized pleats in the apron [fig. 15] before Depero 
decided to rework the painting plane by cover-
ing the lace on the breast with black and various 
shades of blue with white. The dress must have 
been altered not far from the year of execution,22 
judging by the appearance of the surface, which 
shows the characteristic yellow-brown marks 
caused by the alteration of the binding agent or 
the varnish present in the oldest parts of the work.

At the MART in Rovereto there are at least two 
old photographs of Paese di tarantelle, taken at 
different times, in one of which23 the first painted 

fig. 10. Ritratto di Gilbert 
Clavel [Portrait of Gilbert 
Clavel], 1917 (comparison 
between visible [left] and 
IR reflectography acquired 
by scanning device [right] 
onto which the guidelines 
of the floor have been 
superimposed in red).  
Private collection, 
Switzerland, on deposit 
at the Peggy Guggenheim 
Collection, Venice

fig. 11. Flora e fauna magica 
[Magical Flora and Fauna] 
(image extracted from an 
old photograph showing the 
painting in process on an 
easel). Private collection, 
Switzerland
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fig. 12. I miei Balli plastici [My 
Plastic Dances], 1918 (detail 
of transmitted IR). Private 
collection, Switzerland

fig. 13. Studio per I miei Balli 
plastici [Study for My Plastic 
Dances]. Whereabouts unknown

fig. 14. I miei Balli plastici 
[My Plastic Dances], 1918 
(comparison between a 
contemporary photograph, 
rectified in proportion [left], 
and the actual painting 
[right]). Private collection, 
Switzerland [cat. 82]

fig. 15. Paese di tarantelle 
[Land of Tarantellas], 1918 
(comparison between a 
visible detail [left] and 
the corresponding IR 
reflectography [right], in 
which the design of the first 
version can be appreciated). 
Private collection, 
Switzerland [cat. 83]

fig. 16. Paese di tarantelle 
[Land of Tarantellas], 1918 
(painting extracted from a 
contemporary photograph). 
Private collection, 
Switzerland [cat. 83]
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version of the costume is clearly in evidence, rich 
in color and detail, disturbing the effect and sense 
of the composition. Even the woman’s shoes were 
decorated with a lobed opening, while the man 
wore boots and thick socks with strips and zigzags 
up to the knee. The other surviving image [fig. 16],24 
also undated, shows the modification undergone 
by the woman, as well as differences in relation 
to today’s painting in the floor structures beneath 
the two men sitting at the round table and in the 
background to their left, which was not divided up 
using a deep pink form; it was barely toned down 
in shade, and not uniform in the red. This photo-
graph also shows that the present-day painting has 
been cut back by a few centimeters on the left and  
on the lower edges, thereby eliminating the step on 
which the foreground figures stood.

The first of the photographs described above 
also reveals that the white stripe above the low yel-
low wall which runs diagonally behind the woman 
was once painted with a sequence of squares di-
vided into triangles of alternating colors, whose 
graphic motif can be clearly appreciated through 
reflectography.25 This is further evidence of 
Depero’s driving need to simplify, which appears in 
various IR details: some dancers in the background 
had details drawn into their faces, costumes, and 
hairstyles, which were then removed, together with 
the red cart with wave-like decorations.

In the contemporary Paese di tarantelle, the IR 
images also show that the support was reused, ini-
tially featuring (under the color) another subject 
– only partly completed in oil, and largely left in
the graphic stage26 – which the combination of the 
various techniques of analysis helps to make out,
including the study of the absorption of oils on the 
back of the canvas, despite being lined [fig.17a]. In 
the reconstruction of this figure, marked in red are 
the underlying lines which have no relation to the
subject that is visible today27 or to the grid that is
also present [fig. 17b].

What was involved here must have been a large 
figure akin to those of the plastic theater, possibly 
comparable to Rotazione di ballerina e pappagalli 
[Rotation of Dancer and Parrots] of 1917 (89.5 x 
104.5 cm) [fig. 18].28 With regard to this painting and 
the reuse of its supports, it should be borne in mind 
that on the back of the canvas there is a careful pre-
liminary drawing, ready to be colored, on the sub-
ject of the Prospettiva sotterranea [Subterranean 
Perspective], which can be associated with the 
illustrations for the 1917 book titled Un istituto per 
suicidi [Suicides’ Institute] by Gilbert Clavel [cat. 
66, 73, 74], with which are linked a drawing on pa-
per and a painted version in a different format and 
with variants, more horizontally extended, known 
as Clavel nella funicolare [Clavel in the Funicular] 
of 1918.29 Moreover, the reuse of subjects is a kind 
of leitmotiv for Depero, who developed certain 
ideas in numerous artistic expressions with differ-
ent techniques, from graphics to collage, painting, 
tapestry, advertising, and later to inlay and mar-
quetry, making use of detailed drawings that were 
functional in terms of the so-called applied arts 
and often included indications of the colors to be 
used in the various background areas, which it has 
not been possible to verify30 in the underdrawings 
of the paintings. 

Infrared reflectography of Io e mia moglie [My 
Wife and I] [cat. 88], painted in 1919, reveals one 
or two interesting findings that place this work 
in close relation to two well-known drawings.31 In 
these – the square one of which represents the 
most advanced stage, even though in the analyses 
the presence of a grid has not been found – for 
example, it is possible to make out the presence of 
square-tiled floors, in perspective, which can also 
be read in the IRT images [fig. 19], and of which 
the sole visual memory that remains in the paint-
ing is the alienating reflection in the mirror behind 
the jug. Depero must have suddenly changed his 
mind, since the floors had not yet been painted, nor 
the shadow of the balustrade which, in the draw-
ings, appears at bottom right, in the area where 
the signature now stands, it too identifiable in IR 
but not painted in and completely eliminated from 
the work.

But perhaps the most significant modification 
at the iconographic level, a pictorial rethinking 
while the work was under way (and not known from 
photos of the day) is the painter’s head [fig. 20], 
which in the first version was – as in the prepara-

fig. 17. Paese di tarantelle 
[Land of Tarantellas], 1918 
(detail of the back of the 
painting [a] and the same 
detail in transmitted IR [b]. 
In the latter it is possible to 
make out an older graphic 
design, indicated by red lines). 
Private collection, Switzerland 
[cat. 83]

fig. 18. Rotazione di ballerina 
e pappagalli [Rotation of 
Dancer and Parrots], 1917. 
MART, Museo di arte moderna 
e contemporanea di Trento e 
Rovereto
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fig. 19. Io e mia moglie [My 
Wife and I], 1919 (comparison 
between two details in visible 
light [left] and transmitted 
IR [right], in which the first 
version of the floor and 
other details can be seen 
clearly). Private collection, 
Switzerland [cat. 88]

fig. 20. Io e mia moglie [My 
Wife and I], 1919 (detail of 
the artist’s head in visible 
light [left] and in transmitted 
IR [right], in which the first 
version shows up). Private 
collection, Switzerland [cat. 88]

fig. 21. Studio per Io e mia 
moglie [Study for My Wife 
and I], c. 1919. Private 
collection

tory drawings – more realistic, with the presence 
of an ear, a mouth, the outline of hair, a narrow 
almond-shaped eye like the woman’s, and a more 
carefully depicted nose. Depero clearly wanted to 
turn his self-portrait into a sort of deaf and dumb 
mask, distinguished and dignified, an indomitable 
head whose sole prerogative, as painter, is the eye 
reduced to a crack, just as his only tools are his 
brushes and colors. I find that another drawing 
(charcoal pencil on paper, 35.5 x 31 cm) held in 
a private collection [fig. 21], and possibly prior to 
the others mentioned, offers an interesting later 
reflection on the theme, showing the undivided 
house with a man in profile at the window, with 
the painter standing in front of the empty canvas 
with his brush looking like a flowing continuation 
of his hand – the left one, in this case.
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Among the more spectacular outcomes of the 
diagnostic studies carried out, mention must be 
made of the findings obtained for the Motociclista, 
in which the IR analyses brought to light the words 
“MOTOCICLI BIANCHI” [White Motorbikes] in capi-
tal letters appropriately compressed in the case 
of the first word to make it the same length as the 
second [fig. 22]. Usually dated 1923 – 1925 in the 
photographic plate held at the MART32 – it should 
probably be situated in 1927, the year in which 
Depero attempted to collaborate in the Bianchi 
company’s publicity campaign.33 The erasure would 
follow the firm’s refusal of Depero’s services and 
should be read in this light. Appearing as number 
7 in the list drawn up by Depero of the works he 
took to New York from Italy in 1928, it is likely that 
the covering of the writing preceded that date, 
making it possible for the work to be offered on 
the American market as an autonomous painting.

The colors in the areas of the painting not con-
nected with the covering of the writing do not seem 
to have been rebalanced.

DEPERO RESTORES HIMSELF
It is a well-known fact that in the latter years of 
his life, Depero not only took up again some of the 
themes of his oeuvre of the 1910s and 1920s, but he 
also put his hand to some of his works, “restoring” 
them to a greater or lesser degree.34 In this case, 
scientific analyses have helped us to understand 
the extent to which he reworked them, and wheth-
er his interventions only addressed conservation 
problems – typically, losses of color and chromatic 
alterations – and in what pieces, or if they were a 
pretext for a sort of modernization, a revision in the 
light of a new sensibility to and experience of color.

ago, the first time I saw them. I am happy to be the 
fortunate owner of all the drawings and paintings 
which you have sent me.” 36

What clearly emerges from this letter is the 
transparent relationship between the two men, 
Mattioli’s awareness and appreciation of the opera-
tion that Depero was undertaking, and the admis-
sion that in addition to the retouching, the author 
had intervened with “partial revisions,” alterations 
which, as the analyses show, went beyond the re-
quirements of conservation, such as retouches as-
sociated with the presence of gaps.37 The infrared 
investigations in fact show the existence of one or 
two places where the color has flaked off, areas 
smallish in size but reaching as far as the canvas, 
essentially situated in the upper right zone, in the 
birds and the branches, on the canvas on which 
the wife is working, above her hair, and on her 
forehead. There is also a certain loss of paint in 
the background near the man, and little else. The 
canvas seems to have suffered some damage too, 
judging from the square inserts placed between 
it and the frame. Rather than locally retouching  
the damaged areas, the painter preferred to redo the 
whole background area, so as to guarantee its chro-
matic uniformity.38 The various repainted areas and 
alterations of shade, including the insertion of light-
colored patches not formerly present in the work, 
are summarily described in fig. 23, comparing the 
findings of the analyses with the old photograph. 
With regard to this historic print, the removal of 
the original signature, probably in white, “Depero 
Rovereto 1919 (autumn)” (in block capital letters 
except for the season in brackets, which appears 
in cursive script), covered with a light shading that 
renders the ground less flat, should be noted. The 
new signature is located at bottom right, in cursive 
script, with the characteristic cut “p.”

With regard to the elaboration of this painting, 
it should be observed that Depero worked with 
great accuracy, taking special care over the colored 
shadings, the tones, and the imitation in this inter-
vention, probably considering the work to be a cor-
nerstone in his activity. The chromatic shadings, in 
particular, show the painter’s renewed sensibility 
for the “plastic” values of paint.

Going back over the years, it is likely that the 
retouching in some of the colors in the damaged 
areas in I miei Balli plastici, such as the greens, was 
not carried out by Depero, and it is not important 
enough to be deemed a revision; however, as indi-
cated earlier, in Paese di tarantelle, the repainting of 
certain shades of color, especially the reds, pinks, 
and blues, is reckoned to be Depero’s own work. In 
I selvaggi rossi e neri [Red and Black Savages] [cat. 
77], it is possible to detect the touching-up of many 
tints (almost all of them), with certain changes of 
hue that nonetheless stay close to the original 
colors with which it appeared on the cover of the 
magazine Il Mondo (yr. V, no. 17) on April 27, 1919: 
with the naked eye one can make out the original 
chromatic layer on the edges of the background ar-
eas, with brighter reds and pinks, while the brush-

As we shall see, Depero used this “restoration” 
pretext to carry out interventions that were more 
extensive than required, both for economic reasons 
and to update the works to adapt them to the con-
temporary taste.

One especially significant case is that of Io e 
mia moglie, painted in the autumn of 1919 and re-
worked in the early 1940s (1944?) before being sold 
to Gianni Mattioli. In a letter to the buyer dated 
February 13, 1950, Depero wrote that he had re-
painted certain parts of the picture, but it is com-
mon knowledge that by 1944 Mattioli had already 
agreed to the acquisition of the painting for 5,000 
lire, with an additional 10,000 lire for “retouches 
and partial revisions.”35 When the collector came 
into possession of the restored paintings – in addi-
tion to this one there were others, examined here 
– he sent the artist a letter on June 18, 1944, in
which he expressed his feelings for the work un-
der discussion: “It has been a great joy to lay eyes 
again on all these works of yours, which you know I 
like enormously. The retouching of Io e mia moglie
and the Selvaggetti is also perfect. The fresh, bright
colors with which you have managed to rejuvenate
them, like a real magician, your technique and your 
extremely personal fantasy have created two works
that thrill me today the way they did so many years

fig. 22. Motociclista, solido 
in velocità [Biker, Solidified 
in Speed], 1927 (detail in 
transmitted IR on which the 
“MOTOCICLI BIANCHI” [Bianchi 
Motorbikes] sign, which was 
later covered up, is clearly 
visible). Private collection, 
Switzerland
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erasing the original signature (that read “Depero 
1920” in capital letters) which appears in the IR [fig. 
24], a signature documented in an old photograph. 
In the work, described as partly repainted in the 
above-mentioned letter of February 13, 1950,40 a 
comparison with the photo indicates the introduc-
tion of the blue shape of a barbed fish (by way of 
colored shadow) on the left and, above all, akin 
to Io e mia moglie, shadings of various areas of 
the background, including the blue on the right. 
In this latter, in fact, the spectroscopic and multi-
spectral analyses show that the original color was 
light blue between the proboscis and the bird and 
behind the bird’s head, and that the area on the 
right, towards the edge of the canvas, was the one 
“restored” by Depero with quite different pigments: 
he originally used cobalt blue which he retouched 
with Prussian blue lightened with white.41 Overall, 
the look of the painting does not seem to change 
considerably with regard to the original, and the 
restoration can barely be justified on the basis of 
slight damage.

Where the 1924 Spazialità lunari, o Convegno in 
uno smeraldo [Lunar Space, or Meeting within an 
Emerald] is concerned, there is a valuable photo-
graphic document that illustrates the first version 
of the painting, noticeably different from the exist-
ing work in the outer edge [fig. 25]. Close observa-
tion of the boundaries of the forms [fig. 26] shows 
that the central area was originally green (from pale 
to mid green), the figures were dark green, there 
are dark blue traces beneath the present light blue 
on the edges, and the pentagon delimiting the area 
was possibly black. Through reflectography, the 
signature of the first version emerges in the lower 
left corner. The date of the intervention – which 
seems dictated by the desire to alter the sense of 
the image, and not for reasons linked to conserva-
tion – is not easy to pin down, even taking into 
account the fact that in the “restorations” of the 
1940s, as we have seen, Depero was very careful 
not to impose his new style, consisting at that time 
of serried lines of color with constant variations of 
shade. Probably also in cahoots with the collector’s 
wishes (at least in Mattioli’s case), he tended to 
operate with rather flat areas of color, akin to his 
typical expanses of the 1910s and 1920s, with just 
a major tendency to shading, which was useful to 
make the surface vibrate.

This carelessness and lack of precision – in my 
view deliberate – in covering the background areas 
with the original colors is at times encountered in 
other Depero works, such as the 1917 Meccanica 
di ballerini [Mechanics of Dancers] currently at the 
MART (oil on canvas, 75 x 71.3 cm), in which the 
large dark green area behind the figures is overlaid 
on an initially lighter version.42

A short word on the theme of the painter’s 
“restorations” may be in order for the sculptures 
too: of the three works examined, apart from the 
Selvagetto [Little Wild Thing] [cat. 89], which re-
tains its original coloring, both the Testa [Head] 
and the Cavaliere piumato [Plumed Knight] [cat. 

work of the intervention is denser, with the edges 
in relief, and more precise in the parallel traces. 
The signature (with the cut “p”) in cursive on top 
of the paint is definitely from a later date. The re-
flectograms do not show evidence of conservation 
problems, so it seems possible to explain the inter-
ventions in terms of taste and timeliness. While the 
Diavoletti di caucciù a scatto, which was acquired 
by Mattioli in 1931,39 evinces no repainting and is in 
a remarkably good state of conservation, the Città 
meccanizzata dalle ombre has slight retouching in 
two background areas (in the pink bench shaped 
like an arch and in the interstices of the baluster, 
not significant and possibly ancient) and an original 
crack that shows up clearly in transillumination. 
Unlike the former work, the contemporary Flora 
e fauna magica shows the presence of a grid and 
the subsequent retouching of various color shades, 

fig. 23. Io e mia moglie [My 
Wife and I] (contemporary 
photograph taken by Emidio 
Filippini, Rovereto, of an 
earlier version on which the 
changes made in the second 
version are indicated). MART, 
Archivio del ‘900, Fondo 
Depero

fig. 24. Flora e fauna magica 
[Magical Flora and Fauna], 1920 
(detail in IR reflectography in 
which the first signature of the 
work appears [left, in white]). 
Private collection, Switzerland

fig. 25. Spazialità lunari, o 
Convengo in uno smeraldo 
[Lunar Space, or Meeting within 
an Emerald] (contemporary 
photograph of the first version 
taken by Emidio Filippini, 
Rovereto. On the back, in 
cursive handwriting, it reads: 
“Convegno d’automi / F.  
Depero” [Automata Meeting 
/ F.  Depero]). Whereabouts 
unknown

fig. 26. Spazialità lunari, o 
Convengo in uno smeraldo 
[Lunar Space, or Meeting 
within an Emerald], 1924 (detail 
with the underlying green 
shades of the first version). 
Private collection, Switzerland 
[cat. 122]
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118], produced in 1923, were repainted, probably 
by Depero himself, before being sold to Mattioli. 
Indeed, the unambiguous presence of phthalocya-
nine has been identified among the green pigments 
of both works,43 along with titanium white: this lat-
ter was available in shops from the 1920s onwards, 
but phthalocyanines (synthesized in the late 1920s) 
were not available until 1935, and actually wide-
spread only some time later as artists’ materials. 
Without specific samples, it is impossible to say 
what the original coloring was for the Cavaliere, 
now painted with ultramarine blue, though things 
are simpler for the Testa, in which the green must 
have had a shade similar to the present-day one, if 
slightly less bright, as indicated by some areas of 
older color beneath the base (Veronese green or 
cinnabar green), a green of the same shade also 
being found in gaps beneath the black, suggesting 
that the head could have been monochrome, or 
else with fewer black parts.44

CONCLUSIONS (OR LACk THEREOF…)
This study undertaken on works of absolutely cer-
tain provenance – all acquired by Gianni Mattioli for 
his famous Milan collection, some directly from the 
artist in the 1940s – has helped us to gain a better 
understanding of Depero’s pictorial technique45 and 
enabled us to fully appraise the nature and extent 
of the “restoration” carried out by him.

As the analyses show, Depero developed a 
fairly simple painting technique, probably owing 
to various motives, including reasons of aesthet-
ics but – as he himself indicated about the use of 
collage in the period of the Balli – also for reasons 
of economy. Economy in the use of time and the 
painter’s own means (surfaces, colors, etc.), which 
perfectly match the aesthetic simplification of his 
art. Suffice it to think, for example, of the elemen-
tary nature of his approach to sculpture, including 
a certain modularity, opening up the possibility of 
applying it not only to a craftsman-like praxis but 
also to industrial assemblage and its intrinsic re-
petitiveness. And the idea of the clearly separate 
monochrome surfaces, which are, so to speak, em-
bedded, capable of being deftly transferred from 
the paint on canvas to the watercolor, to the cloth 
inlays (the so-called tapestries) and those of wood 
and buxus,46 and to graphics. 

Depero’s imagination was, in certain respects 
and more than in other artists of the time, exqui-
sitely repetitive with regard to certain ideas and 
motifs, and in this sense, in my view, thoroughly 
Futurist in its obsessiveness and capacity for re-
invention, which represent his specific interpreta-

emission of 365 nm) use was also made of a 16 Mpx 
Nikon camera. On the non-invasive techniques mentio-
ned in the text see, for example, Daniela Pinna, Monica 
Galeotti, and Rocco Mazzeo, Scientific Examination 
for the Investigation of Paintings: A Handbook for 
Conservators-Restorers (Florence: Centrodi, 2009), and 
Gianluca Poldi and Giovanni Carlo Federico Villa, Dalla 
conservazione alla storia dell’arte. Riflettografia e analisi 
non invasive per lo studio dei dipinti [From Conservation 
to the History of Art: Reflectography and Non-Invasive 
Analyses for the Study of Paintings] (Pisa: Edizioni della 
Scuola Normale Superiore, 2006).

6. For the visible reflectance spectroscopy analysis (vis-
RS) – useful to recognize even organic pigments on
the superficial chromatic layer – use was made of a
Minolta CM 2600d spectrophotometer fitted with an
inner integrating sphere, operating in the range of
360–740 nm with an acquisition rate of 10 nm, and a
measurement area with a diameter of 3 mm. The eva-
luation of the vis-RS spectra was carried out on the
basis of a broad personal reference database. On the 
potential of this technique for modern pigments, see
Gianluca Poldi, “Spettrometria in riflettanza e pigmenti 
dei Divisionisti: uno studio sulla Pellizza da Volpedo” 
[Reflectance Spectroscopy and Divisionist Pigments: A 
Study of Pellizza da Volpedo], in Colore ed arte. Storia 
e tecnologia del colore nei secoli [Color and Art: Color 
History and Technology down the Ages], minutes of
the AIAr meeting (Florence, February 28–March 2,
2007), edited by Mauro Bacci (Bologna: Patron, 2008), 
69–84; Doris Oltrogge, The Use of VIS Spectroscopy in
Non-Destructive Paint Analysis, Painting Techniques
of Impressionism and Postimpressionism Research
Project, online-edition (www.museenkoeln.de/impres-
sionismus) (Cologne, 2008).

7. The original stretcher is generally conserved in the
unlined paintings examined.

8. The signature does not present the “p” cut by the ho-
rizontal dash along the shaft, which appeared around 
the second half of the 1920s.

9. See “La Scuola Reale Elisabettina di Rovereto: docenti 
e allievi nel contesto del primo Novecento” [The Royal 
Elizabethan School in Rovereto: Teachers and Students 
in the Context of the Early 20th Century], edited by
Lia de Finis (Trento: Fondazione Cassa di risparmio
di Trento e Rovereto, 2008), in particular 96, 166–67.
I believe that much of Depero’s skill derived from the 
teaching of geometric constructions by Cesare Coriselli
(1878–1943), who, among other things, made students 
work on the interconnection of solid figures (Ibid.,
71–87).

10. The painting that shows most signs of restoration,
with various retouches clearly visible in UV light, is
the Ritratto di Gilbert Clavel, examined at the Peggy
Guggenheim Collection in Venice.

11. The term Tüchlein designates a kind of painting and
technique that was widespread in the 15th and 16th
centuries in Flanders and in German-speaking coun-
tries, and in a more limited way in Italy, which imitated 
the textile surface of tapestries and embroideries, but 
also certain aspects of wall painting. Frequently de-
corative, but often also containing religious subjects, 

tion of the theme of dynamism and the unity of the 
plastic world.

These aspects, too, make Depero an eclectic 
and unique artist, not only in the Futurist scenar-
io, and a forerunner of operative praxes and ten-
dencies that came to the fore only decades later.

Further analyses are under way on other Depero 
works in public collections, including some held at 
the MART in Rovereto, which will hopefully yield 
new findings and provide even more precise data 
on the artist’s development.

1. “Tutto nelle mie opere più recenti è architettato con rit-
mo, logicità ultraevidente di rapporti e contrasti di colo-
ri e di forme, così da formare un unico e forte assieme. 
Per reazione allo stilo impressionista, mi sono imposto 
uno stile piatto, semplice, geometrico, meccanico […] 
mi sforzo sempre di trovare la linea che fonde e regge 
i più  disparati elementi di una unità architettonica”;
Fortunato Depero, “Teatro plastico Depero: principi
ed applicazioni,” Il Mondo, yr. V, no. 17 (Milan, April 27, 
1919). For a full reproduction of this text in English, see 
pp. 396–97.

2. The research, made possible by the generous interest 
of the Fundación Juan March on the occasion of this
exhibition, came about as a result of conversations
with Laura Mattioli and the unusual attention she pays 
to scientific analyses when the latter are appropriately 
grounded. This research is in fact dedicated to her.

3. The initial findings of the study were presented at the 
Fortunato Depero Study Day held at the Center for
Italian Modern Art (CIMA) in New York on February 21, 
2014. For the possibility of carrying out this diagnostic 
research I am grateful, in addition to Laura Mattioli,
to Philip Rylands, Siro De Boni, Heather Ewing, Fabio 
Belloni, Milena Dean, Nicholas Fox Weber, Eugenia De 
Beni, and Luciano Pasabene Buemi. 

4. I carried out the analyses during 2013, partly fitting
into the research activity of the Centro d’Ateneo di
Arte Visive (CAV) at the University of Bergamo. The
CAV archive numbers more than 5,000 paintings from 
different periods and on diverse supports, investigated 
over a fifteen-year period of activity, including some
Futurist paintings.

5. The infrared reflectography (IRR) and transmitted
infrared analyses (TIR) – both useful to identify the
presence of underdrawings, graphic and pictorial pen-
timenti, and reuses of the support – were carried out 
mainly with a Sony digital camera (5 Mpx, maximum
resolution of about 20 dots/mm, CCD silicon detector, 
operating in the range 0.85–1 micron) and illumination 
with 1000W halogen light. In some cases use was also 
made of an Osiris (Optical, Spectroscopic, and Infrared
Remote Imaging System) remote IR scansion system
made by Opus Instruments (InGaAs detector, spectral 
range 1–1.7 micron). The camera was also employed for  
the shots in visible light and IRC – the latter to study the
surface distribution of certain pigments and the presen-
ce of retouches/repainting. For the images in visible
light and UV fluorescence (with a light with a maximum 

Fundación Juan March



279

technically speaking the Tüchlein were made with thin 
tempera on unprimed linen canvas, partly spared from 
paint to make use of the natural color of the canvas in 
the background. Given the highly perishable nature of 
these articles, the material evidence of this tradition is 
rare.

12. These lumps and areas of yellowing appear in the ori-
ginal background areas, not in those “restored” by the 
artist at a later date, so that a criterion for identifying 
the areas not retouched by the artist is often (though 
not always) the presence of these alterations. This is 
not the case with the Diavoletti di caucciù a scatto, where 
there are no revisions, but which is nevertheless in a 
good state of conservation. 

13. It is not clear whether the varnishing was done after the 
reduction of the canvas. In any event, the presence of 
brush hairs in some colors is clearly visible. 

14. For the identification of certain typologies of greens, 
orange-yellows, and reds, reflectance spectroscopy 
(RS) is not usually sufficient and must be accompanied 
by other non-invasive spectroscopic analyses, such 
as those involving X-ray fluorescence (XRF), capable 
of identifying the chemical elements forming many or-
ganic pigments. However, even where the compound 
cannot be distinguished, the vis-RS makes it possible 
to obtain molecular spectrums of the surface pigments 
that offer basic data for the comparison of authentic 
and forged works. It is worth noting that the vis-RS 
spectrums collected, grouped by color class, can be 
classified in precise typologies on the basis of their 
common features, pointing to the fact that the artist’s 
palette and his preferred choices remained for the most 
part constant throughout the course of the decade exa-
mined. This also applies to the watercolors.

15. Among the watercolors examined are the Chimera 
[Chimera] of 1916, the Portrait of Gilbert Clavel, and 
Automi. Prospettiva dinamica figurata [Automata. 
Dynamic Perspective with Figures], both produced in 
1917.

16. I am indebted to my colleague Maria Letizia Amadori 
(University of Urbino) for the cross section of this 
sample studied by optical and electronic microscopy 
(SEM+EDS), and for the FTIR exams on the lump sample 
cited above.

17. In fact, the absorption bands typical of crimson lacquers 
at 520–530 and 570 nm are evident in vis-RS.

18. Unlike other paintings in the Mattioli Collection held 
at the Fondazione Peggy Guggenheim in Venice, I did 
not examine this painting for the catalogue raisonné 
(Gianluca Poldi, “Reflectographic Analysis of Some 
Paintings in the Mattioli Collection,” in The Mattioli 
Collection: Masterpieces of the Italian Avant-Garde, edi-
ted by Flavio Fergonzi [Milan: Skira, 2003], 409–28).

19. In this painting there is also a chromatic modification: 
Depero uses a lighter green to correct certain parts of 
the chair that were originally painted in a darker green, 
while some light-colored haloes on the edge of the dark 
green background (in the faces) seem intentional, and 
are difficult to find in later works. There is evidence 
of similar chromatic variations in the greens, which 
would seem to be partly due to alterations, in a version 

35. Belli, La casa del mago, 92.

36. Ibid. Selvaggetti [Savages] denotes I selvaggi rossi e neri 
[Red and Black Savages] which we deal with below.

37. On the other hand, the compiler of the entry for La 
casa del mago [The Magician’s House] (Belli, La casa 
del mago, 92) reckoned that the restoration work un-
dertaken was “exclusively for conservation reasons.”

38. In one of the rare areas where the retouching is visible 
to the naked eye, along the section of the walls of the 
upper room, the new red appears less bright and is 
easily recognizable with regard to the original.

39. Fagiolo Dell’Arco, Depero, cat. 14, 102–3.

40. Ibid., cat. 19, 125.

41. The original coloring survives in the light blue mark 
in this area, in the upper right area, as well as in the 
arc formed by the bird’s tail; in Depero’s day it was 
probably not evident but it is today, probably owing 
to the chromatic change that has taken place over the 
decades.

42. The painting in Rovereto shows similar characteristics 
to those analyzed for this study: no priming, with the 
canvas at the edges and sides of various background 
areas appearing to be beige-brown in color.

43. Phthalocyanine is a bright blue or green pigment 
nowadays used in enamels, paints, printing inks, and 
plastics. For bibliography on phthalocyanines, see 
Gianluca Poldi and Simone Caglio, “Phthalocyanine 
Identification in Paintings by Reflectance Spectroscopy: 
A Laboratory and in situ Study,” in Optics and 
Spectroscopy, 114, 6 (2013), 929–35.

44. It should be noted that the appearance of the color 
in the Testa and the Cavaliere piumato is different.  
The background areas in the former are brighter; 
in the latter, on the other hand, the blue (an ultra-
marine), the green (with a base of phthalocyanine 
of the same type as that of the Head), and the red (a 
ferrous oxide) are bright but opaque, and given over a 
white layer that covers the original coloring, a sign of 
interventions carried out at different times.

45. Oddly enough, there is still no sufficiently systematic 
study of the other Futurist artists, from Boccioni to 
Carrà, and from Balla to Severini.

46. Buxus was a cladding material used for architectural, 
industrial, and decorative purposes, devised and pro-
duced in Italy by the Giacomo Bosso paper mills from 
1928, during the autarky promoted by the Fascist gover-
nment. It is a tough, elastic material, with marble-like 
veins, obtained by a process involving the treatment of 
cellulose. In the 1930s it was one of the most widespread 
substitutes for wood. On the history of buxus and its 
use by Depero, see Daniela Bosia, Il Buxus: un materiale 
“moderno” (Milan: Franco Angeli, 2005).

of the Manifesto per Balli plastici [Manifesto for Plastic 
Dances], described as “tempera on canvas, 99 x 69 cm, 
private collection” and dated 1917–18 in Depero, edited 
by Maurizio Fagiolo Dell’Arco, with the collaboration 
of Nicoletta Boschiero (exh. cat. Palazzo Reale, Milan, 
March 24–May 14, 1989; Milan: Electa, 1989), 111.

20. The photograph, which Depero titled “Angolo della 
mia officina” [Corner of my Workshop], for example, is 
published in Fagiolo Dell’Arco, Depero, 120.

21. The drawing (published in Fagiolo Dell’Arco, Depero, 
77) is thus definitely preparatory.

22. According to Maurizio Scudiero, “La ricerca deperia-
na: problemi di metodo” [Deperian Research: Method 
Problems] in Fagiolo Dell’Arco, Depero, 226–36, the 
painting “was, in the early 1920s, already cleaned and 
made lighter, above all in the dancing group in the fo-
reground” (p. 229).

23. The image, a detail, is published in Fagiolo Dell’Arco, 
Depero, 98.

24. MART archives, Rovereto, Depero 7.1.3.4.6.

25. The same decorative motif appears in the drawing on 
the back of the canvas of Rotazione di ballerina e pappa-
galli [Rotation of Dancer and Parrots] (see below) but 
not in its modified version painted in 1918 in Clavel 
nella funicolare [Clavel in the Funicular], in a private 
collection.

26. Essentially, the right part was partially painted.

27. A part of the original subject can be made out with the 
naked eye in the area beneath the cart, on the right, as 
a result of the increased transparency of the paint and 
the lack of chromatic uniformity in the substratum.

28. Fagiolo Dell’Arco, Depero, cat. 13, 100–1.

29. Fagiolo Dell’Arco, Depero, 100–1 and 92 (figure): more 
than “a sketch,” in my opinion this is an actual under-
drawing for a painting not completed with color.

30. The indications of which colors should be used should 
not surprise us, and in many cases can be functional in 
the studio praxis of his Rovereto “Magician’s House.” 
Similar notes on colors are also to be found in several 
15th and 16th century paintings, where they can be 
interpreted as indications intended for collaborators 
in the studio.

31. The drawings, rightly regarded as preparatory (as 
shown by the findings of the present analyses) are pu-
blished in La casa del mago. Le arti applicate nell’opera 
di Fortunato Depero 1920–1942, edited by Gabriella Belli 
(exh. cat. Archivio del ‘900, Rovereto, December 12, 
1992–May 30, 1993; Milan: Charta, 1992), 90.

32. Fagiolo Dell’Arco, Depero, cat. 24, 138–39.

33. As specified by Giovanna Ginex at the Fortunato Depero 
Study Day held at the Center for Italian Modern Art 
(CIMA) in New York on February 21, 2014 (see n. 3). 
See here her essay, “Not Just Campari! Depero and 
Advertising,” pp. 308–17.

34. On this subject, see Scudiero in Fagiolo Dell’Arco, 
Depero, 229, which lists among the works restored by 
Depero “for damage” the Selvaggi [Savages], Io e mia 
moglie, Flora e fauna magica, and La grande selvaggia 
[Large Savage] (1917, private collection, cat. 112).
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LLANOS GÓMEZ MENéNDEZ

Fortunato Depero’s oeuvre encompasses a variety 
of disciplines, including painting, poster design, 
puppet making, and set and costume design, for all 
of which the stage would provide a place of total 
convergence where the Italian artist could give life 
to his so-called complessi plastici [plastic complex-
es] and the essere vivente artificiale [artificial living 
being], a fundamental element within that creative 
space. Depero’s professed admiration for Umberto 

Boccioni, from whom he took the idea of “plastic 
dynamism,” is expressed in the programmatic text 
from 1915 titled Ricostruzione futurista dell’Universo 
[Futurist Reconstruction of the Universe]1 [cat. 
36] that Depero co-signed with Giacomo Balla, 
and which includes concepts already formulated 
in 1914 in his handwritten manifesto Complessità 
plastica – Gioco libero futurista – L’essere vivente ar-
tificiale [Plastic Complexity – Free Futurist Game – 

The Artificial Living Being],2 in which he proclaimed 
an exclusively dynamic and abstract type of art. In 
addition to the obvious impact of Boccioni, evident 
in his theories of montage and assembly, Depero’s 
aesthetic also reveals the crucial influence of Carlo 
Carrà’s La pittura dei suoni, rumori ed odori [The 
Painting of Sounds, Noises, and Smells] published 
in 1913, the innovations of Bruno Corra, Arnaldo 
Ginna, and Emilio Settimeli,3 and echoes of Gestalt 

PLASTIC COMPLExES AND 
MECHANICAL ACTIONS
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Bozzetto scenografico per Danze Acrobatiche [Set 
sketch for Acrobatic Dances], 1918 (detail). MART, 
Museo di arte moderna e contemporanea di Trento e 
Rovereto [fig. 3, p. 283] Fundación Juan March
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liberate choice of name) are talking in their villa 
to two automata, which the husband, an engineer, 
has made to replicate him and his wife. With their 
disturbing presence, the purpose of the two lifelike 
dolls is to preserve the love between the couple, 
avoiding the inevitable deterioration brought on 
by daily routine and habits. These dummies thus 
act as the dark conscience of the protagonists. 
The husband finally throws the fantocci into the 
sea and some fishermen assume he has committed 
a double murder.

The long version not only ends with the “mur-
der” of the puppets by their creator, in addition to 
the strange relationship which the couple estab-
lishes with them, but also includes two more sui-
cides. Negative reaction from the public in the form 
of whistling and shouting rude remarks was inevi-
table. The reply to this feedback was published in 
the February-March issue of the journal Poesia, in 
which Marinetti included a humorous commentary 
that ended with an invitation to the protestors to 
his next production, Le roi bombance [The Feasting 
King],7 an equally irreverent play inspired in Alfred 
Jarry’s Ubú roi [King Ubu].

Let us return to the two automata devised by 
Marinetti, whose world would also be evoked  
by Depero, albeit from a different viewpoint, 
abandoning the sensual, adult tone deployed by 
Marinetti in order to move towards an abstract, 
naive universe in which the fusion of the comp-
lesso plastico [fig. 1] and the essere vivente artifi-
ciale could flourish. This synthesis is expressed 
in the 1916 Vestito e apparizione [Clothes and 
Appearance], in which Depero explores his own 
dynamic-abstract-construction aesthetic through 
a theatrical costume that in itself creates spec-
tacle: “This extremely novel principle, devised by 
Depero and introduced by Marinetti at the remark-
able Depero-Balla exhibition of 1915, would be the 
basis for the costumes made for the future abstract 
and dynamic Futurist theater.”8

This concept would be applied to the costumes 
for the ballet-dance Mimismagia [fig. 2, cat. 47–50], 
which was never actually performed, as was the 
case with other projects by Depero. Nonetheless, 
Depero worked hard on the designs, which in-
cluded moving costumes that had lights and made 
noises, and were thus continuations of the dancer’s 
movements [fig. 3]. The theatrical costume thus 
acquired a new, machine-like dimension that was 
nonetheless rooted in the tradition of popular per-
formance such as the circus, the passacaglia,9 and 
the variety theater, and thus continued Marinetti’s 
extremely extensive investigations into the theater, 
both in general and with his own creations. Yet 
this invention, described in Depero’s Vestito e ap-
parizione, involved giving life to a kinetic sculpture, 
an idea already theoretically proposed by Boccioni. 

These investigations coincided with the first 
meeting, organized by Mikhail Larionov (1881–
1964),10 between Depero and Sergei Diaghilev, 
the director and manager of the Ballets Russes. 
In this encounter, which took place in Depero’s 

psychology, with its studies on perception and ap-
parent movement reflected in Depero’s references 
to rotation and fragmentation, particularly in his 
text of 1915. 

Depero thus focused on the structural and me-
chanical dynamism of his plastic complexes and 
on the study of three-dimensional space, incorpo-
rating a mechanized and automated human body 
into the kinetic act. The mechanical creature, the 
essere vivente artificiale, would thus come to oc-
cupy the stage, though in fact this hybrid being 
had already conquered the rostrum through the 
main theoretician of the Futurist movement. Filippo 
Tommaso Marinetti’s extensive oeuvre and theoret-
ical writings4 would be crucial for the formulation 
of Depero’s onomalanguage, although not just for 
that. In fact, Marinetti’s experiences in the theater 
would also have a notable repercussion on all the 
Futurists’ stage proposals, given that not only did 
his organization of the serate [Futurist evenings], 
his plays, and his “syntheses” imply a new concept 
of theater but in addition, all his theoretical writ-
ings confirmed Marinetti’s preoccupation with the 
stage in a broader sense: in the quest for a total 
scenario that would encompass work for maga-
zines and newspapers, café gatherings, the street 
itself, and hence extremely close collaboration with 
the public, all with the aim of provoking a reaction 
that went beyond mere observation. This is evi-
dent in Il Teatro di varietà [The Variety Theater] of 
1913; Il teatro futurista sintetico [Futurist Synthetic 
Theater] of 1915; La declamazione dinamica e sinot-
tica [Dynamic and Synoptic Declamation] of 1916; 
Il Tattilismo [Tactilism] of 1921, and Il teatro della 
sorpresa [The Theater of Surprise], also of 1921, 
among others. 

The relative importance achieved by the figure 
of Filippo Tommaso Marinetti, the principal ideo-
logue and promoter of Futurism, particularly in 
the years between approximately 1909 and 1920, 
as well as the relationship that he (like other 
Futurists) established with the public, was already 
evident in the way his first manifesto was presented 
to the world, not by chance in Paris, Europe’s cul-
tural capital at that date and home of the Symbolist 
pantheon, and in the way the manifesto was dis-
seminated via a newspaper.

From the time of the founding manifesto, the 
close communication that the Futurists aimed to 
maintain with their followers, sympathizers, and 
even detractors through the dissemination of their 
texts was thus evident. These texts were published 
in magazines and newspaper not associated with 
the movement as well as in those founded by the 
Futurists. They were also publicized through 
their actions, which were faithful correlations 
of their programmatic texts, as manifested in 
the Futurist “evenings” where the spectator was 
transformed into an actor, both in the sense of 
social agent and interpreter.5  

Thus, for example, Marinetti’s sintesi futurista 
[Futurist Synthesis] titled Elettricità [Electricity], 
later called Elettricità sessuale [Sexual Electricity] 
or Fantocci elettrici [Electric Puppets], is in fact the 
result of omitting the first and third act of the play 
La donna è mobile, a translation of Poupées élec-
triques,6 first performed at the Teatro Regio in Turin 
in 1909. Both the original version and its trans-
formations provoked an enormous scandal with  
the public due to the daring plot. An analysis of the 
central act’s storyline will suggest why it impressed 
the young Depero. The Marinettis (obviously a de-

fig. 1. Complesso plastico 
motorumorista a luminosità 
colorate e spruzzatori 
[Motorumorist Plastic 
Complex with Color Lights 
and Sprinklers], 1915. MART, 
Archivio del ‘900, Fondo 
Depero
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studio and at which the dancer Léonide Massine 
was also present, Diaghilev was astonished by a 
three-dimensional, Futurist floral composition, 
which encouraged him to commission a similar 
design from Depero for the set of Stravinsky’s Le 
Chant du rossignol [The Song of the Nightingale]. 
They thus reached an agreement for the design of 
a set, thirty-five costumes and thirty stage props, 
to be delivered by February 1917 at the latest. The 
result was a huge floral set, for which Depero used 
metallic thread, wood, cardboard, and cloth, giving 
shape to the dynamic geometry of a highly coher-
ent setting [fig. 4, cat. 53].

True to his aesthetic ideas, and with the aim 
of conveying movement, Depero also fitted the 
costumes with electrical elements designed to 
emphasize the mechanical dance of the perform-
ers, who became the engines in a visual game that 
allowed them to fuse with the sets [fig. 5]. The 
distinction between background and form tends 
to dissolve with Depero as the visual-theatrical-
living organism that he advocates simultaneously 
appears. Nonetheless, it should be noted that 
Depero’s idolatry of the contemporary world was 
not limited to a mere fascination with the machine, 

but rather concentrated on the capacity of human 
beings to adapt in order to fuse themselves with 
the mechanical nature of this new world. Clearly, 
what reappears here is the myth of autogenesis 
present in Futurism and easily recognizable, for 
example, in the character of Mafarka or in passages 
from Spagna veloce e toro futurista [Fast Spain and 
Futurist Bull].11

Depero thus took on the project commissioned 
by Diaghilev as an all-encompassing experiment in 
which he aimed to bring together the different lines 
of his artistic investigations, based on the essential 
pillars of Futurism: worship of the modern; mech-
anistic primitivism; exaltation of instincts, move-
ment, dynamism, and simultaneity, and the myth 
of autogenesis. As Giovanni Lista has explained: 

Depero primarily proceeds through emphasis, expanding the 

vegetal and anthropomorphic form, making it proliferate in a vitalist 

and fantastical way. It is in this spirit of absolute ambition, both 

playful and inventive, that the artist finds in the field of theater 

the best loam to condense and develop the various directions 

of his own experimentation: onomalanguage, the plastic-mobile 

complex, the mechanical aesthetic, and a playful and fantastical 

imagination.12

fig. 2. Costume per Mimismagia 
[Costume for Mimismagia], 1916. 
MART, Museo di arte moderna 
e contemporanea di Trento e 
Rovereto [cat. 50]

fig. 4. Le Chant du 
Rossignol [The Song of 
the Nightingale], 1917 
(photograph of the set 
sketch). Private collection, 
Switzerland [cat. 53] 

fig. 5. Ballerina [Dancer], 
1915. MART, Museo di arte 
moderna e contemporanea di 
Trento e Rovereto 

fig. 3. Bozzetto scenografico 
per Danze Acrobatiche 
[Set sketch for Acrobatic 
Dances], 1918. MART, 
Museo di arte moderna e 
contemporanea di Trento e 
Rovereto 
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tion of Futurist kinetics and of the complessi plastici 
motorumoristi [motorumorist plastic complexes], 
Picasso would never have thought of extending  
the formal principle of assemblage to the field of the 
theater, nor, with regard to the stage, would he have 
re-launched the Cubist aesthetic which was above 
all outdated by this point, given that in his artistic 
investigations he had resolved to draw inspiration 
from Ingres.14 [fig. 6]

What is notably striking is the way in which the 
Futurists were sidelined and even scorned, particu-
larly given that this happened at the same time that 
others took up their innovations in stage design. 
As might be expected, the Picasso-Cocteau episode 
concluded with the decline of the relationship to an 
unforeseen, or perhaps not entirely unforeseen, de-
gree.15 Nor did the friendship between Larionov and 
Depero survive, as the Italian accused the Russian 
painter of plagiarism in his designs for the ballet 
Histoires naturelles [Natural Histories], particularly 
the costumes for the characters of Turkey, Lady 
with Fans, and Cricket, which were remarkably sim-
ilar to Depero’s sketches for Le Chant du rossignol. 

In the summer of 1917, Depero decided to em-
bark on a new project in which he reformulated 
his theatrical innovations. On this occasion, how-
ever, there were two major changes: firstly, and in 
the light of his notable failures with Diaghilev, he 
worked with the Swiss poet Gilbert Clavel as pro-
ducer, and secondly, he translated the complesso 
plastico to puppets. The result was the birth of the 
Balli plastici [Plastic Dances] [cat. 76, 78, 79, 81], 
which would be performed in Vittorio Podrecca’s 
Teatro dei Piccoli [fig. 7], the only venue to take 
on this fantasy-filled spectacle that constituted a 
reflection of Depero’s artistic universe, in which 
the boundaries between action and representation, 
and between background and form, tended to blur. 

Geometrical, brightly colored sets provided 
the setting for the intended mechanical move-
ment of the wooden puppets in five “plastic 
dances”: Pagliacci [Clowns] [see cat. 75], with 
music by Casella; L’uomo con baffi [The Man  
with a Moustache], with music by Tyrwhitt; I selvag-
gi  [The Savages], with music by Malipero; Ombre  
[Shadows], with music by Bartók; and finally a 
variety act involving all the puppets.16 The Balli 
plastici were based on chromatic rhythm and on the 
repetition of mechanical movements, given that all 
the elements (including music) were subordinate to 
this visual dynamism, which rejected any naturalist 
connotations and obviously any traditional narra-
tive structure. Another later dance was Automi. 
Prospettiva dinamica figurata) [Automata. Dynamic 
Perspective with Figures] [cat. 70], in which small 
mechanical creatures endlessly repeated the same 
action. Depero saw the mechanical with a childlike 
fascination, evoking play through his light-hearted, 
fantastical, imaginative, colorful, and vitalist ap-
proach, and giving rise to progressive anthropo-
morphic distortion through movement.

This intensive process of investigation served 
to reveal Depero’s ideas on stage design and pro-

Contact between the Futurist artists and the 
members of the Ballets Russes became increasingly 
frequent. However, this connection was severed in 
1917 with the arrival in Rome of Jean Cocteau and, 
soon after, of Pablo Picasso. Diaghilev was deter-
mined to associate the name of his company with 
the leading international artists of the day with a 
view to assuring performances in Paris, which al-
ways added an element of prestige. He thus took 
advantage of the situation to establish direct con-
tact with Parisian Cubism in Rome. As a result: “As 
their relations with Diaghilev became increasingly 
close, Cocteau and Picasso attempted to minimize 
the scope of Futurist aesthetic innovations in the 
impresario’s eyes.”13

That same year the relationship between 
Cocteau, Picasso, and Diaghilev brought plans 
for Le Chant du rossignol to an end. All the same, 
Depero was entrusted with a new project to de-
sign the sets and costumes for Giardino zoologico 
[Zoo] by Francesco Cangiullo. Here he opted for the 
technique of collage to make the different animals, 
but, again, the project never took concrete shape 
as a performance. Despite this, it is striking that 
Diaghilev offered Depero another commission, par-
ticularly since this involved the costume-cuirasses 
for the two characters designed by Picasso for the 
ballet Parade, in which the latter in fact followed 
the Futurist principles of the complesso plastico. 

Indeed, all the existing documentation and all 
the evidence, including Cocteau’s, confirm that 
Picasso devised the costumes for the managers 
in Rome, not in Paris, and that before his stay in 
Rome the Spanish painter had only sketched out 
the overall structure of the costume for the hom-
mes pancartes for the posters. Without the sugges-

fig. 6. Pianoforte 
motorumorista 
[Motorumorist Piano], 1915. 
MART, Museo di arte moderna 
e contemporanea di Trento e 
Rovereto 

fig. 7. Al teatro dei Piccoli, 
Balli Plastici [At the Teatro 
dei Picccoli, Plastic Dances], 
1918. Collezione Girefin 
[cat. 76]
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duction, which would be published in 1927 in the 
bolt-bound volume Depero futurista [cat. 148] with 
the title of “Teatro Magico” [Magic Theater]. Here 
Depero once again emphasized the fact that the 
stage had to be rethought and expanded in all 
senses, especially, given his particular interests, 
in an electrical and mechanical way. In other words, 
he opted for an original and highly individual type 
of stage design, a world of lights and reflections 
moving at great speed and on a huge scale. The 
Wagnerian concept of the Gesamtkunstwerk, which 
inspired Futurist theater and in fact the movement 
as a whole, reappeared in the specific manifesta-
tion of moving scenery as an essential basis for the 
complesso plastico, which had to be created from 
variety, novelty, surprise, and speed, as Depero 
underlined. Clearly, as we might imagine, the es-
sere vivente artificiale also played a role, given that 
Depero was convinced of the importance of the 
inclusion of puppets, which in this case shared 
the stage with real actors in order to multiply and 
reveal all the dimensions of a character simultane-
ously.

Depero’s two primary concerns, as reflected 
throughout his oeuvre, are re-encountered here: 
the complesso plastico and the essere vivente ar-
tificiale, the latter now emerging (to paraphrase 
the artist) as the debut of the divine machine that 
fuses the stage and the orchestra, gives life to the 
dummies, and makes possible a mobile type of set 
and lighting. Not only do Depero’s peculiar obses-
sions appear here, but also the founding principles 
of Futurism, which continued to be valid in the late 
1920s, manifesting the movement’s admiration for 
the machine-like and dynamic, and proclaiming 
itself to be a “celebration of speed.” This legacy 
undoubtedly survives today in advertising, film, 
radio, the multiplication of space and the conden-
sation of time, and in minimalist theater, the heir 
to Futurist Synthetic Theater. Above all, Futurism 
remains alive in that its seed has grown and flour-
ished in the artificial living being, the automaton, 
transmuted into a cyborg. 

It can thus be agreed that the theater, conquered 
by the Futurists from the earliest serate in 1909, was 
the space par excellence for the combination of the 
arts with the aim of establishing the movement’s 
desired communication with the public, achieving 
the combination and fusion of Futurism’s differ-
ent manifestations, and creating the “total work 
of art.” Without any doubt Depero, a prolific artist 
who worked in advertising, poster design, set and 
costume design, and radio, was able to transgress 
and break down the boundaries between those 
activities with the goal of making them one: the 

7. [King Francadela]; see Gómez Menéndez, “Comuni-
cación de masas y futurismo,” chap. 1.

8. “Su questo principio novísimo costruito da Depero e 
inaugurato da Marinetti all’esposizione straordinaria 
Depero-Balla 1915 – saranno costruiti costumi per il 
futuro teatro futurista astratto e dinamico [futuri-
sta]”; Fortunato Depero, Ricostruire e meccanizzare 
l’universo, ed. Giovanni Lista (Milan: Abscondita, 
2012), 37.

9. Derived from the Spanish pasar (to walk) and calle 
(street), the passacaglia originated in Spain in the 
17th century as a strummed interlude between dan-
ces or songs and continues to be used by composers 
to this day — Ed. 

10.  The Russian artist Mikhail Larionov visited Depero’s 
studio the day before he went to see Diaghilev and 
the dancer Massine, as Depero recorded in his notes.  

11.  See Gómez Menéndez, La dramaturgia de Filippo 
Tommaso Marinetti.

12.  “Depero procede piuttosto per enfasi, ampliando la 
forma vegetale o antropomorfa, facendola proliferare 
in modo vitalista e fantastico. È con questo spirito di 
absoluta ambizione ludica e inventiva que l’artista 
trova nella dimensione teatrale l’humus miglior per 
condensare e sviluppare i diversi orientamenti della 
propria sperimentazione: onomalingua, complesso 
plastico-mobile, estetica mecánica, immaginario 
ludico-fantastico”; Fortunato Depero, Ricostruire e 
meccanizzare l’universo, 246.

13. “Man mano che si intensificano i rapporti con 
Diaghilev, Cocteau e Picasso cercano di minimizzare 
agli occhi dell’empresario la portata delle innovazioni 
estetiche futuriste”; Ibid.

14. “Infatti, tutta la documentazione esistente al riguardo 
e tutte le testimonianze, compresa quella di Cocteau, 
confermano che Picasso ha ideato i costumi dei 
Managers a Roma, non a Parigi, e che prima del sog-
giorno romano il pittore spagnolo aveva abbozzato 
solo la structura generica del costume degli ‘hommes 
pancartes’ per le locandine. Senza la suggestione 
del cinetismo futurista e dei ‘complessi plastici mo-
to-rumoristi’, Picasso non avrebbe mai pensato di ex-
tendere alla dimensione teatrale il principio formale 
dell’asemblaggio, né avrebbe rilanciato, in funzione 
della scena, l’estetica cubista che era allora piuttosto 
vecchiotta poiché egli stesso era giunto, nella sua 
ricerca, a ispirarsi a Ingres”; Ibid., 247.

15. Cocteau wrote: “Mon cher Balla vous êtes un con. 
Cher Balla je vous emmerde” [My dear Balla, you’re 
an idiot. Dear Balla, fuck you]; see Deborah Menaker 
Rothschild, Picasso’s “Parade” (New York: Sotheby’s 
Publications, 1991). 

16. 16. Alfredo Casella (1883–1947); lord Gerald Tyrwhitt-
Wilson (1883–1950); Gian Francesco Malipiero (1824–
1887); Béla Bartók (1881–1945).

Deperian work. The best way to appreciate this 
process is to contemplate his artistic evolution and 
his profound interest in the stage: a creative space 
in which he could bring together all his projects 
and experiments. It is thus not possible to study 
Depero’s contribution in a single or isolated way, 
given that his onomalanguage is also to be found 
in his Depero futurista, in his Balli plastici, and in 
his Liriche radiofoniche [Radio Lyrics] [cat. 255], 
making it essential to appreciate all these connec-
tions in order to understand Depero, an artist who 
consciously and deliberately reconstructed and 
mechanized the universe. 

1. For a full reproduction of this manifesto in English, 
see pp. 369–75. 

2. The issue of who actually invented the complesso 
plastico gave rise to a certain degree of tension 
within Futurism. Prampolini sent various letters to 
Boccioni in which he claimed its invention before 
visiting Balla’s studio and also indicated that this was 
reflected in his texts Scenografia futurista [Futurist 
Stage Design] and Scultura dei colori e totale [Total 
Sculpture of Colors], both from 1915.  

3. Giovanni Lista, Cinema e fotografia (Milan: Skira, 
2001). [Bruno Corra (pseudonym of Bruno Ginanni 
Corradini, 1892–1976) was an Italian writer and 
screenwriter, co-founder of the magazine Il Centauro, 
and a participant in the making of the film Vita futurista 
[Futurist Life] in 1916, in collaboration with Balla and 
Marinetti. The film was produced and directed by 
his brother, painter, sculptor, and filmmaker Arnaldo 
Ginna (pseudonym of Arnaldo Ginanni Corradini, 
1890–1982), one of the signatories of the Manifesto 
del cinema futurista [The Futurist Cinema] of 1916, 
and the author, with Corra, of the theatrical synthesis 
Alternazione di carattere [Alternation of Character] of 
1915. Emilio Settimeli (1891–1954) was an Italian wri-
ter and editor, co-founder of the magazine Il Centauro 
and co-signer with Marinetti and Corra of the pro-
grammatic text Il teatro futurista sintetico [The Futurist 
Synthetic Theater] of 1915. For a full reproduction 
of this manifesto in English, see pp. 367–68 — Ed.]

4. Manifesto tecnico della letteratura futurista [Technical 
Manifesto of Futurist Literature], 1912; Distruzione 
della sintasi –  Immaginazione senza fili – Parole in 
libertà [Destruction of Syntax – Wireless Imagination – 
Words-in-Freedom], 1913; or Lo splendore geometrico 
o meccanico e la sensibilità numerica  [Geometrical 
or Mechanical Splendor and Numerical Sensibility], 
1914.

5. Llanos Gómez Menéndez, “Comunicación de masas 
y futurismo: la conformación del público y la escena 
mediática,” Espéculo. Revista de Estudios Literarios, 
no. 45 (Madrid, Universidad Complutense, 2012).

6. [Electric Dolls]; see Llanos Gómez Menéndez, La 
dramaturgia de Filippo Tommaso Marinetti. El discur-
so artístico de la modernidad (Vigo: Academia del 
Hispanismo, 2007), chap. 1.
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CAROLINA FERNáNDEZ CAStRILLO

The dichotomy between art and technology (epis-
teme/techne or artes liberales/artes mechanicae) 
has determined the evolution of aesthetics and 
society, giving rise to numerous expressions of ap-
probation and rejection over the course of history. 

In 1909 the Futurists emerged on the European 
art scene to the cry of “The whip or dynamite!”1 
proclaiming that it was no longer possible to es-
cape from scientific discoveries and the influence 

of the new means of transport, production, and 
communication that were transforming the world 
into an ever faster and better connected place. 
There was an urgent need to establish a new aes-
thetic-communicative system capable of capturing 
the unprecedentedly vibrant and frenetic rhythm 
of society. The early Italian avant-garde artists thus 
distanced themselves from late 19th-century cul-
tural trends by proposing a specific plan of action 

that could stir up the conscience of their contem-
poraries against passéism (passatismo, nostalgia 
for the past) and passivity. 

In his desire to provoke reaction, the Futurists’ 
leader Filippo Tommaso Marinetti decided to 
publish his inaugural manifesto in the French Le 
Figaro, the most popular newspaper of the day. 
Through this initial public act, Marinetti aimed to 
disseminate his thinking on a global scale beyond 

DEPERO

AND

PHOTO-
PERFORMANCE

Autoritratto con sigaretta [Self-portrait with 
Cigarette], Rome, January 1915. Photograph: gelatin 
silver print on fiber-based paper, 5 15/16 x 4 5/16 in.  
(15 x 11 cm). MART, Archivio del ‘900, Fondo Depero Fundación Juan March
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the frontiers of Italy, choosing the quintessentially 
modern city of Paris from which to do so. This was 
a statement of intent in which Marinetti overtly ex-
pressed his desire to explore the creative potential 
of works based on the technical advances of indus-
trial society and the new means of communication. 

In the alliance between art and technology, the 
Futurists believed that they had discovered the an-
swer to the crisis of the modern age as well as the 
ideal route to confront the innumerable challenges 
and uncertainties that the future seemed to hold in 
store. This approach represented a radical change 
of direction in the debate on the respective status 
of the artistic disciplines and an authentic revolu-
tion with regard to the role of the work itself, the 
creator, and the public, an issue of perhaps even 
more relevance and significance in the present day.

The increase in the number of methods avail-
able to produce a mechanical reproduction of 
reality and the influence of mass communication 
on the world of culture in the early 20th century 
were certainly decisive in establishing the bases of 
Media Art. Nonetheless, the breakdown of the old 
boundaries between the arts and the acceptance of 
new media was not devoid of controversy. Later in 
this text we will see that in this complex interaction 
lay some of the keys to the evolution of contempo-
rary art up to our own time.

When analyzing the development of the relation-
ship between art and technology, a preeminent role 
should be given to the invention of photography in 
1839 and the intense debate on the issue of its entry 
into the Olympus of the arts which took place from 
that point onwards in Parisian intellectual circles 
[fig. 1]. In a brief article entitled “Le public mod-
erne et la photographie” [The Modern Public and 
Photography] published among his writings on the 
1859 Salon, Charles Baudelaire referred to the po-
lemical reception of the invention: “If photography 
is allowed to supplement art in some of its func-
tions, it will soon have supplanted or corrupted it 
altogether thanks to the stupidity of the multitude 
which is its natural ally.”2 Baudelaire warned of its 
dangers while also criticizing the unstoppable “de-
cline of the aura.” Walter Benjamin returned to this 
idea in his celebrated essay of 1936, “The Work 
of Art in the Age of Mechanical Reproduction,”  
in which he reflected on the crisis of perception in 
relation to the breakdown of the original’s hic et nunc 
and the emancipation of the work of art with regard 
to its link with reality. The emergence of photogra-
phy resulted in an unprecedented creative explo-
sion in the field of the visual arts, with its maximum 
expression to be found in avant-garde creation. 

And yet, despite largely conforming to 
Marinetti’s declared principles, the reception of 
the new medium was not as enthusiastic as might 
have been expected and led to a rupture within 
the Futurist movement between the defenders of 
the traditional mode of representing reality, asso-
ciated with the old artistic disciplines (painting, 
sculpture, poetry, theater), and the supporters of 
the introduction of new media. 

Initially, Futurism’s official position reflected the 
general opinion of the day, which considered pho-
tography a mere technique, a simple instrument 
devoid of originality for improving precision in the 
mechanical, superficial, and fragmentary reproduc-
tion of reality. This viewpoint was largely due to the 
stance adopted by the painter Umberto Boccioni,3 
the leading Futurist thinker together with Marinetti. 
Boccioni rejected photography because it did not 
conform to his concept of art as the transmission 
of the élan vital [life force], as propounded in 
1907 by the French philosopher Henri Bergson in 
L’Évolution créatrice [Creative Evolution].4 

With the aim of revealing the expressive pos-
sibilities of photography and in line with Futurist 
ideas, in 1911 Anton Giulio Bragaglia (1890–1960) 
proposed a new system for capturing the image 
in movement, which he termed photodynamism.5 
It aspired to go beyond the lineal, continuous na-
ture of Étienne Jules Marey’s chronophotographs 
in order to represent the essence of the dynamism 
and energy latent within every movement through 
the use of very long exposures. By demonstrating 
photodynamism’s capacity to show the élan vital 
through the continuous trajectory of the moving 
object in the image, Bragaglia strove to refute con-
temporary criticism of photography. Among his 
most important images are Lo schiaffo [The Slap] 
of 1910, a provocative depiction of one of the most 
quintessentially Futurist acts, and the agile move-
ment of the fingers in Dattilografa [The Typist] of 
1913. 

Aware of the significant competition that works 
of this type could imply for his own investigations 
in the fields of painting and sculpture, Boccioni 
took refuge behind his particular interpretation  
of Bergson’s theories in order to justify his rejec-
tion of photodynamism6 and his wholehearted de-
fense of the old artistic disciplines. As a result, the 
Futurists’ official position was based on a synchron-
ic representation of reality based on Boccioni’s si-
multaneity, as opposed to the diachronic approach 
of the heterodox Bragaglia, who was interested in 
expressing the progression of movement in time.

On August 1, 1913 Boccioni issued his final de-
nunciation in the Florentine journal Lacerba: 

So much the worse for the short-sighted who thought we were in 

love with the isolated incident – who thought we were amateurs 

of trajectories and mechanical movements. We have always 

fig. 1. Fortunato Depero,  
c. 1922. Stabilimento d’arte 
fotografica A. S. Biasiori, 
Trento. MART, Archivio del 
‘900, Fondo Depero

fig. 2. Riso cinico [Cynical 
Laughter], Rome, April 1915. 
MART, Archivio del ‘900, 
Fondo Depero [cat. 37]

fig. 3. Autoritratto con pugno 
[Self-portrait with Punch], 
Rome, March 24, 1915. MART, 
Archivio del ‘900, Fondo 
Depero [cat. 31]
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rejected with disgust and scorn even a distant relationship with 

photography, because it is outside of art.7 

This categorical statement can be called into 
question if we look at Futurist paintings of this pe-
riod, which are so closely linked to the advances 
achieved through experimentation with pho-
tography. In Dinamismo di un cane a guinzaglio 
[Dynamism of a Dog on a Leash] of 1912, Giacomo 
Balla translated a stroboscopic vision of movement 
into playful terms, while in his Bambina che corre 
sul balcone [Girl Running on a Balcony] of 1912 
he investigated the painterly potential of Marey’s 
chronophotography. Finally, among the numerous 
possible examples, an important one is the vibrant 
movement of the poles of the banners painted by 
Carlo Carrà in the purest photodynamic style in 
his Funerali dell’anarchico Galli [Funerals of the 
Anarchist Galli] of 1911. 

Sadly, the extremely negative reception of pho-
tography made an experimental approach difficult 
and placed the most visionary artists in an awk-
ward situation. It is significant that the Manifesto 
della fotografia futurista [Manifesto of Futurist 
Photography] by Marinetti and Tato (Guglielmo 
Sansoni, 1896–1974) was not published until 1930.

The Futurists principally made use of photog-
raphy in order to promote the movement through 
the dissemination of portraits of its leading rep-
resentatives and images of their works. The first 
known print associated with the group dates from 
1908, showing a proud Marinetti at the wheel of 
his new car, to which he would refer a year later 
in his inaugural manifesto when he recounted his 
famous accident. In the years prior to the founding 
of Futurism, Marinetti generally had himself photo-
graphed in a mocking pose to emphasize his charis-
matic nature. This attitude would radically change 
from 1909 onwards, when he became the leader of 
the principal Italian avant-garde movement, after 
which he systematically censored pictures in which 
he appeared in too human a guise.

The first Futurist portrait photographs were 
taken around 1912 and followed the model evolved 
in the iconographic tradition of bourgeois por-
traiture. This is evident in the first picture of the 
group, in which Marinetti, Boccioni, Carrà, Russolo,  
and Severini are lined up in front of the camera on 
the pavement in Paris in February of that year, at the 
time of the exhibition at the Bernheim-Jeune gallery. 
Interestingly, among the most original contribu-
tions of this type is the multi-perspective, pre-
Futurist portrait of Boccioni entitled Io-noi [I–We] 
of 1905–7, which reflects his interest in exploring 
his own identity through the simultaneous repre-
sentation of his appearance in five different states. 

The desire to capture the élan vital, which was 
difficult to achieve in traditional photographs, 
culminated in 1915 with the official entry into 
the Futurist movement of Fortunato Depero, who 
introduced one of the most important contribu-
tions to the field of photography, namely photo-
performance. With this new genre, Depero strove to 
portray the subject through his or her gestures and 

movements in order to reproduce the emotions and 
states of mind of the moment captured for posterity 
[fig. 2, cat. 37]. This approach is closely related to 
the desire to express vitality and the Futurist spirit, 
fusing art and life, which was one of the move-
ment’s principal aims, as Marinetti explained that 
same year when he recalled its origins: 

It was the new formula of Art-action […] the youthful, modernizing, 

anti-traditional, optimistic, heroic, and dynamic standard that had 

to be raised over the ruins of passéism (the static and traditional, 

professional and pessimistic, pacifist and nostalgic, decorative 

and aesthetic mind set).8

The project advanced by Marinetti was not con-
fined to a simple confrontation between modernity 
and tradition. Rather, it announced an authentic 
socio-cultural battle. The Futurist leader was 
convinced of the need to bring about a profound 
transformation in patterns of behavior through the 
incorporation of art into all aspects of daily life. In 
order to achieve this goal, Marinetti did not hesi-
tate to offer an apology for violence designed to 
produce a greater impact. By offering this “slap in 
the face of public taste” he appropriated the well-
known slogan, épater les bourgeois. 

Depero’s pugilistic Autoritratto con pugno [Self-
portrait with Punch] of 1915 [fig. 3, cat. 31] is the 
most authentic expression of this defiant attitude 
in iconographic terms and a faithful reflection of 
Futurism’s irrepressible spirit. In the image Depero 
is shown throwing a punch at the camera and thus 
at the viewer. Despite the controversy which the 
medium of photography had generated, the artist 
continued with his attempt to explore its potential 
and, following the direction pursued by Bragaglia, 
initiated a new expressive terrain by associating 
photography with performance.9 For this strategy 
Depero adopted the provocative dynamic present 
in the so-called serate futuriste [Futurist evenings], 

fig. 4. Depero e Clavel: 
mimica! [Depero and Clavel: 
Mimicry], Capri, summer 1917. 
MART, Archivio del ‘900, 
Fondo Depero [cat. 64]

fig. 5. Autoritratto con 
sigaretta [Self-portrait with 
Cigarette], Rome, January 
1915. MART, Archivio del ‘900, 
Fondo Depero

an unprecedented format based on interaction 
with the public which combined theater with mu-
sic, political debate, and celebration. The term 
“performance” was in fact first coined in 1914 by 
the journalist Paolo Scarfoglio to describe one of 
these events that took place at Sprovieri’s gallery 
in Naples.

The adoption of an ironic attitude is also evi-
dent in the self-portraits of many other intellec-
tuals including Giacomo Balla and the Swiss poet 
Gilbert Clavel, who appears in an iconoclastic pose 
alongside a very young Depero in one of his photo-
performances [fig. 4, cat. 64]. With their clowning 
and exaggerated laughter, these artists offered a 
thought-provoking challenge to the concept of 
photography as a passive representation of real-
ity. Depero also included brushstrokes of color and 
texts in his photographs, which he transformed 
into self-promotional postcards, and thus into 
forerunners of Mail Art [fig. 5]. As a result, Depero 
moved beyond the old hierarchy that existed be-
tween the artistic disciplines, opening up the way 
towards the exploration of new creative synergies 
between different media.

In the manifesto entitled Ricostruzione futuris-
ta dell’universo [Futurist Reconstruction of the 
Universe] of 1915 [cat. 36], Depero, together with 
Balla, announced their intention of “recreating” 
the universe “entirely” according to the “whims 
of our inspiration.”10 In later works Depero would 
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give shape to this idea through the use of the tech-
niques of photomontage (the combination of pho-
tographic images of different origins) and photo-
collage (the insertion of a photographic element 
into another medium such as drawing or painting). 
Examples include New York, film vissuto [New York 
– A Lived Film] of 1930–31 [fig. 7, cat. 233].

Alongside these original works mention should 
be made of the important documentary facet of 
photo-performance. Some of the surviving images 
evoke the atmosphere of those improvised and un-
repeatable spectacles. In some cases they offer an 
idea of the way a work was created while in others 
they function as a record of unrealized projects 
[fig. 8]. Overall, these photographic reportages re-
spond to the desire to unite art and life, as in the 
film Vita futurista [Futurist Life] of 1916, in which a 
group performance allowed the artists themselves 
to illustrate the Futurist model of behavior in op-
position to the passéist attitude. In addition, these 
photographs were a vehicle for the promotion of 
their artistic productions, of which the maximum 

fig. 6. Mandrie di auto 
[Herds of Cars], 1930. MART, 
Museo di arte moderna e 
contemporanea di Trento  
e Rovereto

fig. 7. Alla scoperta di New 
York [Exploring New York], 
1931. MART, Archivio del ‘900, 
Fondo Depero [cat. 233]

fig. 8. Fortunato Depero e 
Filippo Tommaso Marinetti 
con i panciotti futuristi 
[Fortunato Depero and 
Filippo Tommaso Marinetti 
Wearing Futurist Gilets], 
Turin, 1925. Studio Silvio 
Ottolenghi, Turin. MART, 
Archivio del ‘900, Fondo 
Depero
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expression would have been Il futurismo italianissi-
mo [The Very Italian Futurism], a film-performance 
on the Futurists, their works, and the sites of their 
creative activities, which Depero announced in 
1926 but never actually made. 

The transgressive creative impulse that arose 
with photo-performance was not overshadowed 
by the aerial visions of Futurist aero-photography 
in the 1930s. Rather, official Futurism’s rejection of 
photography at this period functioned as a spur 
to Depero. He used photo-performance to reveal  
the imperious need to generate real contact with the 
viewer, provoking an active rather than a merely con-
templative response and involving the spectator 
mentally and physically as a fundamental part of 
the creative process. This discourse would subse-
quently be developed by the Canadian Marshall 
McLuhan in his communication theories on the 
distinction between “hot” and “cool” media.11 

In effect, the limited degree of interaction with 
the public together with the difficulty of conveying 
the dynamism of the present and the vibrant energy 
of the artist constituted the principal reason why 
Marinetti supported Boccioni’s position, hindering 
the inclusion of photography and subsequently of 
film in Futurist experiments. The communion be-
tween art and technology was thus postponed, giv-
en that Marinetti’s stance meant that the Futurists 
were only initially interested in photography as a 
tool for revitalizing earlier artistic expressions 
while rejecting it as an autonomous medium.

Through his significant contribution, Depero re-
vealed the ideological contradictions that existed 
within an unstable context dominated by profound 
changes. It was from those changes that some of 
the most inspiring contributions arose for an un-
derstanding of the still complex relationship be-
tween the world of art and technological advances. 

1. “Frusta o dynamite!”; Filippo Tommaso Marinetti, “La 
Divina commedia è un verminaio di glossatori” (1917), 
in F. T. Marinetti, Teoria e invenzione futurista, ed. 
Luciano De Maria (Milan: Mondadori, 1998).

2. “S’il est permis à la photographie de suppléer l’art dans 
quelques-unes de ses fonctions, elle l’aura bientôt sup-
planté ou corrompu tout à fait, grâce à l’alliance natu-
relle qu’elle trouvera dans la sottise de la multitude”; 
Charles Baudelaire, “Le public moderne et la photo-
graphie,” quoted here from “The Salon of 1859: The 
Modern Public and Photography,” in The Mirror of Art: 
Critical Studies, trans. and ed. Jonathan Mayne (New 
York: Doubleday, 1956), 232. 

fotodinamica di Bragaglia” [I recommend, in the name 
of all the Futurist friends, that you avoid any contact 
with Bragaglia’s photodynamism]; Umberto Boccioni, 
cited in Archivi del futurismo, vol. I, ed. Maria Drudi 
Gambillo and Teresa Fiori (Rome: De Luca, 1986), 288. 
This attitude was repeated in his “Avviso,” published 
in October 1913, in which he rejected any connection 
between pictorial Futurism and photodynamism. “Data 
l’ignoranza generale in materia d’arte, e per evitare equi-
voci, noi pittori futuristi dichiariamo che tutto ciò che si 
riferisce alla fotodinamica concerne esclusivamente de-
lle innovazioni nel campo della fotografia. Tali ricerche 
puramente fotografiche non hanno assolutamente nulla 
a che fare col Dinamismo plastico da noi inventato, né 
con qualsiasi ricerca dinamica nel dominio della pittura, 
della scultura e dell’architettura” [Given the general 
lack of knowledge about art, and in order to avoid any 
misunderstanding, we the Futurist painters declare 
that anything relating to photodynamism only concerns 
innovations in the field of photography. Such purely 
photographic investigations have absolutely nothing to 
do with the Plastic dynamism invented by us, nor with 
any investigation of dynamism in the field of painting, 
sculpture, and architecture]; “Avviso,” Lacerba, yr. 1, 
no. 19 (Florence, October 1, 1913).

7. “Peggio per i miopi che ci hanno creduti innamorati 
dell’episodio. Che hanno creduto vedere in noi dei cac-
ciatori di trajettorie e di gesti meccanici. Una benché 
lontana parentela con la fotografia l’abbiamo sempre 
respinta con disgusto e con disprezzo perché fuori 
dell’arte”;  Boccioni, “Il dinamismo futurista e la pittu-
ra francese,” quoted here from Futurist Manifestos, ed. 
Umbro Apollonio (New York: Viking Press, 1973), 110. 

8. “Era la nuova formula dell’Arte-azione […] bandiera rin-
novatrice, antitradizionale, ottimistica, eroica e dinami-
ca, che si doveva inalberare sulle rovine del passatismo 
(stato d’animo statico e tradizionale, professionale e 
pessimistico, pacifista e nostalgico, infine decorativo ed 
estetico)”; Filippo Tommaso Marinetti, Per la guerra sola 
igiene del mondo (Milan: Edizioni Futuriste di Poesia, 
1915) [cat. 6].

9. RoseLee Goldberg offers an interesting survey of the 
evolution of performance, from the first serata fu-
turista, which took place on January 12, 1910 in the 
Teatro Rosetti, to the present day. RoseLee Goldberg, 
Performance Art: From Futurism to the Present (London: 
Thames and Hudson, 2001).

10. Giacomo Balla and Fortunato Depero, Ricostruzione 
futurista dell’universo, (Milan: Direzione del Movimiento 
Futurista, March 11, 1915). For a full reproduction of this 
manifesto in English, see pp. 369–75.

11. Marshall McLuhan, Understanding the Media: The 
Extensions of Man (Cambridge, MA: MIT Press, 1994). 

3. Umberto Boccioni maintained that Futurist investi-
gations on “simultaneity” had preceded those of the 
French; Umberto Boccioni, “Il dinamismo futurista e 
la pittura francese” [Futurist Dynamism and French 
Painting], Lacerba, yr. 1, no. 15 (Florence, August 1, 
1913). A year later, in “Simultaneità” [Simultaneity], 
published in the same journal, he reaffirmed his posi-
tion, stating that: “Nessuno prima di noi aveva usato 
questa parola per definire la nuova condizione di vita 
nella quale si sarebbe manifestato il nuovo dramma 
plastico” [No one had used those words before us to 
define the new condition of life in which the new plastic 
drama would manifest itself]. He thus proclaimed the 
absolute necessity of incorporating the concept of “si-
multaneity” into the modern work of art, given that it 
was “l’esaltazione lirica, la plastica manifestazione di 
un nuovo assoluto; la velocità di un nuovo e meravi-
glioso spettacolo; la vita moderna di una nuova febbre; 
la scoperta scientifica” [lyrical exaltation, the visual 
manifestation of an absolute newness; the speed of a 
new and marvelous spectacle; the modern life of a new 
fever; scientific discovery]; Umberto Boccioni, Pittura 
scultura futuriste (dinamismo plastico) (Milan: Edizioni 
Futuriste di Poesia, 1914), 169–71. One of his most re-
presentative visual creations in this sense is Visioni 
simultanee [Simultaneous Visions] of 1911, which he 
exhibited at the Bernheim-Jeune gallery in Paris.

4. In reality, Bergson was proposing an argument closer 
to Bragaglia’s theory: “En un certain sens, le mouve-
ment est plus que les positions et que leur ordre, car 
il suffit de se le donner, dans sa simplicité indivisible, 
pour que l’infinité des positions successives ainsi que 
leur ordre soient donnés du même coup, avec, en plus, 
quelque chose qui n’est ni ordre ni position mais qui est 
l’essentiel : la mobilité [In one sense, movement is more 
than the positions and than their order, for it is sufficient 
to make it, in its indivisible simplicity, to secure that the 
infinity of the successive positions as also their order 
be given at once – with something else which is neither 
order nor position but which is essential: the mobility]; 
Henri Bergson, L’Évolution créatrice, quoted here from 
Creative Evolution (New York: Henry Holt, 1911), 91.

5. The first edition of Fotodinamica futurista was printed 
in 1911 by the publishing house Ugo Nalato in Rome 
after it was turned down by Edizioni Futuriste di Poesia. 
According to Bragaglia, between 1911 and 1913 there 
were three different versions of the original work; Anton 
Giulio Bragaglia, “La fotografia del movimento,” Noi e il 
mondo (Rome, April 1, 1913).

6. Boccioni revealed his decided opposition to photodyna-
mism in a letter to Giuseppe Sprovieri dated September 
4, 1913, in which he informed him of his intention to 
retrieve his 1913 sculpture Forme uniche della continuità 
nello spazio [Unique Forms of Continuity in Space] [cat. 
11] from Paris in order to show it in the forthcoming 
exhibition at his gallery. At the end of the text he war-
ned Sprovieri: “Mi raccomando, te lo scrivo a nome 
degli amici futuristi, escludi qualsiasi contatto con la 
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PABLO ECHAURREN

There is no doubt about who invented Futurism. 
Even if Gabriel Alomar claimed authorship 

of the term,1 there can be no question that 
Futurism as an organized avant-garde was an idea 
launched by Filippo Tommaso Marinetti. He and 
he alone lent substance to that word (Futurism) 
and triggered its explosion. He instilled it with 
a soul, he breathed life into it, he helped it to 
take wing. Without Marinetti’s genius, Alomar’s 

hunch would have remained dormant. The empty 
sheath of a chrysalis. A mere invitation to the 
spiritual and national renewal of a dissatisfied 
Catalan.2

On the contrary, the tiff about who invented 
Pop Art is still with us. The English lay claim to 
being the first in terms of time (Richard Hamilton, 
Eduardo Paolozzi),3 while the Americans, as ever, 
claim the lion’s share by totally appropriating the 

commercial brand (Andy Warhol, Roy Lichtenstein, 
Claes Oldenburg).4

I prefer to think that it was our (Italian) 
Fortunato Depero who anticipated and practiced 
Pop Art in a systematic and non-episodic way. But it 
will be hard to nail this down. A bit like the history 
of the invention of the telephone which has always 
pitted Italy against the United States in the figures 
of Meucci and Bell.5 There is no way out, with each 

BOOKS  
AND JOURNALS  

BY DEPERO

Page in Depero futurista 1913–1927.  
Milan: Dinamo Azari, 1927 [cat. 148]
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party sticking to its own convictions,6 unchanged 
and brandished. 

I believe that Depero was, without a doubt, the 
first Pop artist in history. 

It was he who first linked the popular world with 
that of the avant-garde; it was he who created a 
dialogue between the collective imaginary of folk-
lore and that of the most advanced contemporary 
phenomena; who inserted dolls, engravings, and 
Tyrolean masks in the cogs and mirages of the me-
chanical civilization; who coupled the stability of 
mountains with the changeability of speed; who 
fixed geologic time with the fluidity of technologi-
cal time.

It was he who mixed high and low, pure art and 
applied art, landscape and advertising, in a peer-
less cocktail of experimentation and ingenuity, 
godfathering a culture made up of tradition and 
revolution, myth and play, fable and comic strip, 
tranquil dream in front of the hearth and hallucina-
tion of the chaotic industrial imaginary. 

Even the chromatic structure of his more ac-
culturated pictures echoes the clearly defined con-
trasts of Antonio Rubino,7 the Corriere dei Piccoli,8 
and the Liebig figurini [trade cards].9  

In Depero, the man-in-the-street cohabits with 
the genius of communication, the little child  
with the architect, the destroyer with the construc-
tor of irreprehensible geometries, the “presentist” 
with the futurist. Pop before Pop.

We owe it to Depero that the avant-garde knew 
how to speak the language of the common people, 
country folk, craftsmen, peasants, and not just the 
language of refined metropolitan aesthetes. 

With him, the avant-garde became an anti-intel-
lectual option. 

With him, there were pointers to the prophecy 
of the global village. 

This said, it is well known that Depero was an 
all-round artist, a 360-degree artist, a global artist. 

He dealt with every single aspect of creativity. 
From painting to sculpture, theater to architecture, 
fashion to furnishing, to advertising.

But the 20th century was also hallmarked by 
one figure in particular, that of the painter-writer, 
the artist seeking perfection and completion in the 
book form. 

Carlo Carrà, Umberto Boccioni, Gino Severini, 
Giorgio de Chirico, Alberto Savinio, Filippo de Pisis 
… even if we do not stray beyond Italy, the list is 
a very long one. 

In this list Depero occupies pride of place. Not 
only a painter-writer, painter-poet, painter-illus-
trator, but also an egregious painter-typographer, 
painter-layout designer, painter-publisher. 

Unlike others (Mayakovsky, for example), he did 
not use techniques and graphics to produce his 
most daring demonstrations, he applied himself 
directly, revealing the talent of an outstanding de-
signer, who was every bit a match for champions 
such as El Lissitzky.10 

Depero was a perfect one-man band, doing ev-
erything himself.

To begin with, his Spezzature [Fragments]11 [fig. 
1, cat. 16] of 1913 did not stray from the classic 
fledgling artist’s book, meditations and musings of 
a young man starting out on the road of art, moods 
typical of a highland expressionism tinged with gro-
tesque origins. In a word, it remained rooted in an 
old but bookish style, showing and revealing no 
clue about its author’s future developments.

It would take time for Depero to mature and 
elaborate his approach to the book as an object, 
but when he did so in 1927, it would be in its most 
dazzling, astonishing, and convincing expression. 

The leap forward was decidedly huge, unex-
pected, not anticipated by any particular work, 
leading from Spezzature directly to Depero futurista 
[cat. 148],12 with nothing in between, if we exclude 
Gilbert Clavel’s Un istituto per suicidi [Suicides’ 
Institute]13 [fig. 2, cat. 73, 74], in which Depero col-
laborated in a decisive way, introducing strange 
ominous and metaphysical tones.

It was with a huge jolt of stylistic approach that 
he passed from an intimist little book to the most 
resplendent example of the concept of Futurist 
publishing. 

From that moment on, for its author, the book 
ceased to be a mere collection of pages in se-
quence, it stopped being a repository for poems 
and thoughts, or something to be filled and embel-
lished: from that moment on the book became a 
primary instrument for becoming attuned to mass 
society. 

It became a preferred vehicle of communica-
tion in the age of mechanization, it became a con-
cretization of technologized sensibility, it became 
a typographical system whose content could not 
be separated from its style.

Midway between the upholsterers’ fabrics sam-
ple-book and the aviator’s manual, the “Dinamo-
Azari” (as it as known after the publishers’ name) 
became the most immediate and obvious emblem 
of how a volume can be so plentiful and impetuous 
that it has to be stuck and held together with large 
construction bolts. As if its matter were spilling 
over, bursting, escaping from its own boundaries. 
Precisely like a train that has to be hooked up to 
rails so as not to be derailed.

Essentially, this unusual binding already con-
tained a powerful declaration of intent: the book 
ceased to be an object of meditation, a comforting, 
relaxing object to be stroked and perused in a state 
of tranquility and reflection, and instead became 
an unpredictable, unsettling, cumbersome object. 
An object with which you have to come to terms 
with your whole body. In the end, it turned into 
something physical.

For Depero, the book was no longer that confi-
dential interlocutor to be chosen from the shelves 
of a library, no, the book was a fighter, an agitator, 
an attention seeker, which made it impossible for it 
to be ordinarily lined up and inserted among other 
books. This is why the bolted book, on the advice 
of its very author, should be kept at some remove 
from the book shelf and laid on a cushion, one of 

fig. 1. Spezzature 
(impressioni-segni-ritmi) 
[Fragments (Impressions–
Signs–Rhythms)]. Rovereto: 
Tip. Mercurio, 1913. MART, 
Archivio del ‘900, Fondo 
Depero [cat. 16]

fig. 2. Gilbert Clavel, Un 
istituto per suicidi [Suicides’ 
Institute]. Rome: Bernardo 
Lux Editore, 1917. Archivo 
Lafuente [cat. 73]
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those garishly colorful creations which Depero’s 
faithful wife Rosetta sewed following designs with 
geometric inlays provided by her husband. 

It was almost a vibrant and throbbing being, 
almost something living, animated, mechanized, 
tamed.

Reading fulfils its function of quiet mediation 
somewhere between reality and imagination, it cre-
ates convulsions, restlessness, direct intrusion into 
the reader’s existence, a conjunction between all 
the various forms of expression. 

A new way of transmitting visual verbal thought. 
This is why we are sorely lacking the planned, 

announced, yet never produced phonobook New 
York, film vissuto [New York – A Lived Film] [cat. 
233], which, in addition to illustrations, was to have 
contained  free-word compositions, lyrics, typo-
graphical landscapes, and two recordings made 
by the author.

In his books, Depero provides us with all man-
ners of inducements: invented languages (onoma-
lingua), phonocompositions (Liriche radiofoniche) 
[fig. 3, cat. 255],14 proclamations, promotional of-
fers, sesquipedalian slogans.15

His entire printed oeuvre falls into the category 
of propaganda: personal, political, corporate. 

In it we find the very essence of that moder-
nity in which the mass media act as undisputed 
bosses, condensed and amplified to the point of 
being comic (at times involuntarily). 

Some of his finds, and even certain of his strange 
ultra-Fascist remarks are so totally and brazenly 
artful and subversive as to appear to be on the limit 
of simple-mindedness, histrionics, and clowning. 

It is precisely this attitude of building up things, 
drumming his own ideas, sounding the trumpets, 
that makes each one his books somewhat more 
than a mere set of written and drawn pages.

Leafing through his works, we come upon thor-
oughly full-blown spots: quips and witty remarks, 
gags, puns, typical of an advertising campaign, so 
brazen and well orchestrated as to make one won-
der why they were not expanded and marketed, on 
walls, in streets, on building facades. 

Between Depero and the gleaming neon signs, 
the redundant posters, the commissions for writ-
ings and illustrations which hallmark the scenario 
of the more advanced cities, there really is no 
break; in fact there is total complicity, there is 
perfect reciprocity. 

And this applies not only to those books in 
which the advertising intent is declared and vulgar 
(as for example the Numero unico futurista Campari) 
[Campari Futurist Single Edition] [cat. 223],16 but to 
every work produced by his workshop, be it a cata-
logue for a solo show, a letterhead, or a post card. 

Each one of his printed works, albeit mute and 
voiceless, is a concentrate of noise: it is din, clamor, 
uproar. 

It is the color of time.
With Depero, culture does not remain the privi-

lege of an élite, it is not detached from everyday 

life, it is not immune from contamination; it, too, 
is a product. And as such it is managed and felt. 

In Depero, the borderline between art as an end 
in itself and art in the service of something loses 
any clear definition forever, everything converges 
in a single dynamic flux. His conception of art is like 
a Times Square where the throng, lights, posters, 
playbills, all help to invent a new mental space. 

It is the purest Pop.
The philosopher Antonio Gramsci, who, well be-

fore others, understood everything about popular 

fig. 3. Liriche radiofoniche 
[Radio Lyrics]. Milan: G. 
Morreale, 1934. Archivo 
Lafuente [cat. 255]
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national culture, wrote in relation to Marinetti that 
making truly revolutionary art “means destroying 
spiritual hierarchies, prejudices, idols, rigid tradi-
tions, it means not being afraid of novelties and 
audacity, not being in awe of exhibitions, not believ-
ing that the world will collapse if a worker makes 
grammatical mistakes, if a poem is weak, if a paint-
ing looks like a poster, if young people cock a snook 
at academic and weak-minded old people.”17 

The picture that looked like an (advertising) 
poster was the most violent insult you could make 
at the time, the sign of a decadence of style, of an 
enslavement to industry, of a debasement of the 
artist’s mission. 

All these things together are precisely the thrust 
of Depero’s message. 

Not having qualms about getting your hands 
dirty, plunging totally into the flow of the contem-
porary world and topical goings-on, without mak-
ing too great a distinction between what is noble 
and what is ignoble, without skimping on your 
own enthusiasm. An enthusiasm deriving from the 
awareness of living in an unrepeatable period of 
great acceleration. In every direction. 

And it was in every direction that Depero ex-
pended his passion, from public commissions to 
self-promotion – 96 tavole a colori per i Dopolavoro 
Aziendali d’Italia [96 Color Plates for the Italian af-
ter-work Facilities of the OND]18 [fig. 4, cat. 267] and 
Fortunato Depero nelle opere e nella vita [Fortunato 

Depero in his Works and Life]19 [fig. 5, cat. 269]– 
from re-visiting the avant-garde in Trento style – 
22 disegni [22 Designs]20 – to the darkest work of 
propaganda – A passo romano [Roman Step] [fig. 
6, cat. 271].21

He was absolved by the ingenuous conviction 
that there are no limits when it comes to making 
art, that everything can be manipulated and regen-
erated, that everything must be chewed over, and 
that everything is worth trying. 

Even the most foolhardy theme. 
Better than a cowboy touring Italy with Buffalo 

Bill’s circus, better than a stockman conquering 
the Wild West.

The wager of the early 20th century found in 
Depero a phenomenal performer, an inimitable 
copywriter, an indefatigable juggler. He can be 
credited with having done away with the rhetoric 
of machine worship and the apology of progress at 
all costs, thanks to the use of a light, almost child-
like, playful code. Little dolls, animals, disjointed 
puppets all inhabit a merry, positive, joyful future, 
a thousand leagues away from the gloomy and de-
humanized atmospheres of Metropolis and R.U.R.22 

And the same can be said of his works with a 
commercial goal, cheeky, festive, highly colorful 
productions made to entertain, not to ensnare.

The fact of shifting willy-nilly from painting to 
illustration and advertising without making any dis-
tinction, with the precise wish to address a broad 

fig. 4. 96 tavole a colori per “I 
dopolavoro aziendali in Italia” 
[96 Color Plates for the Italian 
after-work Facilities of the 
OND]. Rovereto: Manfrini, 
1938. MART, Archivio del 
‘900, Fondo Depero [cat. 267]
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on June 11, 2002, honoring Meucci’s contributions and 
work —Ed.

7. Antonio Augusto Rubino (1880–1964) was the Italian
illustrator responsible for the cover of the Corriere dei 
Piccoli — Ed.

8. The Corriere dei Piccoli was the children’s weekly
supplement of the Milan newspaper Corriere della Sera, 
published from 1908 to 1955 — Ed.

9. These chromolithographs were distributed by the
Liebig Extract of Meat Company (Lemco) to promote its 
product – a concentrated beef extract invented by the 
German chemist Justus von Liebig (1803–1873) – which
soon became collector’s items. There were different
trade card series between 1872 and 1974. In 1998, the 
Agnesi company, which manages the brand, issued a
new series of trade cards — Ed.

10.  Vladimir Mayakovsky (1893–1930), a Russian artist,
poet, and playwright, was one of the early exponents 
of Russian Futurism. El Lissitzky (1890–1941), Russian 
artist, designer, photographer, and architect, was one 
of the main practitioners of Russian Abstraction — Ed.

11. Fortunato Depero, Spezzature (Rovereto: Mercurio,
1913).

12. Fortunato Depero, Depero futurista 1913–1927 (Milan: 
Dinamo Azari, 1927).

13. Gilbert Clavel, Un istituto per suicidi (Rome: Bernardo 
Lux, 1918).

14. Fortunato Depero, Liriche radiofoniche (Milan: Morreale, 
1934).

15.  One and a half feet long — Ed.

16.  Fortunato Depero and Giovanni Gerbino, Numero unico 
futurista Campari (Milan: Ditta Davide Campari, 1931).

17. Antonio Gramsci, L’ordine nuovo (Turin, January 5,
1921) [journal founded in 1919 by Gramsci — Ed.].

18. 96 tavole a colori per i Dopolavoro Aziendali d’Italia
(Novara: Istituto Geografico De Agostini, 1938) [A prin-
trun of 200 numbered copies signed by the author was 
made on the occasion of the III Congresso Mondiale
del Dopolavoro (3rd World Congress of the National
Recreational Club) in June 1938. Rovereto: R. Manfrini, 
1938. The dopolavoro were after-work leisure and re-
creational facilities for workers — Ed.].

19. Fortunato Depero, Fortunato Depero nelle opere e nella 
vita, ed. Legione Trentina (Trent: Mutilati ed Invalidi,
1940).

20. Fortunato Depero, 22 disegni (Trent: Mutilati ed Invalidi,
1944).

21. Fortunato Depero, A passo romano (Trent: Edizioni di 
credere, obbedire, combattere, 1943).

22. R.U.R. (Rosumovi Univerzální Roboti [Rossum’s
Universal Robots]), a science fiction play written by
the Czech Karel Capek in 1920 and translated into thirty
languages, was the first literary work to use the word 
“robot” (from the Czech robota, meaning forced labor), 
a term coined by Capek’s brother, Josef — Ed.

public, not necessarily selected from the salons of 
Paris and Milan, even a bad-mannered one, makes 
Depero a Pop artist ahead of his time. 

As such Depero does not really have any rivals. 
His sensibility grappled with all the realities 

and fantasies of a century, shook them cocktail-
like, encompassed them in a unique world of signs, 
and offered them up as an enchanted, impassioned, 
devout vision of mass society.

In his work we never find any critical intent, 
any exercise of disapproval, any temptation to pass 
judgment, just a perfect harmony with changing 
patterns of behavior, complete adherence to the 
evolution of customs. 

Depero is at the same time a refined artist who 
records changes and a man of the street who wit-
nesses, dismayed and hypnotized, the kaleido-
scope of a modernity positively experienced. 

A child looking at skyscrapers and a man of the 
future looking at the Dolomites.

He was the perfect savage of the new sensibility.
Ultimately, every book by Depero is an unex-

pressed pop-up book, a repressed pop-up book. 
His figures, his inventions, his advances all look 
forward, making sketches on pages in every direc-
tion. Nothing is excluded. Expressionism, Futurism, 
Constructivism, promotion for pro-loco tourism.

There was no ism that he did not try out, that 
did not engulf him. 

Today, no history of art book worthy of the 
name would fail to include him among the founders 
of the genre, among those who have scented things, 
captured things, and seriously played with things.

1. Gabriel Alomar i Villalonga (1873–1941) was a Majorcan 
poet, essayist, and diplomat. In 1904 he gave a lecture 
at the Ateneu de Barcelona titled “El Futurisme,” a ma-
nifesto encompassing his modernista ideals. The text
was published as a 75-page leaflet in 1905 by the journal 
L’Avenc — Ed.

2. Alomar’s postulates went in a different direction: futu-
rism as a cyclical constant in the history of art — Ed. 

3. Richard Hamilton (1922–2011) was a British artist
credited with creating Pop Art and being a forerun-
ner of Appropriationism and Installation Art. Eduardo 
Paolozzi (1924–2005) was a Scottish sculptor, colla-
gist, printmaker, filmmaker, and writer who in the 1960s 
made a series of prints characterized by Pop culture
references and technological imagery — Ed.

4. Andy Warhol (1928–1987) was an American artist, a
leading figure of Pop Art and, later, of computer genera-
ted art. Roy Lichtenstein (1923–1997) was an American 
painter and graphic artist, a major exponent of Pop
Art whose main source of inspiration was the comic
strip. Claes Oldenburg (b. 1929) is a Swedish-American 
sculptor, author of many happenings associated with 
the Pop Art movement in the 1960s, who is best known 
for his large installations of everyday art — Ed. 

5. Antonio [Santi Giuseppe] Meucci (1808–1889) and
Alexander Graham Bell (1847–1922) both claim to have
invented the telephone. Bell obtained the first patent 
in the United States for an “apparatus for transmitting 
vocal or other sounds telegraphically” — Ed. 

6. From a legal viewpoint, the dispute was settled when 
the House of Representatives passed Resolution 269

fig. 5. Fortunato Depero nelle 
opere e nella vita [Fortunato 
Depero in his Works and 
Life], edited by the Legione 
Trentina. Trento: TEMI, 1940. 
MART, Archivio del ‘900, 
Fondo Depero [cat. 269]

fig. 6. A passo romano: 
lirismo fascista e guerriero 
programmatico e costruttivo 
[Roman Step: Programmatic 
and Constructive Fascist and 
Warrior Lyricism]. Trento: 
Edizioni di creder obbedire 
combattere, 1943. Archivo 
Lafuente [cat. 271]
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ALESSANDRO GHIGNOLI

Entering the world of Fortunato Depero’s writing 
and in particular his poetry implies an immer-
sion in language. A language that combines facets 
which might at first sight seem far apart from 
each other, but which in Depero come together 
in a poetry that conceives of both the verbal and 
the visual, as well as the sound element, as inte-
gral parts for the construction of a unique type 
of writing.

The combination of these three aspects, which 
come to life in Depero’s poetry, encourages a fo-
cus on and appreciation of a new typology of lan-
guage, which could be described as a process of 
investigation into language itself. This construction 
was necessary for a type of writing that architec-
turally defined a society engaged in the process 
of remodelling its ideas. Hence, Ricostruzione fu-
turista dell’universo [Futurist Reconstruction of the 

Universe] [cat. 36], the title of the manifesto signed 
by Giacomo Balla and Depero on March 11, 1915, 
a text that emphasizes onomatopoeias, sounds, 
and noises, among other aspects. This led on to 
the birth of the onomalanguage [fig. 1] in a text 
written by Depero in May 1916 but published in 
1927, in which he wrote:

It derives from onomatopoeia, from noise, from the brutality of 

Futurist words-in-freedom. It is the language of the forces of 

DEPEROTHE 
WRITING
OF

PO
ETI

CA        TRANSDUCTION

Luna park. Esplosione tipografica (Montagne russe a Coney 
Island) [Luna Park. Typographic Explosion (Roller Coaster 
in Coney Island)], 1929. MART, Museo di arte moderna e 
contemporanea di Trento e Rovereto [cat. 180] Fundación Juan March
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nature: wind – rain – sea – river – stream, etc., of the noise-making 

artificial beings created by man: bicycles, trams, trains, cars, and 

all manner of machines, it is the combination of emotions and 

sensations expressed through the most rudimentary and effective 

language.1

This language of poetry is not, as commonly 
thought, the language of poets alone, but that of 
a new society, hence the symbolic importance of 
the references to posters and advertising. Here 
the relationship between words and things, ob-
jects that become other words,2 reveals a moment 
of encounter and of going beyond meaning, taking 
shape in a process of transferral, a shift from one 
place to another. Entering into Depero’s poetry 
implies broadening the path that passes through 
an interpretative modulation of the verbal, the vi-
sual, and the auditory. It is this transformation of 
codes into a single unit that enables it to be read 
as a whole. As such, it imposes a reading that en-
ters into the Deperian “gesture” in a complete and 
global manner.

Depero’s discovery of poetic language consisted 
in seeing how the abstraction of a visual and pho-

netic verbalization was the origin and end of a lan-
guage that must be the root of all possible language. 
Thus, in a Bakhtinian sense, the text must over-
come its limits in order to create a trans-textuality 
that combines (as in the case of Depero) aspects 
that an avant-garde movement such as Futurism 
was able to bring together. In the prologue to his 
poems in Liriche radiofoniche [Radio Lyrics] of 1934 
[cat. 255], Depero wrote: 

The precise style which the contemporary poet must have in 

front of the microphone entails extracting and re-assimilating the 

very creations of our dynamic external and internal world: with 

communicative clarity; with emotional vibration; with united and 

organic imagination even in contrast; with surprising development 

and structure; with bold simultaneity and a felicitous sense of union 

between reality and fantasy.3

However, the word is not (or is not just) audile, 
nor is it (or not only is it) visual. The language 
of words possesses and maintains a self-sufficient 
route in relation to the phonetic and the visual, but 
these three planes – verbal, phonetic, and visual 
– can communicate with each other and have a
point of contact. Depero understood that, at a time 
when the migration from the countryside to the
city had transformed a largely rural society into a
modern one and into a construct, the poetic word 
was no longer merely two-dimensional but three-di-
mensional. Going beyond Mallarmé and his “throw 
of the dice” was the obligatory step. Sonority, the
vocality of the text in itself, thus implied a medieval 
rediscovery of how to read a poem, and we know
the importance of authors such as Leopardi, Tasso, 
and Dante for the Futurists, such declared enemies 
of passéism.

In Arnold Schoenberg’s opera, Moses and 
Aaron, the composer leaves Moses’s exclamation: 
“O Wort, du Wort, das mir fehlt!” [Oh Word, thou 
Word that I lack!] until the end of the third act, and 
it is precisely that word which Depero felt to be so 
necessary given that, as an avant-garde creator, 
he promoted the interaction between the written 
word (hand-written or printed) and its visualiza-
tion with the aim of also conquering the space in 
which it became sound. Thus the poetic text had 
to keep in mind the intonation, as there are no oral 
words without tone, without timbre, without their 
unique and intrinsic sonority. As Giovanni Lista 
noted, Depero’s language is like “an ‘abstract ver-
balization’ of the multi-sensory modern world, in 
other words, of a type of immediate and direct com-
munication based exclusively on the concatenation 
of onomatopoeias and noisy and sonorous ascents 
that restore the psychic aspect imprinted in sen-
sory perception.”4 Sound must be an integral part 
of poetic dictation and the vox of the word is one 
possible route for achieving “the lyrical expression 
of an extremely pure state of mind,”5 as Depero 
himself stated. 

In Depero’s poems the visual and the audile 
are “word.” Edgar Varèse referred to “organized 
sound” in the context of music’s discovery of 
other linguistic typologies; in the case of Depero, 
his poetic activity could be defined as a textualiza-

fig. 1. Frammento di tavola 
onomalinguistica [Fragment 
of Onomalinguistic 
Composition], 1915–16. 
Whereabouts unknown

fig. 2. Acciaicia (emozioni 
metalliche – punte – 
tagli – lame – ingranaggi 
– elementi di macchina 
ecc. onomalingua) [Steel 
Sensation (Metal Emotions 
– Tips – Cuts – Slats – 
Gears – Machine Parts 
etc. Onomalanguage], 
onomalanguage composition, 
Rome, 1916. MART, Archivio 
del ‘900, Fondo Depero
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tion organized into the three codes which he used 
to “write” a poem. This is evident, for example, 
in the texts used for his composition Astrazione 
di onomatopee di gatto e di gallina [Abstraction 
of Onomatopoeias of Cat and Chicken], in manu-
script poems dating from 1916 in which the word 
involves an implicit sonority, or in onomatopoeic 
compositions such as Acciaicia [fig. 2] or Fiorillerìa 
(fiori-odori-forme-colori verbalizzati) [Fiorillerìa 
(Verbalized Flowers-Smells-Forms-Colors)], also of 
1916. In these texts (and in others), Depero uses 
a type of sound writing, with the word revealing 
itself as a place where the semantic fuses and coex-
ists with the a-semanticism of the sound. It would 
be Gustav Mahler who focused on the sounds and 
noises of nature as an example of a place where 
there is no trace of human presence – his Naturlaut 
[sound of nature] – which Depero understood as a 

starting point for his own poetic investigations. As 
noted earlier, we know that other sounds would be 
present in his artistic and personal development, 
and it is not by chance that they can be detected 
in some of his compositions such as the 1916 
Tramvai [fig. 3] and Verbalizzazione astratta di SI-
GNORA [Abstract Verbalization of LADY] [fig. 4], 
and the 1917 Fumando un paesaggio [Smoking a 
Landscape], texts that involve a use of both the 
auditory and the visual code. Here the deconstruc-
tion of the page into rectangles that create different 
spaces for the writing, as in Verbalizzazione astratta 
di SIGNORA, imposes a modular gaze that acts on 
the rhythm of the reading and thus on its sound.  

To return to Tramvai, it is clearly evident that al-
most all the words are stripped of meaning in favor 
of a range of sounds produced by the tram, which 
is the subject of the poem. This aspect emphasizes 
the theory according to which the onomalanguage 
involves a concept of writing that goes beyond  
the comprehension of the word as the center and the 
terrain of a per verba communication and becomes 
a “universally understandable poetic language for 
which translators are not necessary.”6 It should be 
borne in mind that Marinetti stated his opinions on 
the comprehensibility of a text in his Manifesto tec-
nico della letteratura futurista [Technical Manifesto 
of Futurist Literature] [fig. 5, cat. 7] of 1912: “It is 
not necessary to be understood.”7 That need or 
perhaps even desire not to be understood is even 
more evident in these poetic works by Depero. In a 
text such as the 1932 Subway, he achieves a union 
between non-alphabet-based graphic systems; 
here, the architectural structure determines the 
reading of the text in a visual process that allows 
the reader to read/look from top to bottom, from 
bottom to top, from left to right, and from right 
to left, in addition to another, alphabet-based sys-
tem. Within this state of presumed liberty (not, of 
course, forgetting the words-in-freedom) [fig. 6, cat. 
30] what we specifically find is a double reading: on

fig. 3. Tramvai. Parole in 
Libertà [Tramway – Words-in-
Freedom], in Depero futurista 
1913–1927. Milan: Dinamo 
Azari, 1927. Private collection 
[cat. 148]

fig. 4. Verbalizzazione 
astratta di SIGNoRA 
[Abstract Verbalization of 
LADY], in Depero futurista 
1913–1927. Milan: Dinamo 
Azari, 1927. Private collection 
[cat. 148]

fig. 5. Filippo Tommaso 
Marinetti, Manifesto tecnico 
della letteratura futurista 
[Technical Manifesto of 
Futurist Literature], 1912. 
Archivo Lafuente [cat. 7]

fig. 6. Filippo Tommaso 
Marinetti, Parole in libertà: 
Verbalisation dynamique de 
la route [Words-in-Freedom – 
Dynamic Verbalization of the 
Road], 1915. Merrill C. Berman 
Collection [cat. 30]
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the one hand, a completely visual one and, on the 
other, an alphabet-based one. In this case Depero 
uses two lines of graphic elements although the 
alphabet-based one also functions to fill out, define, 
and create spaces in order to articulate the poem’s 
progression. 

As the painter Luigi Russolo noted in his L’Arte 
dei rumori [The Art of Noises]: “The Futurist poets, 
with their words-in-freedom, were the only ones 
who grasped the full importance of noise in po-
etry.”8 In other words, Giambattista Vico’s idea in 
his Scienza nuova9 of the “parlari mutoli” [mute 
speaking], in which linguistic forms prior to verbal 
ones had their fullest expression in visual signs, 
is taken even further with Depero, who revived 
the concept of Vico’s iconic thought that was so 
typical of the Baroque era, so closely twinned with 
the avant-garde. The phonetic element in Depero’s 
poems brought about a shift of the text towards 
its exterior, a move that functions to interact with 
time; the sound exists alone and when it is no 
longer emitted it ceases to exist.10 The emergence 
of the word onto the exterior and the element of 
sound that it involves contribute to a reading that 
unifies the senses through the act of listening. If we 
agree with Walter Ong (1982) when he states that 
oral communication unites people whereas reading 
and writing leave the reader in a state of solitary 
individuality, in Depero’s poems these apparently 
contradictory situations rebel and manifest them-
selves in the verbal, the visual, and the auditory as 
a game of poetic transduction, co-existing to create 
a poem, or rather a reading of the poem that can 
be viable either when selected from the different 
planes of the writing or in an overall manner. From 
the present viewpoint, in poetic creation Depero 
looked for the union of different codes in order 
to establish a multiple code, an onomalanguage 
that does not require a translator given that the 
Futurists’ onomatopoeias, sounds, noises, and 
words-in-freedom made it possible to “speak  
and communicate effectively with the elements 
of the universe, with animals and machines.”11 In 
practice, this type of super-code allowed for the 
possibility of non-comprehension (bearing in mind 
Marinetti’s idea of being understood, as set out in 
his Manifesto tecnico della letteratura futurista) in 
order to arrive at a “profound sensibility towards 
the expressive potential of the word, enclosed in its 
graphic and sonorous meaning, a significant focus 
on the visual presence of the signs and of their 

the spatial relations between the images on the 
page; the eidetic, which relates to the lines and 
the typographical characters (printed or hand-
written); and the chromatic, if colors are used. 
Together, all these elements create a meaning that 
is as figurative as it is enunciatory.

The typographical revolution15 that so interest-
ed the Futurists led Depero to publish a book of the 
nature of Depero futurista in 1927, a publication that 
represents a group of ideas expressed through a 
typographic approach which also made use of the 
experiments of various Russian and German artists. 
This clearly original idea must have been extremely 
complex to produce: held together with bolts, the 
book presented itself as a product, like an industri-
ally manufactured item. In Liriche radiofoniche, for 
example, the search for a new language with which 
to achieve a medium for mass communication that 
would reach the largest possible number of people 
is quite evident. In his introduction to that book, 
Depero stated: “My radiophonic lyric poems are 
expressions adapted for long-distance transmis-
sion. The listener […] is to be found everywhere: 
on the street, in a café, on a plane, on the bridge 
of a ship, in a thousand different contexts.”16 Here 
Depero seems to want to say that the “new” poetry 
could not be reduced to a single place (paper) but 
that it had to move about in what we might term 
the sound space; a kind of divorce from the book. 
Depero’s idea of the onomalanguage is quite clear 
in the above-mentioned introduction, where the 
Futurist poet writes: “Brevity of time. Concise vari-
ety of images. Contemporary subject. Simultaneous 
and jovial style. Poetic lyricism fused with pho-
nic lyricism, sonorous and noisy; onomatopoeias: 
imitative and interpretative; invented languages; 
jangling chants and voices; mental states of sur-
prise.”17 The aim is that of attaining a more rapid 
and immediate means of communication in which 
the declamatory element is one of the most impor-
tant aspects. This is an attempt at poetic dramatiza-
tion that even envisaged the possibility, announced 
in the book, of making a recording that has not yet 
been found. 

From the viewpoint of Marcuse’s concept of 
Sinnlichkeit, in which “sensibility” and “sensual-
ity” combine to construct a relationship between 
man and his environment, it could be said that 
Depero had already implemented the ideas of  
that Frankfurt School philosopher. Again, with re-
gard to play and aesthetic pleasure, Depero saw 

composition on the page and a distinctive attitude 
towards the visualization of the page layout,”12 as 
Giovanni Lista aptly observed.

From a semiotic and particularly from a Piercian 
viewpoint, it is possible to see how that North 
American philosopher’s idea about an inference, 
which he termed “abduction” – a type of hypoth-
esis, in other words, the origin of all scientific 
thought – can be seen as relevant to a reading of 
Depero’s poems in order to devise interpretative 
formulations that are at the very least stimulating. 
In a phonetic reading of any of Depero’s poems, par-
ticularly his early ones, abduction plays a role in 
the de-codification of a textual and poetic message 
that may be ambiguous or even obscure. Through 
this type of hypothesis, the poem, in all its codes 
of reading, may reveal itself and open up a set of 
reading possibilities that expand the meanings and 
significations of the text that we set out to “read.” 
For text we should understand here, in a semiotic 
sense, both the verbal part and the visual part, and 
thus the sound part. Hence Depero’s verbalizzione 
astratta takes shape in a poem that only reveals part 
of what it wishes to transmit, leaving the reader 
with all the potential to reconstruct what we might 
term a “personal” model of the work. The different 
types of reading of an onomalanguage composi-
tion, such as Verbalizzazione astratta di SIGNORA 
and its modular structure on the page, separate 
the gaze in order to divide it into formats that are 
closer to a newspaper page than a classic poem. 
It is thus a question of formulating a hypothesis 
or abduction that refers to a poem as a text closer 
to an advert than to a Petrarchan sonnet. The dis-
course, understood here as the construction of a 
text in an everyday context, reformulates itself in  
a work of advertising,13 which, in its communicative 
function, refers to something else in order to sell a 
product. What interested Depero was “selling” the 
poem (also in the sense of an ideological act) as 
something of a typographically seductive nature 
in order to create complicity between the text and 
the reader.

It might thus be possible to consider Depero’s 
poems as syncretic texts that contain verbal and 
visual parts as well as aural ones, as noted ear-
lier. His aim was to emphasize and give visibility 
to their content through a “semi-symbolism”14 in 
which content and communicative expression are 
closely related. Different categories are to be found 
in Depero’s poems: the topological, in other words, 
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the possibility of happiness, an idea also present 
in Nietzsche, whose work nourished the artist’s 
own thinking. Depero once again comes to mind in 
relation to Marcuse’s Eros and Civilization, in which 
that author makes use of Freud’s idea of fantasy. 
So notably present in the Italian artist’s work, fan-
tasy is an element of freedom that makes his poetic 
endeavor one of the most liberated and giocondo 
(cheerful), as he himself said in the introduction 
to Liriche radiofoniche. In Depero’s writings, play 
functions to enable reality to shed its austere, dom-
inating presence in search of a new artistic vital-
ity which, for the artist, came to include existence 
itself and one’s own experiences. This utopian and 
perhaps unreal vision reveals how art and poetry 
in themselves possess an element of emancipation 
from reality, or better said, not so much the repre-
sentation of a reality but its very construction, its 
different, other realization. It may be that Depero’s 
poetry or his writing in general possesses a trait 
d’union with the game of transformation through its 
aim to become something else at the very moment 
when it ceases to belong to the author (bearing in 
mind Bakhtin’s function of language). At that mo-
ment, located between the verbal, the visual and 
the auditory, poetry embarks on its possible route, 
its journey through spaces of poetic subversion 
for the utopian creation of a language, or better 
yet, an onomalanguage for the reconstruction and 
mechanization of the universe. It is impossible to 
resist the temptation to quote here the following 
Deperian verses from Tramvai: “poglitichilla nello 
/ esofamagosto / eccebomi – lentegiama / caleice-
lucere / brillinervi ciarie / DIGERIRE...”18

1. “È derivata dall’onomatopea, dal rumorismo, dalla 
brutalità delle parole in libertà, futuriste. È il lin-
guaggio delle forze naturali: vento – pioggia – mare 
– fiume – ruscello – ecc., degli esseri artificiali ru-
moreggianti creati dagli uomini: biciclette, tram, 
treni, automobili e tutte le macchine, è l’assieme 
delle emozioni e delle sensazioni espresso con il lin-
guaggio più rudimentale e più efficace”; Fortunato 
Depero, “L’onomalingua, verbalizzazione astratta, 
creazione Depero 1916,” in Ricostruire e meccanizza-
re l’universo, ed. Giovanni Lista (Milan: Abscondita, 
2012), 42. For a full reproduction of this text in English, 
see pp. 384–85. 

2. See Alessandro Ghignoli, La palabra ilusa. Trans-
codificaciones de vanguardia en Italia (Granada: 
Comares, 2014).

3. “Lo stile appunto che il poeta d’oggi deve avere davan-
ti al microfono è quello di estrarre e di riassumere le 

finest example in his work of the level that could be 
achieved in the construction of typologies of writing. 

14. Omar Calabrese, Lezioni di semisimbolico (Siena: 
Protagon, 1999).

15. Filippo Tommaso Marinetti, Distruzione della sin-
tasi –  Immaginazione senza fili – Parole in libertà 
[Destruction of Syntax – Wireless Imagination – 
Words-in-Freedom] (1913), in the section on the typo-
graphical revolution, states: “Io inizio una rivoluzione 
tipografica diretta contro la bestiale e nauseante con-
cezione del libro di versi passatista e dannunziana, la 
carta a mano seicentesca, fregiata di galee, minerve 
e apolli, di iniziali rosse e ghirigori, ortaggi, mitolo-
gici nastri da messale, epigrafi e numeri romani. Il 
libro deve essere l’espressione futurista del nostro 
pensiero futurista. Non solo. La mia rivoluzione è 
diretta contro la così detta armonia tipografica della 
pagina, che è contraria al flusso e riflusso, ai sobbalzi 
a gli scoppi dello stile che scorre nella pagina stessa” 
[I have initiated a typographical revolution direc-
ted against the bestial, nauseating sort of book that 
contains passéist poetry or verse à la D’Annunzio 
– handmade paper that imitates models of the 17th 
century, festooned with helmets, Minervas, Apollos, 
decorative capitals in red ink with loops and squi-
ggles, vegetables, mythological ribbons for missals, 
epigraphs, and Roman numerals. The book must be 
the Futurist expression of Futurist thought. Not only 
that. My revolution is directed against the so-called 
typographical harmony of the page, which is contrary 
to the flux and reflux, the leaps and bursts of style 
that run through the page itself]; Italian in Davico 
Bonino, Manifesti futuristi, 131; English in Lawrence 
Rainey, Christine Poggi, and Laura Wittman, Futurism: 
An Anthology (New Haven: Yale University Press, 
2009), 149.

16. “Queste mie liriche radiofoniche sono espressioni 
adatte per la trasmissione a distanza. L’ascoltatore 
… si trova ovunque: per strada, nei caffè, in ae-
roplano, sui ponti di una nave, in mille atmosfere 
diverse”; Fortunato Depero, “Liriche radiofoniche,” 
in Ricostruire e meccanizzare l’universo, 171.

17. “Brevità di tempo. Varietà coincisa di immagini. 
Soggetto contemporaneo. Stile simultaneo e giocon-
do. Lirismo poetico fuso con il lirismo fonico, sonoro 
e rumorista; onomatopee: imitative e interpretative; 
linguaggi inventati; canti e voci rallegranti; stati d’a-
nimo a sorpresa”; Ibid.

18. Fortunato Depero, Ricostruire e meccanizzare 
l’universo, 55.

proprie creazioni dal nostro mondo dinamico esterno 
ed interno: con chiarezza comunicativa; con vibrazio-
ne emotiva; con immaginazione collegata ed organica 
anche se contrastante; con svolgimento sorprenden-
te ed inquadrato; con simultaneità coraggiosa ed un 
felice senso d’impasto di realtà e fantasia”; Fortunato 
Depero, “Liriche radiofoniche,” in Ricostruire e mec-
canizzare l’universo, 171.

4. “Una ‘verbalizzazione astratta’ dell’universo plurisen-
soriale moderno, cioè di un ordine di comunicazione 
immediato e diretto, fondato esclusivamente sulla 
concatenazione di onomatopee e accensioni rumo-
ristiche e sonore che restituiscono la traccia psichi-
ca impressa dalla percezione sensoriale”; Giovanni 
Lista, quoted in Fortunato Depero, Ricostruire e mec-
canizzare l’universo, 235.

5. “L’espressione lirica di un purissimo stato d’animo”; 
Fortunato Depero, Ricostruire e meccanizzare 
l’universo, 172.

6. “Un linguaggio poetico di comprensione universale 
per il quale non sono necessari i traduttori”; Ibid., 42.

7. “Esser compresi, non è necessario”; Filippo Tommaso 
Marinetti, quoted in Manifesti futuristi, ed. Guido 
Davico Bonino (Milan: Rizzoli, 2009), 118. 

8. “Furono solo i poeti futuristi con le parole in libertà 
a sentire tutto il valore del rumorismo nella poesia”; 
L’Arte dei rumori. Luigi Russolo e la musica futurista 
(1916) (Milan: Auditorium, 2009), 106. 

9. Giambattista Vico, Principi d’una scienza nuova 
d’intorno alla comune natura delle nazioni (1725).

10.  See Walter J. Ong, Orality and Literacy: The Tech-
nologizing of the Word (London: Methuen, 1982).

11. “Parlare ed intendersi efficacemente con gli ele-
menti dell’universo, con gli animali e con le macchi-
ne”; Fortunato Depero, Ricostruire e meccanizzare 
l’universo, 42.

12. Giovanni Lista, quoted in Fortunato Depero, 
Ricostruire e meccanizzare l’universo, 236.

13. It is not by chance that in 1931, Depero wrote the 
manifesto Il futurismo e l’arte pubblicitaria [Futurism 
and Advertising Art], which began with the following 
words: “L’arte dell’avvenire sarà potentemente 
pubblicitaria” [The art of the future will be largely 
advertising], and continued by stating: “l’arte della 
pubblicità è un’arte colorata, obbligata alla sintesi 
… l’arte pubblicitaria offre temi e campo artistico 
d’ispirazione completamente nuovi” [the art of ad-
vertising is extremely colorful and must be highly 
synthetic … advertising art offers an artistic field 
and themes which are utterly new]; Italian in Depero, 
Ricostruire e meccanizzare l’universo, 135 and 136; 
for a full reproduction of this manifesto in English, 
see pp. 369–75. In this sense, we should bear in mind 
Depero’s Numero unico futurista Campari, written in 
1931 and produced in collaboration with Giovanni 
Gerbino and Franco Casavola, which is perhaps the 
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CLAUDIA SALARIS

The practice of advertising or, rather, of self-promo-
tion was a trademark of the Futurists’ program from 
the word go. Filippo Tommaso Marinetti adopted ev-
ery possible method to trumpet his own movement: 
leaflets and pamphlets, announcements in newspa-
pers, posters, Futurist evenings as self-publicizing 
merry-go-rounds, advertising contests, activities 
involving scandal-mongering and systematic provo-
cation, and so on and so forth. 

Thoroughly novel methods of broadcasting culture 
were undeniably involved, and it was no coinci-
dence that Aldo Palazzeschi would rightly observe, 
many years after the Futurist experience, that 
“Marinetti had understood from the beginning the 
power of advertising, a power that would eventu-
ally accomplish feats and address people from the 
highest to the lowest, omitting no one within the 
social structure.”1

Futurist self-advertisement was able to develop 
above all in relation to the activities of the art houses 
opened by Fortunato Depero, Giacomo Balla, Enrico 
Prampolini, Tato, Fedele Azari, Luigi Maggi, Pippo 
Rizzo, M.G. Dal Monte, Giorgio Carmelich,2 and the 
like. Pride of place among them certainly went to 
Depero, who, from 1922 onward, used an airplane  
to distribute leaflets publicizing his Turin show at the 
Winter Club. But the real masterpiece of self-promo-

Depero futurista 1913–1927. Milan: Dinamo Azari, 1927  
[cat. 148]

DEPEROOR THE 

TYPOGRAPHICAL
RACING CAR

THE “BOLTED 
BOOK” BY
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tion was Depero futurista [cat. 148]. “A mechanical 
book bolted down like an engine. Dangerous, for it 
can become a projectile weapon. Unclassifiable, for 
it cannot be placed in a bookshop among other vol-
umes. And in its outward form, too, Original-Invasive-
Troubling, like Depero and his art,” wrote Azari in 
his introduction, suggesting it be carefully placed on 
top of a “soft-resistant Depero cushion.”3 The poet-
aviator well understood that volume’s value in terms 
of uniqueness and surprise, so unusual was it that it 
seemed like a UFO that had dropped onto the planet 
of books. And, in effect, each page contained a find, 
an illustration to be rapidly and visually enjoyed, as 
is precisely the case with publicity.

In addition, this master book of the Casa d’Arte 
Depero was the emblem of that overflow into the 
applied arts, with offshoots in the artisanal and in-
dustrial sector, hallmarking the bulk of Futurist ex-
perimentation from the 1920s throughout the 1930s. 
Reducing the distance which traditionally separates 
pure art from the practical applications of creative 
praxes, even in “not very orthodox” areas such as ad-
vertising, is a recurrent theme in the thinking of many 
protagonists of Futurism in those years, from Fillìa, 
Nicolaj Diulgheroff, Farfa,5 Marinetti, and Giovanni 
Gerbino4 to Depero himself, who, as we know, man-

Center for Constructivists,6 in which the writing is com-
posed with geometric modules and in particular with 
Roman type.

Through the “concrete” presence of its binding 
made of actual bolts, Depero’s volume can be linked 
instead to other book-objects in the avant-garde tra-
dition, such as the Transrational Book7 by Aleksei 
Kruchenykh and Aliagrov, with a cover by Olga 
Rozanova, to which a paper heart with a real but-
ton is adhered, and the pentagonal books of Vasily 
Kamensky8 printed on wallpaper, as well as the sub-
sequent catalogues of wallpaper samples designed 
by the Bauhaus (in the early 1930s), with their blue 
cover and binding also made with two bolts.

When the book was published, it was christened 
in the press as the “Atlante Depero” [Depero Atlas]; 
ten years later, in the issue of Campo Grafico devoted 
by Enrico Bona to Futurism,9 the revolutionary im-
port of the aesthetic value of its pages already re-
ceived historical treatment. The selfsame Marinetti, 
what is more, had hailed its publication with these 
words: “The Futurist book Depero is the most original, 
powerful, and Futurist book that has ever material-
ized in the world: / Its parolibero10 gears are directly 
meshed with the great planetary and stellar wheels. 
/ The Depero book – a typographical racing car – has 

aged to prepare a manifesto of Futurist advertising 
art.5 

Getting beyond the easel picture in the quest for a 
much larger dimension, ranging from the oil painting 
to the poster, from graphics to visual poetry, from the 
plastic complex to the mobile, the toy, the tapestry, 
the cushion, from design to typographical architec-
ture and the publicity pavilion, is what is pointed 
to by Depero futurista, a survey of prototypical ex-
amples to be multiplied on a huge scale. An ambi-
tious project, this, which got under way in 1915 with 
the codification by Balla and Depero of a “Futurist 
Reconstruction of the Universe.” Stylistically speak-
ing, the product found a place in the network of osmo-
ses and reciprocal influences that distinguishes the 
graphic experiments of the European avant-gardes, 
expressing in its brilliant originality a certain adja-
cency to Russo-German Constructivism, with which, 
incidentally, Depero had had a chance to compare 
himself by participating with Balla and Prampolini 
in the Exposition Internationale des Arts Décoratifs 
et Industriels Modernes [International Exposition of 
Modern Industrial and Decorative Arts] in Paris in 
1925. More than one connection can be singled out, 
as far as the page composition is concerned, with 
The State Plan for Literature: Collection of the Literary 

fig. 2. Letter from Merz 
Werbezentrale (Rudolf 
Dustmann and Kurt 
Schwitters) to Fortunato 
Depero, Hannover, April 6, 
1928. MART, Archivio del 
‘900, Fondo Depero

fig. 3. Letter from Filippo 
Tommaso Marinetti to 
Fortunato Depero,  
c. 1927–28. MART, Archivio 
del ‘900, Fondo Depero

fig. 1. Fortunato Depero getting 
into a car, with Fedele Azari 
behind the steering wheel, 
Turin, 1922. MART, Archivio del 
‘900, Fondo Depero

p. 304. Cover and interior 
pages of Depero futurista 
1913–1927. Milan: Dinamo 
Azari, 1927. Private collection 
[cat. 148]
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clearly been printed in the heavens on Milky Way pa-
per beneath the explosion of grenades and arc lights 
appended to 300 natural suns.”11

* Claudia Salaris, “Il bolide tipografico,” first published
in Luciano Caruso, Il libromacchina (imbullonato) di
Fortunato Depero con lettere inedite di Fedele Azari e in-
terventi critici di Guido Almansi, A. Lucio Giannone, Arrigo 
Lora-Totino, Stelio M. Martini, Ugo Piscopo, Claudia Salaris,
Christopher Wagstaff (Florence: SPES, Studio per edizioni 
scelte, 1987), 46–47, from where it has been translated
from the Italian by Simon Pleasance.

1. “Marinetti aveva capito fino da allora il potere della pubbli-
cità che doveva raggiungere fatti e persone a tutte le pro-
fondità e a tutte le altezze”; Aldo Palazzeschi, “Prefazione,” 
in Filippo Tommaso Marinetti,  Teoria e invenzione futurista 
(Verona: Mondadori, 1968), xxi, quoted here from Claudia
Salaris, “Marketing Modernism: Marinetti as Publisher,” 
trans. Lawrence Rainey, in Modernism/Modernity, vol. 1
(Baltimore: The Johns Hopkins University Press, 1994), 
111.

2. Tato was the name used by Guglielmo Sansoni (1896–
1974), an Italian artist and a major exponent of aeropai-
niting within the Futurist movement. Fedele Azari (1895–
1930) was an Italian artist and pilot whose Perspectives of 
Flight (1926) launched Futurist aeropainting. Luigi Maggi 
(1867–1947) was an Italian actor and film director. Pippo 
Rizzo (1897–1964) was an Italian exponent of Sicilian
Futurist painting. Mario Guido Dal Monte (1906–1990)

7. Zaumnaya gniga (Moscow: [s.n.], 1916 [1915]).

8. Aleksei Kruchenykh (1886–1968) was the Russian Futurist 
poet who invented zaum (an experimental language
based on the symbolism of sounds). Aliagrov was the
pseudonym used by the Russian linguist and scholar
Roman Jakobson (1896–1982) in his Futurist poems. Olga 
Rozanova (1886–1918) was a Russian abstract painter, the
wife of Aleksei Kruchenykh. Vasily Kamensky (1884–1961)
was a Russian Futurist poet and playwright. For more on 
Russian Futurism, see the writings of Aleksei Kruchenykh 
and those published in Aleksandr Deineka (1899–1969): An
Avant-Garde for the Proletariat [exh. cat. Fundación Juan 
March, Madrid, October 7, 2011 – January 15, 2012], 312 
ff. — Ed.

9. Campo Grafico, vol. 7, no. 3–5 (Milan, March–May 1939).

10. Parolibero, adjective formed from the words parole [word] 
and libero [book], in allusion to the words-in-freedom
formulated by Marinetti. See Balla and Depero’s program-
matic text, “Futurist Reconstruction of the Universe,” in 
this catalogue, pp. 369–75 — Ed.

11. “Il libro futurista Depero è il libro più originale, più po-
tente e più futurista che sia mai apparso nel mondo. / I 
suoi ingranaggi paroliberi si ingranano direttamente nelle
grandi ruote planetarie e stellari. / Il Libro Depero – bolide
tipografico – è stato stampato evidentemente in cielo su 
carta di via Lattea sotto l’esplosione di granate e lampade 
ad arco aggiunte a 300 soli naturali.” 

was responsible for setting up the Gruppo Futurista and 
the Casa d’Arte Futurista in Imola. Giorgio Carmelich 
(1907–1929) was one of the founders of the Movimento 
Futurista Giuliano — Ed.

3. “Libro meccanico imbullonato come un motore. Pericoloso
può costituire un’arma-proiettile. Inclassificabile non si
può collocare in libreria fra gli altri volumi. È quindi anche
nella sua forma esteriore Originale-Invadente-Assillante 
come Depero e la sua arte” “soffice-resistente Cuscino
Depero”; Fedele Azari in the introduction to Depero futu-
rista 1913–1927 (Milan: Dinamo Azari, 1927), [9].

4. Fillìa (pseudonym of Luigi Colombo, 1904–1936) was a
second generation Futurist exponent of aeropainting.
Nicolay Diulgheroff (1901–1982) was a Bulgarian artist
who settled in Italy and became a prominent second ge-
neration Futurist. Farfa (pseudonym of Vittorio Osvaldo 
Tommasini, 1879–1964) was an Italian painter and poet
who took an active part in the Futurist movement.
Giovanni Gerbino (1895–1969) was an Italian poet and a 
close friend of Depero, with whom he wrote Numero unico 
futurista Campari 1931 — Ed.

5. Il futurismo e l’arte pubblicitaria [Futurism and Advertising 
Art], in Fortunato Depero and Giovanni Gerbino, Numero 
unico futurista Campari (Milan: Ditta Davide Campari,
1931). For a full reproduction of this manifesto in English, 
see pp. 422–23 — Ed.

6. Gosplan literatury: Sbornik Literaturnogo tsentra konstruk-
tivistov, ed. Il’ia Sel’vinskii and Kornelii Zelinskii (Moscow-
Leningrad: Krug, 1924).

fig. 5. Cover of Depero 
futurista 1913–1927. 
Milan: Dinamo Azari, 
1927. Private collection 
[cat. 148]

fig. 4. Letter from Giacomo 
Balla to Fortunato Depero, 
c. 1929. MART, Archivio del 
‘900, Fondo Depero

fig. 6. Letter from Gianni 
Mattioli to Fortunato 
Depero, September 27, 
1927. MART, Archivio del 
‘900, Fondo Depero

fig. 7. Letter from Friedrick 
Kiesler to Fortunato Depero, 
New York, March 30, 1926. 
MART, Archivio del ‘900, 
Fondo Depero
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GIOVANNA GINEX

Today it is common to raise concerns about the 
“environmental impact” of advertising in our lives 
and on the fabric of the city. Incredibly, already in 
1903 the Milanese architect Luca Beltrami warned 
against the dangers of bright advertising columns, 
which he called “small annoyances of progress.” 
The people of Milan, Beltrami argued, were now 
used to living with publicity: on streets, on trams, 
in newspapers. Even children’s dreams were inhab-

ited by characters that peeped out from posters 
and placards. Why not, he proposed sarcastically, 
also use the stained glass in the cathedral for “artis-
tic color advertisements illuminated by an electric 
lamp?”1 

In just a short time, Beltrami’s polemical vision 
of the future became a reality with the arrival of a 
new generation of artists, such as Umberto Boccioni 
and Fortunato Depero, for whom advertisements 

were seen as positive and functional elements of 
the urban landscape. In 1914, for example, Futurist 
architect Antonio Sant’Elia planned a building with 
a dedicated space for illuminated signs.

Also in 1914, in an essay entitled “Contro il pae-
saggio e la vecchia estetica” [Against Landscape 
and the Old Aesthetics], Boccioni wrote: “Glory to 
the great red advertisement, avenging nature in the 
archaeological and triumphing as a complement to 

DEPERO

CAMPARI!
NOT JUST

AND
ADVERTISING

Anihccam 3000 [Enihcam 3000], 1927. Lithograph,  
55 3/8 x 39 3/8 in. (140.6 x 100 cm). Civica Raccolta delle 
Stampe Achille Bertarelli, Castello Sforzesco, Milan

Fundación Juan March



310

the landscape green with rage. Glory to the great 
advertisements that recur, violently expressive 
in their often identical features, exasperating the 
aesthetes of Arcadia […] The yellow, red, green 
posters, the large black, white and blue letters, the 
gaudy and grotesque signs of shops, emporia, and 
clearance sales […].”2 

This sentiment was echoed by Giacomo Balla 
and Depero in their manifesto, Ricostruzione fu-
turista dell’universo [Futurist Reconstruction of the 
Universe] [cat. 36], originally published on March 
11, 1915: “Tearing up and throwing a book down 
into the courtyard has enabled us to intuit Phono-
moto-plastic Advertising ….”3 Filippo Tommaso 
Marinetti, too, publicly defended luminous signs 
in an open letter to Mussolini in 1927,4 opposing 
a proposal to turn off the illuminated advertising 
in the Piazza del Duomo in Milan. “Progress,” he 
argued, “with the defeat of the hated 19th century,” 
covered the face of the Palazzo Carminati, in front 
of the Duomo, with displays – “electric moons,” 
Marinetti called them, as opposed to the nostalgic 
moon, a symbol of traditionalism [fig. 1].

The revolution in the relationship between art-
ists and advertisements brought about by Futurism 
changed the very definition of advertising. Futurism 
conceived life as a global artistic expression, col-
lapsing barriers between high and low culture, and 
major and minor arts. In the process entirely new 
creative fields became possible.

DEPERO’S ADVERTISING
Critics often point out that Depero overturned in 
one great leap the traditions of Italian advertising 
production (which were still very 19th century in 
their taste). This is undoubtedly correct, but it 
should be kept in mind that Depero’s advertising 
work, and in fact the entire universe of his artis-
tic production, has deep roots in various cultural, 
iconographic, and visual fields.

For the innovative aspects of his compositions, 
and especially his advertising creations, Depero 
owed a great debt to popular culture and to the pup-
pet theater. He was a keen observer of the output 
of Picasso and above all of Aleksandr Archipenko 
(1887–1964), who was invited to Rome in May 1914 
to show several works – including Still Life, Portrait 
of a Lady, and Carrousel Pierrot [fig. 2] – at the First 
International Futurist Open Exhibition organized by 
Giuseppe Sprovieri in his Futurist gallery.

Sprovieri commissioned Depero to design the 
poster for the exhibition – probably Depero’s first 
job in advertising. This was followed in 1916 by the 
advertisement for his own one-man show in Rome, 
and in 1917–18 by the billboard for Balli plastici 
[Plastic Dances] at the Teatro dei Piccoli, owned 
by Vittorio Podrecca, in Rome [fig. 3]. Depero’s 
style in these first works is characterized by the 
use of colors laid in flat tones, perfect for the pho-
to-chromolithography printing technique used in 
posters, and by detailed attention to the lettering. 
These works helped to popularize a visual taste 
that continued to be powerfully relevant for many 

fig. 1. Unknown author, Plaza 
del Duomo, Milan, c. 1930. 
Private collection

fig. 2. Aleksandr Archipenko, 
Carrousel Pierrot, 1913. 
Solomon R. Guggenheim 
Museum, New York

fig. 3. Balli Plastici [Plastic 
Dances], poster, 1918. MART, 
Archivio del ‘900 
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years, as can be seen as late as 1930 in the poster 
designed by Bruno Angoletta (1889–1954) for the 
same theater, I Piccoli [fig. 4].

In looking at the influences that helped to 
shape Depero, one must note the strong presence 
of Russian artists in Italy from the 1890s onward. 
In 1914 the Russian Pavilion opened at the XI 
Esposizione Internazionale d’Arte [International Art 
Exhibition] in Venice. In the years that followed, 
Depero met Russian artists Mikhail Larionov (1881–
1964) – whom he later rightly accused of plagiarism 
– and his partner Natalia Goncharova (1881–1962), 
both of whom had immigrated to France and then
traveled to Rome in the spring of 1916 as part of
the entourage of the impresario Sergei Diaghilev.

In 1917 Depero worked with Giacomo Balla on 
the stage sets for the Ballets Russes. In April of 
that year, five works by Depero, alongside those 
of Goncharova and Larionov, Léger, Picasso, and 
other artists, were showcased in the exhibition of 

the collection of the Russian choreographer and 
dancer Léonide Massine at the Teatro Costanzi in 
Rome. A few years later, in 1920, Depero visited 
the XII Esposizione Internazionale d’Arte in Venice, 
which featured works by both Goncharova and 
Larionov, as well as an important Archipenko 
retrospective that included a good number of his 
painting-sculptures [fig. 5].

It is possible to see echoes of these artists’ influ-
ence in Depero’s subsequent work. In 1921 Depero 
traveled to Milan and then to Rome to promote his 
business with a show featuring the production of his 
Casa d’Arte. In the exhibition catalogue, a text attrib-
uted to the publisher and Depero patron, Umberto 
Notari, proclaims: “We have to revive the art of the 
billboard. We have to violently force the audience 
to stand on street corners in contemplation of an 
irresistible mural panel […] in front of a billboard 
by the young artist from Trentino the pedestrian 
must linger with a cry of surprise.”5

For all that, we can find other suggestions and 
cross-pollinations in connected worlds. It is inter-
esting to compare, for instance, the inventions of 
Sergio Tofano (1883–1973), creator of the character 
of Signor Bonaventura which appeared in the chil-
dren’s weekly magazine Il Corriere dei Piccoli dur-
ing World War I [fig. 6], with the theater creations 
and clowns of Depero. The same synthetic touch 
is present even in Tofano’s fragile paper puppets.

THE CASA D’ARTE FUTURISTA AND THE 1920S
In 1919, the young Depero opened the Casa d’Arte 
Futurista in Rovereto. From that point on, advertis-
ing work became the activity that brought the most 
income to his company.

One of the first commissions Depero received 
was for the Foire Flottante [floating fair], for which 
he designed a series of posters in 1920 to adver-
tise Italian products in Mediterranean and Atlantic 
ports [fig. 7]. Depero conceived the campaign 

fig. 4. Bruno Angoletta, I 
Piccoli di Vittorio Podrecca 
[Vittorio Podrecca’s I 
Piccoli], poster, 1930. Civica 
Raccolta delle Stampe Achille 
Bertarelli, Castello Sforzesco, 
Milan

fig. 5. Aleksandr Archipenko, 
Signora alla toilette 
[Woman at the Bath], 1916. 
Whereabouts unknown 

fig. 6. Sergio Tofano, 
“Bonaventura” in Il Corriere 
dei Piccoli, no. 46 (Milan, 
December 1917)
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for Umberto Notari’s Istituto Editoriale Italiano 
in Milan, publisher of Marinetti’s texts and the 
Futurist manifestos. The Roman painter and poster 
designer Enrico Sacchetti (1877–1967) worked on 
the same subject and went so far as to even post 
the billboards himself [fig. 8]. Comparing the pro-
posals of these two artists is enlightening, since 
they illustrate the dual trends of production in 
Italian graphic design in the 1920s. 

In 1924 the poster for the mechanized ballet 
Anihccam 3000 [fig. 9] – the word macchina [ma-
chine or car] spelled backwards – with stage sets 
and costumes designed by Depero, was perhaps 
the last playbill made by the artist for one of his 
own shows. 

By that time the commercial work of the Casa 
d’Arte had become more and more important, and 
it was in this same year that Depero received his 
first commissions from major Italian companies, 
including Richard Ginori and Verzocchi.

Indeed, Depero’s first ongoing collaboration 
with a commercial company in the role of publicist 
was for Giuseppe Verzocchi. Together with a large 
group of artists, Depero worked on the illustrations 
of a sophisticated advertising booklet to promote 
Verzocchi’s production of refractory bricks [cat. 
134]: the famous V&D, destined to become the 
protagonist of Fascist architecture. Depero also 
created posters, advertisements, designs for cos-
tume parties, and even paintings and editorials for 
Verzocchi. In 1950 Verzocchi and Depero organized 
an exhibition in Venice, where art was seen as an 
extension of advertising. Each artist had to make 
a painting that included the image of a brick and 
the brand VD. Depero designed the cover for the 
exhibition catalogue.6

PARIS AND AZARI
In 1925, Paris hosted the Exposition Internationale 
des Arts Décoratifs et Industriels Modernes [Inter-
national Exposition of Modern Industrial and 
Decorative Arts]. The organization of the event 
had started before the war, and although it was 
only implemented a decade later, the organizers re-
mained faithful to the original idea, which excluded 
any reproduction or imitation of traditional forms. 
On this occasion Depero’s work was shown not in 
the grandiose Italian pavilion, described at the time 
as a funerary chapel in ancient Roman style, but in 
a small space in the Grand Palais, in an exhibition 
of Futurist art organized by Marinetti, alongside 
works by Balla and Prampolini. Depero won several 
awards for his street art work. 

Two years later, in 1927, the artist created 
Depero futurista, commonly known as the libro im-
bullonato [bolted book] [cat. 148]. This volume was 
conceived both as a kind of self-promotion of his 
first fifteen years of advertising activity and as an 
example of how an art object can be sponsored. 
Campari and Richard Ginori each bought an entire 
section of the book, and they also purchased many 
copies of the publication itself:  Richard Ginori, for 
instance, bought one hundred and twenty copies.7

The system of financing the book through the 
sale of pages, which was in itself self-promoting and 
the best kind of advertising art, owes its concep-
tion to the initiative of Fedele Azari (1895–1930), 
an aviator, publisher, painter, poet, and well-placed 
member of Milan society who was Depero’s partner 
in the venture. In the years that followed, other 
Futurist artists imitated this mechanism in their 
dealings with companies in various fields: Marinetti 
did so with SNIA Viscosa,8 Farfa with Ferrania,9 and 
Diulgheroff with Fiat. For all its influence and pres-
tige, the libro imbullonato was a huge disappoint-
ment in terms of sales: “Our book was a disastrous 
affair,” Depero wrote to Gianni Mattioli, “except 
for two good sales,   one made by Azari to Richard 
Ginori and the other by myself to Campari. Now, the 
book is out of date. I use them just for advertising 
gifts.”10 Only three years had passed since publica-
tion when Depero wrote this letter!

CAMPARI
For at least three decades in the early 20th cen-
tury, the Milan-based liquor company Campari 
influenced the language of contemporary graphic 
design through its posters and graphic identity. 
Demonstrating an exceptional understanding of 
the potential of a modern advertising campaign, 
Campari called on many innovative artists, includ-
ing Marcello Dudovich (1878–1962) [fig. 10], Enrico 
Sacchetti (1877–1967) [fig. 11], Leonetto Cappiello 
(1875–1942), Marcello Nizzoli (1887–1969) [fig. 12], 
and of course Depero [fig. 13]. Depero’s graphic 

fig. 7. Foire Flottante Italienne 
[Italian Floating Fair], 1920. 
MART, Museo di arte moderna 
e contemporanea di Trento e 
Rovereto 

fig. 8. Enrico Sacchetti, 
Foire Flottante Italienne 
de la Méditerranée et de 
l’Atlantique [Italian Floating 
Fair for the Mediterranean 
and the Atlantic], 1920. Civica 
Raccolta delle Stampe Achille 
Bertarelli, Castello Sforzesco, 
Milan

fig. 9. Anihccam 3000 
[Enihcam 3000], 1927. Civica 
Raccolta delle Stampe Achille 
Bertarelli, Castello Sforzesco, 
Milan
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style, with its broken lines, strong use of color, 
and attention to lettering – inspired by the poetic 
experience of parolibere [free-word compositions] 
– dominated Italian advertising production.

Depero’s work for Campari is documented from 
1924–25, but the conclusive agreement with Davide 
Campari dates from March 1926, and Depero con-
tinued to work for the company until 1937. Depero’s 
remit was extensive, from the design of the Campari 
Soda Vending Machine signs to the presentation at 
the XV Venice Biennale, held in 1926, of a quadro 
pubblicitario – non cartello [painting advertisement 
– not a poster] called Squisito al Selz [Delicious
with Seltzer]. With this painting Depero publicly
broke down any remaining frontier between paint-
ing and advertising in one of the temples of offi-
cial art. It was not by chance that in 1931 Depero
chose this painting to illustrate the frontispiece
of his manifesto, Il futurismo e l’arte pubblicitaria
[Futurism and Advertising Art].11

THE THIRTIES
Depero and his wife Rosetta moved to New York in 
1928 for two years. This period marked the transi-
tion from the use of advertising as a tool to pro-
mote the artistic product, to a privileged sector of 
professional work. Depero saw the new industrial 
leaders as parallel to the great art patrons of the 
Renaissance:

Even today we have captains of business who run powerful 

campaigns in order to publicize their battles, their labors on behalf 

of their own projects and products – for example, PIRELLI,12 the 

king of infinite rubber forests, the owner of mountains of rubber, 

who produces millions of tires that give or increase the world’s 

speed – isn’t that a poem? a drama? a painting? the awesome 

architecture of the highest poetry, the most magical palette, the 

most diabolic fantasy? – 

ANSALDO – FIAT – MARCHETTI – CAPRONI – ITALA – 

LANCIA – ISOTTA FRASCHINI – ALFA ROMEO – BIANCHI,13 etc., 

aren’t they miracle factories which create and hurl forth mechanical 

furies – mechanical sirens – mechanical eagles […] creating new 

super delights: the ecstasy of speed and space?14

Advertising for Depero ceased to be a second-
ary means of modern communication; it became 
the mode of communication par excellence, the 
only art possible.

PIRELLI
In the 1920s Pirelli was one of the most important 
Italian and European companies. Depero’s relation 
to the company, however, was little known until I 
studied the documentation at the MART–Museo 
di arte moderna e contemporanea di Trento e 
Rovereto and in the Pirelli Company archive with a 
view to charting the stages of that relationship. The 
story exemplifies both the approach of Depero’s 
Casa d’Arte Futurista with potential customers, and 
the difficulties Depero encountered when trying to 
convince clients to accept his innovative graphic 
designs.

In late 1927 Azari urged Depero to get in touch 
with Pirelli to offer them his services in general, 
and in particular to make decorative designs for the 

fig. 10. Marcello Dudovich, 
Bitter Campari, c. 1904. Civica 
Raccolta delle Stampe Achille 
Bertarelli, Castello Sforzesco, 
Milan

fig. 11. Enrico Sacchetti, 
Bitter Campari, 1931. Civica 
Raccolta delle Stampe Achille 
Bertarelli, Castello Sforzesco, 
Milan

fig. 12. Marcello Nizzoli, 
Campari l’aperitivo [Campari 
Aperitif], 1931. Civica 
Raccolta delle Stampe Achille 
Bertarelli, Castello Sforzesco, 
Milan

fig. 13. Se la pioggia fosse 
di Bitter Campari [If the 
rain were a Bitter Campari], 
1926–27. MART, Archivio 
del ‘900 

Fundación Juan March



314

new rubber floors which the company had just put 
on the market.15 He also proposed creating the ad-
vertising campaign for Pirelli in the United States. 
The company thanked Depero for sending a copy 
of his bolted book (which of course the author had 
presented as a kind of calling card) but declined the 
offer.16 Between 1938 and 1939 Depero tried again, 
for the last time, to work for Pirelli. He made two 
advertisement sketches for gas masks, but they 
do not appear to have been welcomed by Pirelli 
[fig. 14]. 

At the same time, the Bianchi Company – manu-
facturer of automobiles, motorcycles, and cycles 
– also rejected Depero’s proposals, citing economic
reasons. Recently, an advertising sign was discov-
ered underneath Depero’s Motociclista, solido in
velocità [Biker, Solidified in Speed] painting [fig.
15, see cat. 153], probably part of this abandoned
campaign.17

RADIO ADVERTISING
Another example of Depero’s multi-faceted tal-
ent in advertising was the publication in 1934 of a 
book titled Liriche radiofoniche [Radio Lyrics] [cat. 
255]: “I have defined these lyrics as ‘radiophonic’ 
because some of them were created specifically 
for the radio and because the others also contain 
the necessary elements that radio broadcasting 
requires.”18 In Italy, the Società Italiana Pubblicità 
Radiofonica Anonima (SIPRA) was established in 
1926, while in the United States, Procter & Gamble 
produced and sponsored the first radio soap opera 
to promote their products in 1930. Thus, even in 
this specific area Depero was an avant-garde au-
thor. His first liriche pubblicitarie [advertising lyr-
ics] date from February 1928. These Futurist poems 
were short slogans or narratives for products for 
which the artist had already received poster or 
other advertising commissions, such as the Bitter 
and Cordial Campari or Magnesia S. Pellegrino. For 
Pirelli, too, Depero created a number of lyrics in the 
early 1930s extolling the glories of Pirelli foam.19

ARCHITECTURAL ADVERTISING
Beginning in the second half of the 19th century, 
the temporary architecture of fair stands, shops, 
and kiosks became fertile terrain for advertising. By 
the 1850s international industrial exhibitions were 
housing incredible, monumental plastic construc-
tions, often with roots in classical architecture, in 
which traditional compositional elements – weap-
ons, musical instruments, hunting and allegorical 
figures – were replaced by product-related items.

Depero experimented more than once with this 
particular type of promotion. In his 1927 Padiglione 
del libro [Book Pavilion] [fig. 16, cat. 151] at the 
III Biennale di Monza, Depero turned the entire 
building into an advertisement using what he 
called “architectural typography” – huge typeface 
letters forming the words “il libro” and “Treves” 
were used as architectural elements in and of them-
selves. Depero felt that exposition architecture for 
cars, machines, airplanes, and so on designed in 

a Greek, Roman, Baroque, or Art Nouveau style 
was ludicrous. He believed that the architecture 
should emerge from the lines, colors, and structure 
of the objects themselves. Hence his creation of 
the Bestetti, Tumminelli and Treves book pavilion 
inspired by typographic fonts. Later Depero fol-
lowed the same approach in a pavilion he designed 
for Campari in 1933.

EPILOGUE
By the late 1930s, the large advertisement com-
missions which Depero and his Casa d’Arte had 
been receiving on a national and international level 
waned, giving way to a small local clientele. Recent 
Depero studies have shown that such circum-
stances were related to the ritorno all’ordine – the 
drastic change in the official art of the regime, and 
therefore of popular taste, to restored ancient aes-
thetic values, which left little room for the playful 
inventions of the Rovereto artist. Be that as it may, 
Depero continued to create some works worthy of 
mention during this period, for instance, the post-
ers he designed for the gas distribution company, 
Società Nazionale Gazometri.

In 1936, Guida Ricciardi, 
the most important hand-
book for Italian com-
mercial advertising, pub-
lished a text by Marinetti 
in which the artist un-
derscored the close link 
between Futurist art and 
advertising: “Advertising 
has only one raison d’être: 
to engage the curiosity of 
the public with the great-
est originality, greatest 
synthesis, greatest dyna-
mism, greatest simultane-
ity, and greatest impact. It 
must therefore be Futurist. 
It cannot rely on any tra-
ditional means or on any 
usual form. Those hoping 

to keep it in an outdated form are damaging a pro-
duction that has a right to be valued. I consider 
Futurist advertising designers to be genuine cre-
ative artists.”20

It was therefore especially the second genera-
tion of Futurists, supported by the inexhaustible 
vitality of its founder, who in their practice made 
the most of those advertising systems that were 
assets of the commercial and industrial world, and 
which had been used from the very first public ap-
pearances of the movement: flyers, newspaper ads, 
billboards, posters and so on, all used to promote 
the artistic initiatives of the group. With Futurism, 
these communication systems entered the universe 
of art, challenging the negative judgment of most 
of the intellectuals who criticized Marinetti’s style 
for being too “American.”

The pervasive interest of the Fascist regime 
in the world of images in general made its mark 

fig. 14. Study for the Pirelli 
advertisement Maschere 
antigas [Gas Mask], 1938–39. 
MART, Archivio del ‘900 

fig. 15. Motociclista, solido 
in velocità [Biker, Solidified 
in Speed], 1927 (general 
transmitted IR). Private 
collection, Switzerland  
[cat. 153]
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in the advertising field: in 1936 the Sindacato 
Interprovinciale Fascista di Belle Arti of Lazio or-
ganized at the Palazzo delle Esposizioni in Rome 
the Prima Mostra Nazionale del Cartellone e della 
Grafica Pubblicitaria [First National Exhibition of 
Billboard and Advertising Graphics]. In the in-
troduction to the exhibition catalogue, Antonio 
Maraini wrote: “the Union has recognized the sin-
gular importance of the billboard and of advertising 
graphics, which are one and the same thing, for 
while in any other kind of art it is impossible to 
identify the client as a category, here you can.”21

After this first Roman initiative, in which the art-
ist from Rovereto was not represented, other shows 
curated by other regional offices of the Union fea-
tured Depero’s posters for Campari, Michelin, and 
other clients, some of which won awards.

On May 29, 1952, Depero was invited to a con-
ference in Milan on the occasion of the Mostra del 
Bozzetto Pubblicitario Edito e Inedito [Published 
and Unpublished Commercial Advertisement 
Exhibition]. In addition to presenting some draw-
ings, Depero gave a talk in which he developed the 
theme of the application of poetry and art to adver-
tising, starting from his Futurist experiments and 
claiming the centrality of his 1931 manifesto before 
moving on to discuss contemporary advertisers. 
At the same time, granting the request made by 
the organizers of the conference, he devoted some 
time to the work of Gino Boccasile (1901–1952), a 
popular illustrator who had recently passed away, 
a master of narrative figuration still tied to 19th-
century naturalism, whose taste was therefore 
in complete contrast to the cutting edge graphic 
developments inspired by the Futurists. Depero 
diligently welcomed the request of the organizers, 
though perhaps with a heavy heart.

I believe, however, that Depero would not have 
been sorry to see a graphic invention such as the 
grid of nine elements repeated as Nove teste con 
cappello [Nine Heads with Hat] – the small tapes-
try realized during his stay in New York or in any 
case before 1932, for which he took his inspiration 
from the structure of the cover he had made for 
the December 1927 issue of Emporium [fig. 17, cat. 
152] – next to a work by Andy Warhol, who was, in 
fact, at the beginning of his career in the advertising 
business, as was our artist from Rovereto.

* This essay is an extended version of the paper develo-
ped for the Fortunato Depero Study Day organized by 
the Center for Italian Modern Art, CIMA, in New York
on February 21, 2014.

1. Trisbis (pseudonym of Luca Beltrami, 1854–1933),
“Le colonne luminose nella civiltà moderna,” La 
Perseveranza (Milan, November 21, 1903).

2. “Gloria alla grande réclame rossa, rivendicatrice della 
natura nell’archeologico e trionfante come complemen-
tare sul paesaggio verde di rabbia. Gloria alle grandi
réclames che si ripetono violentemente espressive a
tratti uguali, esasperando gli esteti dell’arcadia […]
Le affiches gialle, rosse, verdi, le grandi lettere nere,
bianche e blu, le insegne sfacciate e grottesche dei
negozi, dei bazar, delle liquidazioni […]”; Umberto
Boccioni, “Contro il paesaggio e la vecchia estetica”

fig. 16. Bestetti-Tumminelli 
and Treves book pavilion at 
the III International Exhibition 
of Decorative Arts, Monza, 
1927. MART, Archivio del ‘900 
[cat. 151]

fig. 17. Emporium, vol. 66,  
no. 369 (Bergamo, December 
1927). Archivo Lafuente 
[cat. 152]

fig. 18. Andy Warhol, 
Marilyn Diptych, 1962. The 
Andy Warhol Foundation 
for the Visual Arts, Inc.
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(1914), quoted from Angelo Maria Ripellino, L’arte della 
fuga (Naples: Guida, 1987), 123.

3. “L’aver lacerato e gettato nel cortile un libro, ci fa intui-
re la réclame fono-moto-plastica”; Giacomo Balla and 
Fortunato Depero, Ricostruzione futurista dell’universo
(1915). For a full reproduction of this text in English, see
pp. 369–75.

4. Filippo Tommaso Marinetti, “Gli avvisi luminosi. Lettera 
aperta a S.E. Mussolini,” L’Impero, V, no. 37 (February 
12, 1927).

5. “Noi dobbiamo risuscitare l’arte del cartellone. Noi
dobbiamo violentemente costringere il pubblico a fer-
marsi agli angoli delle strade in contemplazione di un 
avviso murale irresistibile […] davanti a un cartellone 
del giovane artista trentino il passante deve soffermarsi
con un grido di sorpresa”; Umberto Notari, “Depero e la
sua casa d’arte,” in Grande esposizione arazzi, cuscini, 
pittura della Casa d’arte Depero, exh. cat. Galleria centra-
le d’arte/Palazzo Cova, Milan and [later] Galleria d’arte
Bragaglia, Rome (Rovereto: Casa d’Arte Depero, 1921). 

12. The Pirelli company was established in Milan in 1872 by 
GiovanBattista Pirelli to manufacture rubber products; 
however, by World War I it had become a large multina-
tional that also produced insulated cables — Ed.

13. Ansaldo was a metallurgical company set up in Genoa in
1853. Fiat is a car manufacturing firm founded in Turin 
in 1899 by a group of investors led by Giovanni Agnelli; 
in addition to cars, it has manufactured railway engines, 
military vehicles, farm tractors, and aircraft. Marchetti 
was an aircraft manufacturer set up by Umberto Savoia
in 1915 as SIAI, renamed SIAI-Marchetti in 1943. Caproni
was an aircraft manufacturing company established by 
Giovanni Battista Caproni in Milan in 1908. Itala was a 
car manufacturing firm founded in Turin in 1903. Lancia 
is a car manufacturer set up by Vicenzo Lancia in Turin 
in 1906. Isotta Fraschini is a car and airplane engine
manufacturer founded in Milan in 1898. Alfa-Romeo is 
a car company set up by Alexandre Darracq in Milan in 
1906. Bianchi was a bicycle manufacturing firm founded 
in 1885 which from 1905 began producing cars — Ed.

6. Il lavoro nella pittura italiana d’oggi. 70 pittori italiani
d’oggi. Collezione Verzocchi (Milan: Raccolte Verzocchi, 
1950).

7. Fedele Azari to Fortunato Depero, January 9, 1928,
Fondo Fortunato Depero, MART Archivio del ‘900,
Museo di arte moderna e contemporanea di Trento e 
Rovereto.

8. SNIA, Società Nazionale Industria Applicazioni, indus-
trial group that began producing synthetic textiles after 
the war and since 1922 is called SNIA-Viscosa — Ed.

9. Ferrania, company founded in 1915 devoted to the ma-
nufacture of photographic material — Ed.

10.  Fortunato Depero to Gianni Mattioli, December 30, 1930
(Mattioli Archive). 

11. Fortunato Depero, Il futurismo e l’arte pubblicitaria 
[Futurism and Advertising Art], in Fortunato Depero
and Giovanni Gerbino, Numero unico futurista Campari
(Milan: Ditta Davide Campari, 1931). For a full reproduc-
tion of this text in English, see pp. 422–23.
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14.  “Anche oggi abbiamo i nostri capitani che annotano 
poderose imprese per la valorizzazione delle loro 
battaglie, delle loro campagne per i propri prodotti 
e progetti – ad esempio PIRELLI, re di selve infinite di 
caucciù, proprietario di montagne di gomma, produce 
milioni di pneumatici per dare ed acrescere la velo-
cità al mondo– non è questo un poema? un dramma? 
un quadro? una formidabile architettura della più alta 
poesia, della più magica tavolozza, della più diabolica 
fantasia? ANSALDO - FIAT - MARCHETTI - CAPRONI - 
ITALA - LANCIA - ISOTTA FRASCHINI - ALFA ROMEO 
- BIANCHI ecc. non sono cantieri di miracoli che creano e 
gettano furie meccaniche - sirene mecchaniche – aquile 
meccaniche … creando la nuova superdelizia: l’estasi 
della velocità  e dello spazio?”; Fortunato Depero, Il 
futurismo e l’arte pubblicitaria, in Fortunato Depero 
and Giovanni Gerbino, Numero unico futurista Campari 
(Milan: Ditta Davide Campari, 1931), quoted in English 
from “Futurism and Advertising Art”; For a full repro-
duction of this text in English, see pp. 422–23.

15. Fedele Azari to Fortunato Depero, December 30, 1927, 
Fondo Fortunato Depero, MART Archivio del ‘900, 

originalità, la massima sintesi, il massimo dinamismo, 
la massima simultaneità e la massima portata mondiale. 
Deve essere quindi futurista. Non può appoggiarsi a 
nessun mezzo tradizionale e a nessuna forma consue-
ta. Coloro che sperano di mantenerla in un’atmosfera 
passatista danneggiano la produzione che ha diritto 
di essere valorizzata. Considero i pittori pubblicita-
ri futuristi come autentici artisti creatori”; Filippo 
Tommaso Marinetti, quoted in Giulio Cesare Ricciardi, 
Guida Ricciardi: pubblicità e propaganda in Italia (Milan: 
Ricciardi, 1936).

21. “Il sindacato ha riconosciuto l’importanza partico-
lare del cartellone e della grafica pubblicitaria che è 
tutt’uno, in quanto mentre per ogni altra specie d’arte 
non è possibile individuare come categoria il commit-
tente, per essa invece lo si può”; Prima Mostra Nazionale 
del Cartellone e della Grafica Pubblicitaria Roma a. XIV, 
exh. cat. Palazzo delle Esposizioni, Rome (Milan: Pizzi 
& Pizio, 1936).

Museo di arte moderna e contemporanea di Trento e 
Rovereto.

16. Pirelli Company to Fortunato De Pero [Depero], June 
21, 1928, Fondo Fortunato Depero, MART Archivio del 
‘900, Museo di arte moderna e contemporanea di Trento 
e Rovereto.

17. This find was first described by Gianluca Poldi at the 
Fortunato Depero Study Day, Center for Italian Modern 
Art (CIMA), New York, February 21, 2014. 

18. “Ho definito queste liriche ‘radiofoniche’ perché alcu-
ne di esse furono create espressamente per radio-tras-
missioni e perché le altre contengono pure gli elementi 
necessari che le radio-trasmissioni esigono”; Fortunato 
Depero, Liriche radiofoniche (Milan: Morreale, 1934), 7–8.

19. All original Depero writings – both typed texts and ma-
nuscripts – are at the Fondo Fortunato Depero, MART 
Archivio del ‘900, Museo di arte moderna e contempo-
ranea di Trento e Rovereto.

20. “La pubblicità ha soltanto una ragione d’essere: quella 
di agganciare la curiosità del pubblico con la massima 
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BELéN SáNCHEZ ALBARRáN

“Despite its evidently functional purpose and promo-
tional aim, the present publication is conceived in a 
sincerely artistic sense,” wrote Fortunato Depero in the 
Premessa [Introduction] to the Numero unico futurista 
Campari1 [fig. 1, cat. 223], a promotional catalogue pub-
lished in 1931. In it, Depero set out his concept of adver-
tising, making clear a position that he would maintain 
throughout his career as a designer in that field, namely 
his intention to abolish the prevailing boundaries be-
tween the “fine arts” and the “applied arts.”

A surprising element in the Campari catalogue 
is the lack of capital letters, a decision that elimi-
nates any hierarchical sense and reveals the art-
ist’s evident intention to implement this principle 
in both a detailed and radical manner at a time 
when typography was still dominated by traditional 
19th-century linearity. The introduction to Numero 
unico futurista Campari is entirely printed in lower 
case letters, including the title and the artist’s name 
at the end of the text. It concludes with a declara-

tion of intent regarding his commitment both to the 
type of art he describes as of “free inspiration” and 
to commercial publicity: 

while every day i produce paintings of free inspiration, with the 

same harmony of style, love and no less enthusiasm and care, i 

exalt industrial products through my imagination.2 

We will return to Numero unico futurista Campari, 
but first we must look back to fifteen years earlier 
in Depero’s career and, with the aim of offering a 

DE
PE

RO
:

“ THE ART  
OF THE FUTURE 
WILL BE 
LARGELY

ADVERTISING”

Model of the Campari Pavilion based on a design drawn up 
by Depero in 1933, 1960s. Galleria Campari
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more detailed analysis of his concept of advertis-
ing, focus on one of Futurism’s seminal texts. This 
was the manifesto published in 1915 by Depero 
and Giacomo Balla with the title Ricostruzione 
futurista dell’universo [Futurist Reconstruction of 
the Universe] [cat. 36].3 In addition to being one  
of the key Futurist texts – and probably Depero’s 
most important theoretical contribution to the 
movement – Ricostruzione above all reflects the 
first projection of his multi-disciplinary interests 
onto other areas, such as advertising, which re-
mained unexplored by the other Futurists. From 
this point onwards Depero moved away from 
Umberto Boccioni’s legacy and from a purely pic-
torial or sculptural language, formulating ideas of 
a more global nature based on his wide-ranging 
interests with the clear intention of transforming 
the entire “environment” in which we live our lives. 
He began to devise new ways of working within 
what could be termed the settings or context of 
real life: the city, the theater, domestic interiors, 
everyday objects, toys, and furniture. As the mani-
festo’s title indicates, the entire universe had to be 
“reconstructed” or transformed.

Inevitably, the 1915 manifesto retains echoes 
of some of the theoretical proclamations of early 
Futurism and of Marinetti’s and Boccioni’s texts, 
but here we encounter a qualitative leap, given that 
Depero’s intuitions took shape as concrete real-
izations and ones far removed from the operative 
space of painting and sculpture. The manifesto’s 
four pages clearly reveal the nature of his aesthetic, 
which was more focused on execution and produc-
tion than on theoretical speculation. Depero was 
above all a hands-on creative figure and although 
he formulated various theoretical reflections on 
the gaze, on the particular sensibility of the artist, 
on self-promotion, and on advertising for highly 
innovative industrial products, what differentiates 
him from the other Futurists is the way in which 
he put into practice the key theoretical innovations 
set out in the movement’s manifestos. 

The 1915 manifesto does not specifically refer 
to “advertising art” but it already conveys Depero’s 
enthusiastic intention to devote himself to a multi-
faceted range of activities that would simultane-
ously make him a designer of products, theatrical 
sets, publishing projects, and advertisements. In 
this sense, the direct precedent for Ricostruzione 
futurista dell’universo lies in Depero’s manuscript of 
just one year earlier, entitled Complessità plastica 
– Gioco libero futurista – L’essere vivente artificiale
[Plastic Complexity – Free Futurist Game – The
Artificial Living Being, fig. 2],4 a text that surpris-
es the reader in the way it is “painted,” for it is
“drawn” with a brush rather than written with a
pen. It is impossible not to see in this text of 1914
the germ of Depero’s intention to eliminate the dif-
ferences between diverse visual communication
systems, mixing the language of painting with that 
of the literary text, as we see here for example.

In Complessità plastica Depero refers to the comp-
lesso plastico [plastic complex] that would subse-

fig. 1. “Premessa” 
[Introduction], Numero unico 
futurista Campari. Milan: 
Ditta Davide Campari, 1931. 
Archivo Lafuente

fig. 2. Manuscript of 
Complessità plastica – Gioco 
libero futurista – L’essere 
vivente artificiale [Plastic 
Complexity – Free Futurist 
Game – The Artificial 
Living Being], 1914. Private 
collection
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quently become a key element in Ricostruzione fu-
turista dell’universo as an artistic manifestation that 
is “transcendental electric volitional” as opposed 
to an “absolute poetry-painting-sculpture-music” 
and in favor of the “marvelous plastic complex.” 
While there is no specific reference to advertising 
here either, the artist lists eight essential character-
istics of “complex plasticity,” the majority of which 
can be applied to his future endeavors in advertis-
ing design, given that this plasticity must be “ex-
clusively dynamic and abstract, very transparent, 
strongly colored, extremely light, luminous, vola-
tile, miraculously shocking” and must “act directly, 
with absolute vitality, on the onlooker’s spirit.”5 

Bruno Passamani made an exhaustive com-
parison between Depero’s manuscript text of 1914 
and Balla and Depero’s manifesto of 1915, clarify-
ing exactly what the latter took from the former. 
Passamani thus analyzes Depero’s contribution to 
the famous manifesto, which was certainly equal 
in importance to Balla’s.6 Many of the manifesto’s 
proposals were of course formulated by the found-
ers of Futurism but Depero, who was not so much a 
theoretician as a hands-on creator, was one of the 
most active artists in putting its ideas into practice. 
It would be Depero who gave specific form to the 
Futurist creed of creating a new world, producing 
a wide range of useful objects and undertaking nu-
merous publicity projects that appeared in promi-
nent positions in newspapers and magazines, in 
publications and on the walls of the modern city. 

DEPERO’S FIRST ADVERTISING PROjECT AND  
THE NEED FOR SELF-PROMOTION
Depero’s first direct involvement with the world 
of advertising design took the form of a poster for 
a theatrical performance. In 1916 he met Gilbert 
Clavel, an aesthetically sophisticated Swiss 
Egyptologist, Surrealist poet, publisher, and art 
critic. Working with Clavel, Depero conceived his 
teatro plastico project, which took shape as the 
Balli plastici (Plastic Dances) [cat. 79, 81], a five-
act puppet and musical performance with music 
by Casella, Malipiero, Bartok, and Tyrwhitt. It was 
first performed at the Teatro dei Piccoli in Rome on 
April 15, 1918. Depero designed the affiche for the 
show [cat. 76], producing a work midway between 
a painting and a poster and thus involving that 
combination of the fine art and advertising idioms 
which would be so characteristic of his work. His 
design made use of flat colors and synthetic forms 
and was painted with oils on canvas. But the Balli 
plastici poster was just the start. 

Depero went on to design invitations for his 
exhibitions and cards to promote his Casa d’Arte 
[House of Art, fig. 3], which opened in Rovereto in 
1919. It represents the synthesis of his global con-
ception of art, understood as a unitary aesthetic 
project expressed through different artistic tech-
niques: paintings, posters, tapestries, cushions, 
furniture, toys, etc. Depero would produce his 
most important publicity, graphic, and publishing 
projects in the 1920s and 1930s, within the context 

POSTER DESIGN: A SyNTHETIC LANGUAGE  
AND “VIOLENT” CHROMATISM
In the manifesto Il futurismo e l’arte pubblicitaria, 
which Depero published in 1931 in the Numero 
unico futurista Campari, the artist from Rovereto 
clearly set out what the “art of the poster” should 
be and should mean, writing that “the signboard 
is the symbolic image of a product, the felicitous 
discovery of a picture or shape that can exalt it, 
make it interesting.”9 As Bruno Passamani would 
observe: 

The product is never coldly presented as an object, exhorted or 

exalted in the traditional manner, rather it is reabsorbed through 

its symbol or through the action that this demands [...] thus 

taking shape like a magical apparition, an event, a grotesque 

or hyperbolical character, transformed by plastic-chromatic 

exuberance and by formal eccentricity, and arousing automatic 

sympathy.10

This idea that the product is a symbolic rep-
resentation is evident in the advertising work of 
both Depero and Leonetto Cappiello [fig. 5], one 
of the best-known poster designers of the day, 
whom Depero admired. Both artists’ affiches are 
filled with fantastical creatures that personify the 
product they are intended to promote, in order 
to surprise the public and fix these products in 
our minds, although Depero’s formal solutions are 
based on a geometrical structure and the elimina-
tion of half tones and color transitions in favor of 
flat tints and strongly contrasting colors. While de-
ploying very different graphic styles, both design-
ers believed that the placard had its own language 
possessed of artistic merit, and that its message 
had to be easily and immediately understood by 
all viewers. 

“THE ART OF THE FUTURE wILL BE LARGELy ADVERTISING”
This phrase opens Depero’s Il futurismo e l’arte pub-
blicitaria. In a previous text entitled L’arte pubblici-
taria ed il futurismo11 Depero uses capitals letters, 
but in this text published in the Numero unico fu-
turista Campari – and as with the above-mentioned 
introduction to that publication – the entire article 
is in lower case baring one exception, the names 
of the industrial companies (whom he considers 
creators of “authentic miracles, offering artists 
spectacles that are far more powerful than ‘a cow, 
grazing’ or ‘a goat, drinking’ or ‘a still life’”), which 
the author writes entirely in capital letters. Depero 
thus typographically emphasizes the importance 
that he concedes to businessmen and industrialists 
as the source of creative inspiration. For him, the 
creators of industrial products are a new breed, 
encapsulating the essence of the present and the 
future, and in this manifesto he goes so far as to 
say that “one industrialist is more useful for mod-
ern art and the nation than 100 critics, than 1,000 
useless passéists.” 

BALBO – DE PINEDO – DE BERNARDI – DAL 
MOLIN – MADDALENA – these names have created 
authentic miracles, offering artists spectacles that 

of an Italy that was still influenced by the ornate 
floral and naturalistic motifs largely derived from 
French Art Nouveau and the Sezession of neigh-
boring Austria. Depero replaced these motifs with 
his “artificial living beings” (as he termed them in 
Complessità plastica), which filled the geometrical 
spaces of his publicity posters (for example, the 
one for the Balli plastici), in which they became 
vibrant, synthetic, geometrical elements of enor-
mous expressivity and dynamism. These robotic 
characters are one of the elements through which 
Depero constructed his own fantastical imagery, 
playing with them and taking them from the realm 
of the theater into advertising, painting, and sculp-
ture.

Fortunato Depero’s work in advertising, howev-
er, involves more than merely replacing naturalistic 
imagery with that of the machine. It arises from his 
vision of advertising as a necessity and an essen-
tial element within visual art. In his wall manifesto 
titled Necessità di auto-réclame [The Need for Self-
Advertisement, fig. 4],7 which, being one of his most 
unique typographical compositions, he would later 
reproduce in the pages of his famous libro imbul-
lonato [bolted book], Depero wrote: 

Self-advertisement is not a vain, useless or exaggerated expression 

of megalomania, but rather a vital NEED to quickly inform the 

public about one’s own ideas and works. In all areas of production 

beyond that of art […] It is time to be done with recognition of the 

artist after his death or in advanced old age. The artist needs to be 

recognized, appreciated and glorified in his lifetime, and to this end 

he is entitled to use all the most effective and unheard-of means 

for advertising his own genius and his own works.8 

fig. 3. Self-advertising card 
for the Casa d’Arte Futurista 
Depero [Depero Futurist 
House of Art], 1921–23. MART, 
Archivio del ‘900, Fondo 
Depero
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we change the face of promotional signs, we will 
change the face of the streets.”

In addition to championing advertising as al-
most the only new proposal in modern art, in Il fu-
turismo e l’arte pubblicitarià we encounter another 
key point for understanding Depero’s ideas on this 
new notion of art: synthesis, which he considered 
obligatory in advertising design. It is precisely 
this that sets him apart from so many other art-
ists dedicated to the production of promotional 
posters: with Depero, the degree of synthesis of the 
advertising language is evidently more pronounced 
and is clearly considered by the artist to be cru-
cial for communicating the message and making it 
comprehensible.

These synthetic solutions are also resolved 
through a chromatic treatment that Depero habitu-
ally described as “violent”: color had to be one 
of the principal elements for attracting numerous 
gazes. His distinctive way of employing it, elimi-
nating half tones and transitions, and using flat, 
bright colors and their pronounced contrasts, are 
all distinguishing traits of his advertising designs. 
Color is distributed across the surface of the poster 
through multiple geometrical planes that create 
structures of an extremely modern, synthetic plas-
ticity [fig. 6].

Depero also made use of simultaneity, which is 
essential to most Futurist artistic investigations 
and theoretical reflections (although it was the 
Cubists who were the first to formulate this con-
cept and put it into practice). Futurism envisaged 
simultaneity as an expression of life and as a dif-
ferent, modern mode of perception, to be achieved 
through varied, conscious experiences and simul-
taneous sensations obtained through speed. These 
experiences and sensations should give rise to a 
simultaneous art, a simultaneous poetry of “words-
in-freedom,” a simultaneous music, a simultaneous 
theater, etc. In other words, a life lived in simultane-
ity, to which Depero contributed with his striking 
and innovative advertising posters, characterized 
by an idiom that was multiple, instantaneous, and 
intense.

THE “qUADRO PUBBLICITARIO” AND CAMPARI
In his desire to eliminate the differences between 
art and graphic design (both advertising and 
editorial), evident in both his numerous practical 
investigations and his theoretical reflections, in 
1926 Depero executed a painting entitled Squisito 
al Selz [Delicious with Seltzer] [fig. 7], which he 
exhibited at the 15th Venice Biennial. In it, two 
men are enjoying a Bitter Campari in a colorful, 
“geometrical” tavern, on the walls of which we see 
the two words “Bitter Campari.” The artist called 
this work a quadro pubblicitario [advertising paint-
ing], once again revealing his way of understanding 
painting and advertising as two languages of equal 
importance.

Squisito al Selz is one of many visual proofs of 
the important relationship established between 
Depero and a well-known and later legendary Italian 

are far more powerful than “a cow, grazing” or “a 
goat, drinking” or “a still life.”

In his text Depero also underscores the need for 
the explicit and clear visibility of advertisements 
displayed around the city and for art to be brought 
to people in a direct manner outside a museum 
context: 

even art must keep step with industry, science, and politics in 

the style of its time, glorifying them […] living, multiplied art, not 

isolated and buried in museums – art free of all academic restraints

Depero wanted his art to emerge from the mu-
seum, led by Futurist principles, to find its place in 
society and thus function to “glorify” the aptitudes 
of a dynamic, already industrialized society and the 
products and services of the major industries of the 
time. The enormous importance that he placed on 
the key element in any advertising campaign – what 
we now term the “brand image” – is evident: 

our splendors, our glories, our men, our products, all demand an 

art that is equally splendid, equally mechanical and swift, exalting 

dynamism, things practical, light, our new materials12

In his autobiography, entitled Fortunato Depero 
nelle opere e nella vita [cat. 269],13 the artist de-
votes a short chapter entitled “Cambiamo abito 
alle città” [Let’s Change the Look of Cities] to pro-
motional signs. He suggests a signage project for 
cities and villages that is “daring and original, will 
be of lively and real interest to the city and will 
contribute to increasing tourism appeal.” He calls 
this project 1ª Mostra dell’Insegna [1st Exhibition 
of Promotional Signage]. Depero also declares 
that the city needs to update its image, a goal he 
considers intrinsically linked to poster design: “if 

fig. 4. Necessità di auto-
réclame [The Need for Self-
advertisement], in Depero 
futurista 1913–1927. Milan: 
Dinamo Azari, 1927. Private 
collection

fig. 5. Leonetto Cappiello,  
Lo Spiritello [The Sprite], 
poster for Campari, 1921. 
Galleria Campari
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company, Campari from Milan. A period of intense 
collaboration between the artist and the company 
began in 1926 and continued until 1939. Particular 
attention should be paid to the figure of the com-
pany’s owner, Davide Campari, a notable innovator 
both in the production of his aperitifs (including 
Campari Soda) and in the way he promoted them. 
Campari used extremely unconventional visual 
supports for his advertising, making his product 
a very special case within the field of visual com-
munication both in Italy and elsewhere in Europe 
at the time.

Under the direction of Davide Campari the 
company pursued its promotional aims through 
the synthesis of a visionary entrepreneurial spirit 
and a sophisticated artistic message, fusing the 
world of art with the brand image. All the artists 
who worked on the promotion of Campari prod-
ucts – including leading names such as Dudovich, 
Diulgheroff, Nizzoli, Cappiello and Mochi, among 
others14 – freely interpreted the client’s require-
ments while Campari in turn always aimed to re-
spect their different ways of working, appreciat-
ing the diversity of artistic languages and styles 
as key elements that contributed to defining the 
unmistakable Campari image. The success of this 
company largely lies in a businessman’s respect 
and admiration for the creativity of those who cre-
ated his company’s image and that of his unique 
and unforgettable products. Campari advertising 
of these years does not only convey information 
about the product’s quality but also the suggestion 
of an artistic experience, expressed through the 
formal construction of images that offer a degree 
of sensory pleasure and an impact difficult for the 
viewer to forget. 

Fortunato Depero’s collaboration with Campari 
has left a legacy of remarkably beautiful and mod-
ern advertising designs, executed on a wide range 
of supports, from painting (with the above-men-
tioned quadro pubblicitario) to large-format plac-
ards, newspaper adverts, and sculptural items such 
as the pupazzo Campari [Campari Doll] [cat. 136]. 
These dolls were located on top of one of the first 
drinks vending machines in history, which also of-
fered a different type of drink, the “Campari Soda,” 
a pre-mixed, individual sized beverage in a small, 
cut-glass bottle based on designs by Depero. This 
product continues to be sold today [fig. 8]. 

In the highly original posters that Depero de-
signed for Campari we once again encounter his 
distinctive geometrical universe, filled with his 
unique, synthetic mechanized figures [cat. 156, 

160, 165, 185, 194, 218, 224–229, 230–32]. These 
works reveal the particular tension characteristic 
of his publicity designs, in which he superimposed 
graphic and typographic elements without distinc-
tion. Once again for Campari, Depero produced a 
large number of advertising designs in India ink that 
lose nothing of their visual intensity and original-
ity despite only making use of black against the 
white paper.

Depero’s mechanical characters proved very ef-
fective with the public, which was surprised by the 
original and fantastical beings that play the lead-
ing role in his posters. Located in the foreground, 
they establish a direct relationship and active dia-
logue with the product itself, which Depero almost 
always placed in the middle ground. The artist’s 
distinctive approach to space in his posters dif-
ferentiates them from other affiches of this period: 
his space is full of life in movement and his com-
positions seem to dance rhythmically in a cheer-
ful celebration. Depero’s adverting is more than a 
mere instrument of persuasion: it is “advertising 
poetry,” as the poet Giovanni Gerbino declared in 
the manifesto that concludes the Numero unico 
futurista Campari: 

by advertising poetry one should 

not understand a rhyme of words 

thrown out so that the virtues 

of an industrial or commercial 

product can be sung in the 

obligatory lugubrious manner 

[...] but rather a true poetry in the 

most elevated sense of the term.15

Numero unico futuris-
ta Campari, an unusual 
publication entirely de-
voted to the Campari 
company, includes more 
than one hundred and 
fifty advertising draw-
ings, various slogans, 
and numerous typo-
graphical compositions 
(most of them executed 
in collaboration with 
Gerbino and with the 

musician Franco Casavola). They reveal the so-
phistication and breadth of Depero’s gaze in his 
interpretation of advertising as a form in which 
the widest range of means could be used to con-
vey the desired message to the viewer. 

TyPOGRAPHy AND ADVERTISING
Typography is another key element in the pro-
motional compositions to be seen in the pages of 
Campari. Depero envisaged the letters as architec-
tural structures, urban landscapes, or promotional 
“exclamations” that aim to surprise and capture 
the viewer’s attention. His interest in architecture 
used for promotional purposes led him to produce 
various preliminary drawings for kiosks and pavil-
ions in Italian fairs, such as the III Triennale d’Arte 
Decorativa [3rd Decorative Arts Triennial] in Milan. 

fig. 6. Mandorlato Vido 
[Vido Nougat], poster, 1924. 
Massimo & Sonia Cirulli 
Archive [cat. 130]

fig. 7.  Squisito al Selz 
[Delicious with Seltzer], 1926. 
Whereabouts unknown 

fig. 8. Campari Soda bottle 
designed by Depero featuring 
the company’s new logo, 
2009. Galleria Campari
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With the three exceptions of that fair, the pavilion 
he designed for the publishers Bestetti-Tumminelli 
and Treves, and the typographical kiosk he created 
for Campari [fig. 9, see cat. 242] (of which a large-
scale model is in the Galleria Campari in Milan), 
these projects never advanced beyond the stage 
of designs on paper or small models.

We have seen and still see pavilions for cars, for 
machines, for airplanes, for agricultural products, 
for tourism, and for the widest range of industries 
(from the wood to the glass industry, from the pa-
per to the printing industry, from agriculture to 
the machine, etc.), conceived in a Greco-Roman, 
Baroque or Liberty style; or even, as is common 
today, in an unsatisfactory, grid-like style devoid 
of imagination. 

Incongruous, monotonous, with colors that are 
timid or even lugubrious and lacking imagination. 
In my opinion they require a construction that is 
not only rational with regard to the light and practi-
cal requirements, but also striking in the lines and 
form; elements that can be intelligently derived 
from the intrinsic construction of the products they 
contain. Natural or artificial products that suggest 
and offer a rich planimetric, structural and chro-
matic variety.16

Deploying these theoretical bases, in 1927 
Depero worked on the design of the pavilion for 
the Bestetti-Tumminelli publishers. He turned to 
the essence of the products to be shown in this 
temporary structure, namely books, in order to 
extract the basic element – words – of which they 
are constructed. Inspired by typographical charac-
ters, Depero used huge letters for the design of the 
facade, roof, entrance, display cases, ceiling, and 
even the furniture, all of which are inspired by the 
letters of the alphabet.

The Numero unico futurista Campari also includes 
various compositions inspired by the architecture 
of New York, where Depero lived from 1928 to 1930. 
During his time in the city of skyscrapers [fig. 10], 
which reminded him of the Italian Dolomites, he 
primarily worked as a graphic designer (although 
he also collaborated with the Roxy Theater as a set 
and costume designer) and produced front covers 
for leading magazines of the day such as Vogue and 
Vanity Fair [cat. 197–199, 222].17 In some of the lat-
ter we once again encounter his mechanical figures, 
like the three-dimensional puppet he had made for 
Campari two years before. 

A SELF-PROMOTIONAL CATALOGUE: THE “BOLTED” BOOk
Depero’s multi-disciplinary character and his tire-
less artistic experimentation led him to produce a 
work that is considered one of the masterpieces 
of book publishing: Depero futurista, commonly 
known as the libro imbullonato or bolted book 
[fig. 11, cat. 148]. It was edited by another Futurist, 
Depero’s agent and friend the Swiss aviator Fedele 
Azari, and published in 1927. Depero futurista is an 
example of self-promotion in the way it includes 
much of the pictorial, written, graphic, and theo-
retical work produced by the artist since 1913. In 

fig. 9. Model of the Campari 
Pavilion based on a design 
drawn up by Depero in 1933, 
1960s. Galleria Campari

fig. 10. 24th Street, free-word 
composition, 1929. Carlo 
Belloli Collection, Basel
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addition to being the first Futurist book-object, it 
is considered by experts to be one of the first livres 
d’artiste of the early avant-gardes. 

With its 234 pages, the book’s binding is held 
together by two large aluminum bolts. The front 
cover offers a remarkable interpretation of the 
aesthetic of mechanical art with two colors of ink 
– silver, which was unusual at the time, and black
– printed on the thick card in a dynamic typographi-
cal composition by Depero. The book contains a
wide variety of page layouts with type setting ideas
that are clear examples of the Futurist typographi-
cal revolution at its most original. It constitutes a
brilliant example of how to free the printed page in 
which Depero demonstrates a modern approach to 
the arrangement of the graphic and typographical 
elements on the paper, which varies in thickness
and color on different pages. It could perhaps be
said that the only elements that all the pages have 
in common are the double perforation of the paper 
and the use of only two inks, black and red, in ad-
dition to the third color that appears on some of
the pages in the form of the tinted paper.

Depero designed the book’s pages as individual 
compositions and as “anti-sedentary typographical 
proposals,” to use his own words, each of them re-
solved through a different structure but all of them 
aiming at synthesis. With a markedly promotional 
character, every page becomes a graphic poster, 
as well as a remarkable and brilliant interaction 
of typographies that takes Marinetti’s theories in 
his 1913 manifesto L’immaginazione senza fili e le 
parole in libertà [Wireless Imagination and Words-
in-Freedom] to their furthest consequences.18

Depero’s contribution to the repertoire of 
Futurist typographies is one of the most significant 
within this avant-garde movement. The relation-
ship between the associative or dissociative com-
positions of Marinetti’s parole in libertà is clearly a 
direct one, but here (and in general in all his typo-
graphical and publishing projects) Depero projects 
these ideas towards solutions which, without los-
ing their poetic dimension, involve the transmis-
sion of a clear, objective, and synthetic message 
that is easily understood by the viewer. Depero’s 
leap forward in this respect undoubtedly locates 
him in a prominent position within the history of 
graphic design and modern advertising.

This remains the case even today. In his 2009 
extension to the headquarters of the Campari com-
pany in Milan [fig. 12], the Swiss architect Mario 
Botta used brick reliefs to project onto the façade 
the figures of two of the “mechanical men” that 
Depero had designed for Campari advertising. 
Depero, who wrote that “if we change the face of 
promotional signs we will change the face of the 
streets,” would undoubtedly have been extremely 
pleased with this example of “advertising art on 
the walls of the city.” 

1. “La presente pubblicazione, nonostante la sua eviden-
za utilitaria / ed il suo scopo pubblicitario, è conce-
pita con un sincero senso d’arte”; Fortunato Depero, 

[For a full reproduction of this manifesto in English, 
see pp. 385–393 — Ed.]

5. “volitiva elettrica trascendentale”; “un’assoluta poe-
sia-pittura-scultura-musica”; “meraviglioso complexo 
plastico”; “Esclusivamente dinamica e astratta, tra-
sparentissima, coloratissima, leggerisima, luminosa, 
volatile, miracolosamente sconvolgitrice”; “deve di-
rettamente agire con tutte le vitalità […] sull’anima 
dell’osservatore”; Fortunato Depero, Complessità
plastica – Gioco libero futurista – L’essere vivente arti-
ficiale (see n. 4 above).

6. As is clearly evident in certain passages in the first
part of the manifesto, which are directly taken from 
Depero’s manuscript. Bruno Passamani, Fortunato 
Depero (Rovereto: Comune di Rovereto, 1981), 40–48.

7. Text published in the bolted book Depero futurista
(Milan: Dinamo Azari, 1927). [For a full reproduction 
of this manifesto in English, see pp. 405–7 — Ed.]

8. “L’auto-réclame non è vana, inutile o esagerata
espressione di megalomania, ma bensì indispensa-

Numero unico futurista Campari (Milan: Ditta Davide 
Campari, 1931).

2. “Benchè io dipinga giornalmente quadri di libera ispi-
razione, / con eguale armonia di stile, con lo stesso 
amore, con no minore entusiasmo / e cura, esalto
con la mia fantasia prodotti industriali nostri”; Ibid.

3. For a full reproduction of this manifesto in English,
see pp. 369–75 — Ed.

4. Hereafter referred to as Complessità plastica. The first
reference to this manuscript appears in Giampiero
Giani’s 1951 monograph on Depero. It was published 
in its entirety by Bruno Passamani in the catalogue 
of the exhibition at the Galeria Martano in Turin in
1969 and subsequently in the catalogue of the re-
trospective exhibition Fortunato Depero. 1892–1960 
at the Museo Civico Palazzo Storm in Bassano del
Grappa in 1970. Enrico Crispolti considered it a
key document of Futurism and the first draft of the 
famous 1915 manifesto. See Ricostruzione futurista
dell’universo [exh. cat. Museo Civico, Turin, 1980].

fig. 11. Page in Depero 
futurista 1913–1927. Milan: 
Dinamo Azari, 1927. Private 
collection 

fig. 12.View of the Campari 
Group headquarters in Sesto 
San Giovanni, Milan (historic 
premises, 1904, and new 
buildings by Mario Botta, 
2009). Galleria Campari
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bile NECESSITÁ per far conoscere rapidamente al 
pubblico le proprie idée e creazioni. In qualunque 
campo della produzione al di fuori di quello dell’arte 
[…] É ora di finirla con il riconoscimento dell’artista 
dopo la morte o in avanzata vecchiaia. L’artista ha 
bisogno di essere riconosciuto, valutato e glorificato 
in vita, e perciò ha diritto di usare tutti i mezzi più 
efficaci ed impensati per la réclame al proprio genio 
e alle proprie opere”; Fortunato Depero, Necessità di 
autorreclame (see n. 7 above).

9. “il cartello è l’immagine simbolica di un prodotto, è 
la geniale trovata plastica e pittorica per esaltarlo
ed interessarlo”; Fortunato Depero, Numero unico
futurista Campari.

10. Bruno Passamani, Fortunato Depero, 184.

11.  Manuscript, L’arte pubblicitaria ed il futurismo, 1931. 
Fondo Fortunato Depero, Dep. 4.1.47, MART Archivio
del ‘900, Museo di arte moderna e contemporanea di 
Trento e Rovereto. Published in Numero unico futu-
rista Campari.

12. “un solo industriale è più utile dell’arte moderna ed 
alla nazione che 100 critici, che 1000 inutili passa-

15. “per poesia pubblicitaria non deve intendersi una
filastrocca di parole gettate giù obbligatoriamente
per cantare con voce lugubre le qualità d’un prodotto
industriale o commerciale […] ma vera e propria
poesia nel senso più alto della parola […]”; Giovanni 
Gerbino, Numero unico futurista Campari.

16. Fortunato Depero, Fortunato Depero nelle opere e
nella vita, 224–25.

17. Although not all of them were published. See the essay 
by Raffaele Bedarida in this catalogue, pp. 328–37
— Ed. 

18. Filippo Tommaso Marinetti, L’immaginazione sen-
za fili e le parole in libertà (Milan: Direzione del
Movimento Futurista, 1913).

tisti”; “BALBO – DE PINEDO – DE BERNARDI – DAL 
MOLIN – MADDALENA – questi nomi hanno creato 
degli autentici miracoli, offrono agli artisti degli spet-
tacoli ben più potenti che ‘una mucca al pascolo’ od 
‘una capra all’abbeveratoio’ od ‘una natura morta’”; 
“anche l’arte deve marciare di pari passo all’indu-
stria, alla scienza, alla politica, alla mode del tem-
po, glorificandole […] arte viva moltiplicata, e non 
isolata e sepolta nei musei – arte libera d’ogni freno 
accademico”; “lo splendore nostro, le glorie nostre, 
gli uomini nostri, i prodotti nostri, hanno bisogno 
di un’arte nuova altrettanto splendente, altrettanto 
meccanica e veloce esaltatrice della dinamica, della 
pratica, della luce, delle materie nostre”; Fortunato 
Depero, Manifesto dell’arte pubblicitaria futurista in 
Numero unico futurista Campari.

13. Fortunato Depero, Fortunato Depero nelle opere e
nella vita (published by Legione Trentina) (Trento:
Mutilati e Invalidi, 1940).

14. Walter Mocchi (1870–1955) was an Italian theatrical 
impresario who was firmly committed to revolutio-
nary socialism — Ed.
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RAFFAELE BEDARIDA

The art historical literature on Fortunato Depero 
in New York is abundant and has documented, re-
constructed, and interpreted various aspects of 
the artist’s activity during the two years when he 
lived in this city, from 1928 to 1930.1 My intention 
here is not so much to discuss what Depero did in 
New York, which has been effectively addressed, 
but rather to look at how his New York experience 
became so prominent, starting from the artist’s 

own account of it, and to see why the fact that 
he attributed so much importance to New York is 
significant.2

New York makes its first appearance within 
Depero’s 1940 autobiography, Fortunato Depero 
nelle opere e nella vita [Fortunato Depero in his 
Works and Life] [cat. 269], with a description of 
Macy’s 1929 Thanksgiving Parade: “The most im-
pressive and characteristic images of this com-

mercial procession are the immense, swinging 
balloons […] that represent human and animal 
figures. Flying elephants and lunar heads smile 
and float happily above the crowd … They seem 
to belong to a fabulous world made of huge, whim-
sical soap bubbles.”3 The passage closes the book’s 
section on advertising and introduces the more 
strictly autobiographical part, “Brani di vita vis-
suta” [Fragments of a Lived Life]. Here, New York 

DEPERO

AND

AMERICANISM

 “I WILL SMASH  
 THE ALPS OF THE 

ATLANTIC”

Unknown photographer, Depero sitting on his tagged trunks 
as he waits for the boat that will take him to New York, October 
1928. Photograph: gelatin silver print on fiber-based paper,  
7 1/16 x 8 ¼ in. (18 x 21 cm). MART, Archivio del ‘900, Fondo Depero Fundación Juan March
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covers by far the largest portion: fifty pages out 
of eighty. 

The prominence given to New York is remark-
able considering that Depero was forty-eight years 
old when he published the book in 1940 and that he 
had spent just two years in the city; a full decade 
had passed since then; and, above all, those two 
years had not coincided with the peak of Depero’s 
career; on the contrary, they had been largely un-
successful and signaled the beginning of Depero’s 
misfortune in Italy too. A second interesting point is 
that New York is presented in the book as a lived ex-
perience, as opposed to Rome, Capri, or Rovereto, 
which are discussed indirectly through Depero’s 
artistic production in those cities.4 Thirdly, in the 
grand scheme of the book, which follows a themat-
ic order, advertising bridges the shift from opere 
[works] to vita [life] indicated in the title. This is 
followed by a section on writing, which together 
with advertising became the artist’s most experi-
mental activity after his American experience and, 
I will argue, his main means to describe New York 
as opposed to painting. In New York, Depero did 
not paint canvases, and when he did go back to 
painting upon his return to Italy he did not focus on 
this subject.5 The work Big Sale (Mercato di Down–
Town) [Big Sale (Downtown Market)] [fig. 1, cat. 
184], which Depero exhibited at the Venice Biennale 
of 1932 was, in fact, an exceptional case and the 
only painting in the show dedicated to the city.6 

GREAT EXPECTATIONS – BAD RESULTS
Depero had expressed his intention to move to New 
York as early as 1922, but it was only in 1928 that he 
was able to turn the idea into reality.7 Encouraged 
and helped by his industrialist friends and clients, 
he nonetheless met with deep skepticism from his 
artist friends.8 Filippo Tommaso Marinetti espe-
cially tried to deter him. At that time Paris was 
still considered the center of the international art 

world, and America was, at best, a profitable mar-
ket. “I was told that there is no art in America,” 
Depero wrote.9 During his entire New York adven-
ture, Depero regularly sent Marinetti detailed re-
ports on his activity. These often read like attempts 
to convince the revered capo del futurismo of the 
value of his American enterprise. 

On October 2, 1928, while still on the transat-
lantic liner Augustus, Depero wrote to Marinetti 
with typical optimism: “I will smash the Alps of 
the Atlantic, I will build machines made of light 
on top of the giant American parallelepipeds.”10 
Everything looked promising to him. He landed 
with his wife Rosetta by his side and his recently 
completed bolted book, Depero futurista [cat. 148], 
under his arm. This landmark publication was a 
collection of his past achievements and a show-
case of his graphic abilities.11 Depero used it in New 
York as a portable museum and as a means of self-
promotion: he donated it to potential clients and 
exhibited both the book as a unit and its unbolted 
pages as seen in photographs of the Exhibition of 
the Italian Book of 1929 [fig. 2]. He had also shipped 
500 of his art works with which he hoped to con-
quer the American art market.12 Through his child-
hood friend Ciro Lucchi, Depero had arranged a 
two-year contract with the New Transit Company 
to open his Futurist House of Art in a hotel on 23rd 
street in Chelsea. The New Transit partners would 
give him the space in exchange for a small monthly 
rent of $150 and a 20% commission on sales.13 The 
Futurist House would hold a permanent exhibition 
of Depero’s work and would function, similarly to 
his former studio, the Casa d’Arte of Rovereto, 
as a workshop for the production of all sorts of 

fig. 1. Big sale (Mercato 
di Down-Town) [Big Sale 
(Downtown Market)], 1929. 
Courtesy Studio 53 Arte, 
Rovereto [cat. 184]

fig. 2. Exhibition of the Italian 
Book, Arnold-Constable 
& Co., New York, March 
15–30, 1929. Photo Frederick 
Bradley. MART, Archivio del 
‘900, Fondo Depero
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things, merging the boundaries between fine and 
applied arts. His American business card listed: 
“paintings, plastics, wall panels, pillows, interiors, 
posters, publicity, stage settings.”14 Depero’s ambi-
tion did not stop there: as he wrote to Marinetti, 
his American dream was to open a Futurist school 
and then to found a Futurist village.15

As soon as his feet touched American soil, how-
ever, the artist realized that things were going to be 
more difficult than anticipated: he had to pay high 
customs fees for the twenty boxes of art he was 
bringing (indeed, he had to borrow some money  
to pay for that16); then he had to hire contractors to 
turn the decrepit Transit Hotel into a usable space; 
and, far from “smashing the Alps of the Atlantic,” 
his work shown at the Guarino Gallery actually 
failed to sell [see cat. 168].17 Disappointed by the 
meager earnings, Lucchi and the New Transit part-
ners terminated the two-year contract in April 1929 
(just five months after the signing) and asked for a 
high rental price which Depero could not afford.18 

Despite his unbridled enthusiasm, Depero did 
have to face certain objective difficulties. Firstly, 
his timing was disastrous: 1929 was not the best 
moment to start a career in New York, as this 
was the period when the financial crisis climaxed 
with the Wall Street crash. Secondly, he did not 
speak English [fig. 3]. He hoped he could count  
on the large Italian community in New York and on 
the Italian government’s officials: he expected some 
support for his activity, which he called “the truest 
and most ingenuous propaganda for italianità.”19 
But as he complained to Marinetti, his art did not 
match the local community’s idea of italianità, 
which was best expressed by the neo-Renaissance 
palazzo of the Casa Italiana that opened in 1927. As 
for the Italian government, Depero moved to New 
York too early: the Fascist regime only started to 
systematically promote contemporary Italian art 
in the United States in 1935 during the Ethiopian 
Campaign, and continued to do so until Italy en-
tered World War II in 1940, as part of its efforts to 
project a positive image of Italy and to promote 
the idea that Fascism had turned Italy into a mod-
ern country.20 When Depero arrived in America, 
however, Mussolini was still popular in the United 
States and was not interested in using contempo-
rary art as a means of propaganda, at least not 
in a systematic way.21 So Depero’s applications for 
financial and institutional support were unsuccess-
ful.22 Later, when he returned to Italy, Depero played 
a major role, as we will see, in initiating the debate 
and cultural trend that lent weight to the United 
States as the center of modern culture, which ul-
timately led to the aforementioned governmental 
program of art exhibitions in the late 1930s.23 

Without institutional support, Depero was 
forced to turn to other means to make a living. After 
the Wall Street crash, he and Rosetta offered free 
Italian food to attract potential clients to his studio: 
Rosetta cooked home-made ravioli and Fortunato 
fermented grapes in his bedroom to produce wine, 
an illegal but lucrative activity during Prohibition.24 

Despite these culinary stratagems, Depero received 
an overwhelming number of refusals: he failed to 
sell the paintings brought from Italy, and of the 
many project proposals sent around, he only ob-
tained minor commissions. Vogue magazine re-
jected his sketches, calling them “too heavy” [see 
cat. 198].25 He was luckier with Vanity Fair. But of 
Depero’s many submissions, the magazine only 
published two covers, one of which was printed 
in March 1931, after he had returned to Italy [fig. 
5, cat. 197, 199, 222].26 His long-time acquaintance, 
the dancer and choreographer Léonide Massine, 
got him a job at the Roxy Theater. Depero greatly 
admired that grand temple of the movie and en-
tertainment industry on Broadway, and depicted 
it many times in his drawings and free-word com-
positions, but his role at the Roxy consisted only 
of small, short-term commissions. His ambitious 
proposal of a show on New York entitled La nuova 
Babele [The New Babel], characterized by a mobile 
stage set, was turned down [fig. 6, cat. 205, 206]. 

Depero described the unpleasant and frustrat-
ing experience of going to meet a potential client, 
bringing his sketches with him: 

Half an hour of tram and subway, half an hour in a wreck of a 

tramcar through dirty quarters of ghetto. I stumble and curse, 

smelling a horrible stink. I walk through the thick rain, closing my 

drawings and my thoughts within a defying scroll which I keep 

under my arm … The metal bridges which I cross are gigantic. […] 

I come down from the bridges and get on another tramcar. […] I 

get off. I walk backwards and forwards. I ask, ask again and, at last, 

an iron door bears the number I am seeking.27

The result of all this trouble was a straight-out 
rejection. 

SO, HOw DID NEw yORk BECOME SO IMPORTANT TO DEPERO? 
When Depero returned to Italy, he continued to 
fixate on New York City. The discrepancy between 
Depero’s New York flop and his insistence on its 
significance can be explained, as Günter Berghaus 

fig. 3. English exercise page, 
c. 1928–30. MART, Archivio 
del ‘900, Fondo Depero

fig. 5. Vanity Fair, vol. 36,  
no. 1 (New York, March 1931). 
Merrill C. Berman Collection 
[cat. 222]

fig. 4. Study for a Depero 
Futurist Art advertisment, 
1929. MART, Museo di arte 
moderna e contemporanea di 
Trento e Rovereto
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has convincingly proposed, as the result of a form 
of masochism, a provincialism complex, and a dam-
aged self-image.28 By insisting on his New York ex-
perience, however, Depero became a leading voice 
in the debate on Americanism in Italy during the 
1930s, which in turn played a central role in the 
shaping of modern Italian identity. His Nelle opere 
e nella vita, published in 1940, was largely a collec-
tion of previously published material. The chapters 
on New York, in particular, were the result of an 
intense production over the span of many years 
during which, after having returned to Italy, he gave 
conferences, led radio programs, and wrote articles 
and tavole parolibere [free-word compositions], all 
focusing on New York. His articles on this city ap-
peared in widely distributed newspapers and maga-
zines such as La Sera [cat. 220], Il Secolo XX [see 
cat. 166, 167], and L’Illustrazione Italiana. He also 
included large sections on New York in his books, 
in Numero unico futurista Campari [Campari Futurist 
Single Edition] of 1931 [cat. 223], in Futurismo 1932 
[F.T. Marinetti in Trentino 1932], and in Liriche radi-
ofoniche [Radio Lyrics] of 1934 [cat. 255].29 Depero 
intended to bring together many of these texts in a 
book entitled New York, film vissuto [New York – A 
Lived Film] [cat. 233], which he carefully designed 
and extensively advertised. Conceived as the first 
book with an audio component, film vissuto was a 
complicated and expensive project. The fact that 
it was never realized could in part explain why 
Depero felt the need to include so many of those 
texts in his 1940 autobiography. 

Depero’s Nelle opere e nella vita can be situ-
ated between two groups of books published in 
Italy right before and after the war [fig. 8]: on the 
one hand it anticipated a series of memoirs writ-
ten by mature artists – for example Carlo Carrà’s 
La mia vita [My Life] (1943), Giorgio De Chirico’s 

Memorie della mia vita [The Memoirs] (1945), and 
Gino Severini’s Tutta la vita di un pittore [The Life of 
a Painter] (1946) – who in the 1940s, at the end of 
an era, documented their past; on the other hand, 
it was part of a series of publications, between 
the late 1930s and early 1940s, which focused on 
America as the future. Among the most influential 
were Margherita Sarfatti’s L’America: ricerca della 
felicità [America: The Pursuit of Happiness] of 
1937 and Emilio Cecchi’s America amara [Bitter 
America] of 1939. A third important publication 
was Elio Vittorini’s anthology of American litera-
ture, Americana, which was prepared in the years 
1938–40 and published in 1942 after a notorious 
episode of censorship.30 My focus here is on the 
latter group. 

In “Il modello Americano,” Umberto Eco de-
scribed the “American myth” as a key aspect in the 
idea of modernity for his generation, which grew 
up in Fascist Italy.31 Writer Cesare Pavese similarly 
recalled this phenomenon: 

American culture became for us something very serious and 

valuable, it became a sort of great laboratory where with another 

freedom and with other methods men were pursuing the same job 

of creating a modern taste, a modern style, a modern world that, 

perhaps with less immediacy, but with just as much pertinacity 

of intention, the best of us were also pursuing. […] In those years 

American culture gave us the chance to watch our own drama 

develop, as on a giant screen.32

Historian Emilio Gentile has convincingly ar-
gued that during the late 1930s, “Americanism” 
was an important cultural phenomenon for 
Italian anti-Fascist and Fascist intellectuals alike: 
“Americanism was, for Fascist culture, one of the 
main mythical metaphors of modernity, which was 
perceived ambivalently as a phenomenon both ter-
rifying and fascinating.”33 The phenomenon tran-
scended social, cultural, geographical, and politi-
cal divides. Vittorio Mussolini, son of the dictator, 
enthusiastically reviewed American movies, and in 
1936 he wrote that Italian Fascist “spirit, mentality, 
and temperament” were more similar to American 
young spirit “than the Russian, German, French, 
and Spanish ones.”34 Similarly the anti-Fascist 
activist and partisan Giaime Pintor celebrated 
“American young blood and candid desires” as 
opposed to German culture.35 In 1930s Italy, one’s 
position in relation to American culture, whether in 
favor or against it, was an important defining char-
acteristic of an intellectual. It did not correspond 
to the degree of one’s faithfulness to Fascism but 
was rather identical to one’s position in relation 
to modernity. 

DEPERO’S AMERICANISM
Depero was not only part of this debate; he 
set the tone of it, being one of its earliest and  
most vocal participants.36 As was the case for most 
of the Italian Americanists who came after him, 
the description of New York City in Depero’s writ-
ings and in his art was an ambivalent one. On 
the one hand he celebrated the grandiosity and 
dynamism of the modern metropolis, which he 

fig. 7. Subway, free-word 
composition, 1929. MART, 
Museo di arte moderna e 
contemporanea di Trento  
e Rovereto 

fig. 6. Grattacieli e tunnel 
[Skyscrapers and Tunnel], 
1930. MART, Museo di arte 
moderna e contemporanea di 
Trento e Rovereto 
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identified as the future – as seen in his ad for 
Campari [fig. 9], where the bottles are turned 
into streetlights and are called “the lights of the 
future” – where the skyscrapers and the signa-
ture “Depero New York,” clearly visible, stand for 
the future. On the other hand he also depicted 
the city as a gloomy, oppressive, and alienating 
environment. 

New York in the abstract was seen as the realiza-
tion of Futurism’s utopian project of a total work 
of art. Depero’s description of the city closely fol-
lowed the words used by him and Giacomo Balla 
in their 1915 manifesto, Ricostruzione futurista 
dell’universo [Futurist Reconstruction of the 
Universe] [cat. 36]:37 “dynamic,” “noise-making,” 
“luminous,” “exploding.” And images from Italian 
magazines of the 1910s depicting New York had 
been inspirational to the Futurist idea of the city 
of the future, as envisioned especially by Umberto 
Boccioni and by Antonio Sant’Elia.38 

But Depero’s actual first-hand experience of 
the city proved hard to reconcile with his ideals. 
Ricostruzione futurista dell’universo wanted to rec-
reate the universe, “cheering it up.”39 But Depero 
found the city “a devil-made metropolis, inhabited 
by a devil-possessed humanity,”40 as he wrote to 
the Futurist artist Gerardo Dottori (1884–1977), 
and its urban environment oppressive and alienat-
ing, especially in moments of financial hardship. 
Everything went too fast in New York, he said, 
so he looked forward to a quiet weekend in the 
countryside.41 He also wrote: “With strenuous ef-
forts I turn away from the crowd and go home. 

I can take no more shops hurling into my face, 
no more skyscrapers weighing down onto my 
head, no more illuminated texts blinding me.”42 
Now, whereas a similar statement would sound 
normal to any New Yorker, when pronounced by 
a Futurist it became a declaration of defeat. For 
Depero, this reality was all the harder to accept 
precisely because of his identification of New York 
with his utopian ideals.43

Depero described what he called “the metro-
politan mule.”44 He was a member of the crowd 
oppressed by the gigantic gears of the New Babel 
[fig. 10]. Before going to New York, Depero had not 
been particularly interested in depicting the crowd 
(unlike other Futurist artists). There he dedicated 
many images and reflections to it: it was not the 
crowd evoked in Balla’s interventionist paintings, 
unified by its patriotic voice and will; it was the 
contrary, a crowd fragmented and disoriented by 
the heavy geometric structure of the city. Depero’s 
negative interpretation of the modern city can be 
compared to that of George Grosz, as proposed by 
Enrico Crispolti, or Fritz Lang, who used the name 
New Tower of Babel for the corporate headquarters 
in his famous movie Metropolis of 1927 [fig. 11]. 
The oblique towers give a sense of instability and 
chaos, as if this excessive structure was about to 
implode or crash on top of its inhabitants and those 
who overcrowd the underground world of labor-
ers. The repetitive anonymity of the grid structure, 
the working conditions, and the hyper-stimulation 
of the modern city have turned the metropolitan 
inhabitant into an externally controlled robot. In 

fig. 8. Book covers:

Left circle, memoirs: Carlo 
Carrà, La mia vita [My Life], 
1943; Giorgio De Chirico, 
Memorie della mia vita [The 
Memoirs], 1945; Gino Severini, 
Tutta la vita di un pittore [The 
Life of a Painter], 1946

Right circle, books about 
America: Margherita Sarfatti, 
L’America: ricerca della 
felicità [America: The Pursuit 
of Happiness], 1937; Emilio 
Cecchi, America amara 
[Bitter America], 1939; Elio 
Vittorini, Americana, 1942

Center: Fortunato Depero, 
Fortunato Depero nelle opere 
e nella vita [Fortunato Depero 
in his Works and Life], 1940 
[cat. 269]

fig. 9. I fari dell’avvenire, 
Bitter e Cordial Campari [The 
Stoplights of the Future, 
Bitter and Cordial Campari]. 
Galleria Campari
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the free-word composition Stato d’animo a New 
York [State of Mind in New York] [fig. 12], he is 
overwhelmed by the many languages and stimuli 
of the city and has to turn his mind to his Italian 
certainties, Marinetti and Mussolini, in order to 
react and move forward: “Avanti.”

While Depero’s reaction to the city was, like 
Grozs’s and Lang’s, one of revulsion and fascina-
tion at the same time, he did not share their anti-
capitalist ideology. Depero actually celebrated  
the consumerism of the Americans. “Every year the 
Americans remodel their homes – they destroy with 
remarkable easiness,” he wrote. “They are a fickle, 
capricious people – and these are great qualities to 
progress and to keep the market lively.”45 In his mani-
festo, Il futurismo e l’arte pubblicitaria [Futurism and 
Advertising Art], which was conceived in New York 
and published in Italy in 1931,46 Depero famously 
celebrated contemporary industrialists by compar-
ing them to ancient patrons of the arts, and he called 
advertising the truest and most direct heir of the 
grand art historical tradition. 

BOMBS AGAINST SkySCRAPERS
During his stint in New York, Depero changed in 
three major ways: he developed an antagonist sen-
timent toward the modern city; he realized that 
painting was powerless in that context; and he 
embraced advertising, mass media, and popular 
entertainment as the necessary avenues to survive 
and master the metropolis.

Well before going to New York he worked in sev-
eral media and merged the boundaries between 
them, but he still considered painting the most im-
portant of all. In 1927, as he was getting ready for 
New York, he wrote: “to ship over there not only my 
decorative art but also my most important pieces, 
namely my paintings.”47 These colorful paintings 
were “concentrated bombs of polychromatic explo-
sions. How I’d love to hurl them against the dismal 
parallelepipeds of this Babel.”48 Accordingly, the 
first logo of his Futurist House of Art presented 
a painter’s palette or alternatively a target on the 
facade of three anonymous parallelepipeds [fig. 13, 
cat. 168].49 The bomb-paintings were the canvases 
shipped from Italy, which failed to sell. 

Before moving to New York, Depero had repre-
sented advertising as a megaphone. Once there, as 
noticed by David Leiber, he realized that the city 
itself was the most powerful megaphone, as we can 
see from a later version of his logo [fig. 14], where 
the painter’s palette is substituted by the name 
Depero and the skyscrapers are no longer targets 
against which the artist throws his bombs; rather 
they function as a sounding board for his name. 
Later similar buildings would become a podium for 
the advertised product [fig. 15, cat. 185].

In a work like Nove teste con cappello [Nine 
Heads with Hat] [fig. 17, cat. 195], Depero embraced 
the grid and the repetitive quality of the city life 
and its commercials. The pattern contained the 
simplified face of Al Capone, the quintessential 
mass-media icon of the moment [fig. 16], which was 
recognizable from the rounded face, full lips, and 
bulbous nose (different from Depero’s typically tri-
angular noses). The only art possible in New York, 
Depero seems to say, acts in the city and is part 
of the city. When Depero was in Paris in 1925 he 
admired the modern capital but also paid a visit to 
art shows and to the studio of Constantin Brancusi 
(1876–1957).50 In New York he did not visit other 
artists’ studios, nor did he seem to notice that the 
Museum of Modern Art had opened while he was 
there.51 But he did find art in other places. “I was 
told that there is no art in America […] this is not 
true,” he wrote. “The skyscrapers offer audacious 
perspectives, only interrupted by advertising, lu-
minous machines, […] exuberant and enormous 
publicities. Lights that drop and explode and spin 
dramatically, directing the stream of the crowd in 
a rhythmic flux and re-flux of a thousand colors.”52

* Developed as part of a 2013–14 fellowship at the Center 
for Italian Modern Art (CIMA) in New York, this article 
derives from a paper presented at the Fortunato Depero
Study Day, CIMA, February 21, 2014. I extend my gratitu-

fig. 10. The New Babel, 1930. 
MART, Museo di arte moderna 
e contemporanea di Trento e 
Rovereto

fig. 11. Fritz Lang, Metropolis, 
1927. Silent movie, 21’49 min. 
Friedrich-Wilhelm-Murnau 
Stiftung, Wiesbaden

fig. 12. Stato d’animo a New 
York [State of Mind in New 
York], free-word composition, 
1930. Carlo Belloli Collection, 
Basel  
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de to Fabio Belloni, Heather Ewing, and Laura Mattioli, 
whose comments and ideas during the year spent at 
the CIMA have greatly contributed to the present text.

1. See especially Maurizio Scudiero and David Leiber,
Depero futurista & New York (Rovereto: Longo, 1986);
Fortunato Depero, Un futurista a New York, ed. Claudia 
Salaris (Montepulciano: Del Grifo, 1990); Gabriella
Belli (ed.), Depero futurista: Rome – Paris – New York, 
1915–1932 and More (Milan: Skira, 1999), places special 
emphasis on the latter of the three capitals, starting

with the cover image; Laura Chiesa, “Transnational 
Multimedia: Fortunato Depero’s Impressions of New 
York City,” California Italian Studies, 1 (2), 2010, http://
escholarship.org/uc/item/7ff9j31s [accessed on 
January 10, 2014].

2. A chronology of Depero’s shows in New York is recons-
tructed in Belli, Depero futurista: Rome – Paris – New
York: Depero Futurist House, 23rd Street (December
15, 1928–January 8, 1929); Depero Modernist Paintings 
and Tapestries, Guarino Gallery of Contemporary

Italian Art, 600 Madison Avenue (January 8–February 

9, 1929); Exhibition of the Italian Book, Arnold Constable 

& Co., Fifth Avenue (March 15–30, 1929); Italian Art 

Exhibition: Modernist Tapestries and Pillows. Depero 

Pottery. Venetian Linen, Fascio Margherita di Savoia, 210 

Fifth Avenue (April 25–May 25, 1929); Arte Pubblicitaria, 

Advertising Club, 23 Park Avenue (October 7–20, 1929); 

Bozzetti Scenici, Wanamaker Auditorium, New York 

(June 1930).

fig. 13. Depero Modernist 
Paintings and Tapestries, 
catalogue of the exhibition 
held at the Guarino Gallery of 
Contemporary Italian Art, New 
York, 1929 [cat. 168]

fig. 15. Cordial Campari, 1929. 
Galleria Campari [cat. 185]

fig. 16. Unknown 
photographer, Alphonse  
(Al) Capone, c. 1929 

fig. 14. Letterhead of Depero’s 
Futurist House of Art, 1929. 
MART, Archivio del ‘900, 
Fondo Depero

fig. 17. Nove teste con 
cappello [Nine Heads with 
Hat], 1929-30. Private 
collection, Switzerland 
[cat. 195]
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3. “Le caricature che maggiormente colpiscono e che,
secondo me, caratterizzano questa processione pub-
blicitaria, sono gli immensi palloni dondolanti […]
che rappresentano figurazioni umane e animali. Sono 
elefanti volanti, teste lunari che ridono e ballonzolano 
beatamente galleggiando sopra la folla del pubblico […] 
Sembrano appartenere ad un mondo fiabesco creato
da immense e capricciose bolle di sapone”; Fortunato 
Depero, Fortunato Depero nelle opere e nella vita 
(Trento: Mutilati e Invalidi, 1940), 239. The translation 
is mine. The book, whose literal translation of the title is 
“Fortunato Depero in his Works and Life,” was published
in English as So I Think, So I Paint (Trento: Mutilati e
Invalidi, 1947) with a substantially revised content and 
structure.

4. These cities appear in other chapters dedicated res-
pectively to: inspirational figures (“Incitatori”); theory 
(“Ideologie d’artista”); painting (“Opera pittorica”); ta-
pestries (“Arazzi Depero”); furniture and interior design 
(“Nuovo orizzonte artigiano”); and theater (“Teatro
plastico”).

5. His 1930 commissions for two restaurants in New York, 
Enrico & Paglieri and Zucca, included painted panels, 
but they were part of a broader project involving archi-
tecture and furniture, all designed as a whole by Depero.

6. The exhibition included no less than twelve drawings 
depicting New York, but of the sixteen paintings shown 
in Venice, only one portrayed this city. XVIII Esposizione 
Biennale Internazionale d’Arte (Venice: Biennale di
Venezia, 1932), 171–72.

7. Depero to Franco Rampa Rossi, Milan 1922, reproduced 
in Scudiero and Leiber, Depero futurista & New York, 243.

8. The industrialist and collector Arturo Benvenuto
Ottolenghi was the main sponsor of his trip. See Depero,
Un futurista a New York, 217. Fedele Azari (1895–1930) 
conducted business in New York and was probably part 
of Depero’s enthusiasm for the city. In the spring of 1928, 
when the project materialized, however, Azari warned 
Depero about the difficulties and the taste gap he would 
encounter in America. Beatrice Avanzi, “Fortunato
Depero e la pubblicità: un’arte ‘fatalmente moderna’,” 
in Depero pubblicitario: dall’auto-réclame all’architettura
pubblicitaria, ed. Gabriella Belli and Beatrice Avanzi
(Milan: Skira, 2007), 31–32.

9. Depero, “Il futurismo a New York,” 1929 manuscript,
reproduced in Scudiero and Leiber, Depero futurista & 
New York, 218. The translation is mine.

10.  Depero to Marinetti, October 2, 1928, in Filippo Tommaso
Marinetti Papers, Box 10, Folder 214, Beinecke Rare
Book and Manuscript Library, Yale University, New
Haven. The translation is mine.

11. Fortunato Depero, Depero futurista, 1913–1927 (Milan: 
Dinamo Azari, 1927).

12.  Depero to Marinetti, October 2, 1928 (see n. 10). 

13. Belli, Depero Futurista: Rome – Paris – New York, 150, nn.
1 and 2.

22. Depero described how a promised grant was withdrawn
and his American enterprise was made possible by the 
financial support of the industrialist and philanthropist,
Arturo Benvenuto Ottolenghi: “raggiungo Genova fidu-
cioso in seguito ad una promessa ottenuta a Roma di 
avere una riduzione sul dispendioso viaggio. Invece de-
lusione completa” [As a result of a promise obtained in 
Rome to have a reduction on the expensive trip, I reach 
Genoa confident. Instead complete disappointment];
Depero, Nelle opere e nella vita, 275–77. 

23. Through his letters to Marinetti, Depero promoted his 
American activity as a tool to advertise a modern Italy 
regenerated by Mussolini. Soon after his return to Italy, 
Depero was named Cavaliere Ufficiale dell’ordine della 
Corona d’Italia for his Italian propaganda in America. 
See telegram by Boselli to Marinetti [1931 settem-
bre], da Roma a Roma, Fondo Fortunato Depero, Dep. 
3.1.25.6, MART Archivio del ‘900, Museo di arte moderna
e contemporanea di Trento e Rovereto.

24. Fortunato Depero, “I ravioli di Rosetta,” in Depero, Un 
futurista a New York, 90–92. For Depero’s description
of how the idea of hosting Italian dinners arose, see
Depero, So I Think, So I Paint, 127–28. [Prohibition, the 
nationwide ban on the manufacture, transportation and
sale of alcoholic beverages in the United Sates, was in 
place from 1920 to 1933 — Ed.] 

25. Condé Nast Publications to Depero, March 27, 1930,
Fondo Fortunato Depero, Folder Corrispondenza sciol-
ta 1930, MART Archivio del ‘900, Museo di arte moderna 
e contemporanea di Trento e Rovereto.

26. Vanity Fair published Depero designs on the covers
of its July 1930 and March 1931 issues. The latter also 
included a short article, “The Past and the Present of a 
Futurist” (p. 31), which reproduced a different version 
of the cover motif.

27. “Mezz’ora di tram, mezz’ora di treno elevato e mezz’ora 
di treno sotterraneo. Poi un’ora di trabiccolo traballan-
te, un rudere di tranvai attraverso sobborghi di lurido 
ghetto. Barcollo maledettamente, annuso a malincuore, 
cammino attraverso la fitta pioggia con il bavero rialza-
to, chiudendo i pensieri in un fascio orizzontale di sfida 
sotto il braccio. / I ponti di metallo che attraverso sono 
giganteschi […]. Disceso dai ponti con un nuovo tranvai
sorpasso alcuni blocchi […]. Scendo, dieci giri in avanti,
cinque giri in dietro. Domando, richiedo e finalmente 
una porta di ferro segna il numero che cerco”; Fortunato 
Depero, “In cerca di una dita,” in Depero, Un futurista a 
New York, 48, quoted here from Depero, So I Think, So I 
Paint, 109–10.

28. Günter Berghaus, Futurism and Politics: Between
Anarchist Rebellion and Fascist Reaction, 1909–1944
(Oxford: Berghahn Books, 1996), 290–307.

29. Depero’s articles on New York include: “New York:
impressioni vissute” [New York: Lived Impressions],
Numero unico futurista Campari (Milan: Ditta Davide
Campari, 1931) [39–44]; “A zig zag per la Va Avenue”
[Zigzag along 5th Avenue], La Sera, August 24, 1931;

14.  Depero’s Futurist House of Art business card, 1929,
reproduced in Scudiero and Leiber, Depero futurista & 
New York, 127.

15. “Credo riuscirò a creare col tempo il mio sognato
villaggio futurista”; Depero to Marinetti, October 2,
1928. He talks about the project of a Futurist school
in another letter: Depero to Marinetti, April 25, 1929,
in Filippo Tommaso Marinetti Papers, Box 10, Folder
214, Beinecke Rare Book and Manuscript Library, Yale 
University, New Haven.

16. “Casse e bauli di quadri, disegni ed arazzi requisiti e
mandati in dogana dove sostano per ben due mesi e
sono poi rilasciati dopo cento consulti e con il pagamen-
to del dazio di ben 15.000 lire (diconsi quindici mila lire) 
che non possedevo” [Boxes and trunks of paintings,
drawings, and tapestries seized and sent to Customs, 
where they remain for two months and are finally deli-
vered after endless paperwork and upon payment of a 
tax of 15,000 lire (that is correct, fifteen thousand lire) 
which I did not have]; Fortunato Depero, “Nel porto di 
New York,” in Depero, Un futurista a New York, 25.

17. The flyer for the Guarino show listed carefully the titles
of seventeen paintings and seventeen tapestries, but
only mentioned generic “drawings and posters” and “pi-
llows,” which were obviously less important. Depero’s 
private note on the exhibition sales, however, listed
only five pillows and one drawing: none of the important 
(expensive) pieces was sold. See “Attività Depero a New
York, Manoscritto, 10 pp.” in Nuovi archivi del futurismo, 
ed. Enrico Crispolti (Rome: De Luca, 2010), 310.

18. Depero had to pay $1,200 for the termination of the
agreement. He renounced his large workshop and ex-
hibition space and only kept a bedroom, kitchen, and 
shared restroom. He was then hosted by his friend John 
Salterini and later moved to a less expensive apartment 
on 11th Street.

19. “E’ la più vera e più geniale propaganda d’italianità che 
sto facendo”; Depero to Marinetti, April 25, 1929 (see 
n. 15).

20. See Sergio Cortesini, ‘One day we must meet’: La politica
artistica italiana e l’uso dell’arte contemporanea come
propaganda dell’Italia fascista negli Stati Uniti tra 1935 
e 1940, PhD dissertation supervised by Simonetta Lux 
(Rome: Università degli Studi di Roma La Sapienza,
2003).

21. The only exception was the 1926 Exhibition of Modern 
Italian Art, curated by Christian Brinton under the
patronage of the Italian Government, which opened
at the Grand Central Art Galleries in New York. The
show, which included four paintings by Depero, is an 
important precedent to Depero’s American enterprise. 
Brinton was a major supporter of Futurism in the United
States and a friend of Depero’s collector and collabo-
rator, Fedele Azari. His enthusiastic text for Depero’s
exhibit at the Guarino Gallery should be seen in line with
the 1926 show and with his promotion of non-French
art.
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“Fuoocoo – Con Massine all’Auditorium – Un delinquen-
te a sei anni” [Fiiree – with Massine at the Auditorium 
– A Six-year Offender], La Sera, September 2, 1931; 
“Corteo pubblicitario ‘Macy’” [Macy’s Advertising 
Procession], La Sera, September 23, 1931; “La questio-
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38. See Iain Boyd Whyte, “Futurist Architecture,” in 
Günter Berghaus (ed.), International Futurism in Arts 
and Literature (New York: De Gruyter, 2000), 364. In his 
1914 manifesto Architettura Futurista, Boccioni wrote: 
“Oggi cominciamo ad avere intorno a noi un ambiente 
architettonico che si sviluppa in tutti i sensi: dai lumi-
nosi sotterranei dei grandi magazzini dai diversi piani di 
tunnel delle ferrovie metropolitane alla salita gigantesca 
dei grattanuvole americani” [“Now around us we see the 
beginnings of an architectural environment that deve-
lops in every direction: from voluminous basements 
of large department stores, from the several levels of 
the tunnels of the underground railways to the gigantic 
upward thrust of American skyscrapers”; quoted from 
City Images: Perspectives from Literature, Philosophy, 
and Film, ed. Mary Ann Caws (New York: Gordon and 
Breach, 1991)].

39. Giacomo Balla and Fortunato Depero, Ricostruzione 
futurista dell’universo, see pp. 369–75 in this catalogue.

40. “Ma credilo, New-York è una metropoli creata dal diavo-
lo per una umanità indiavolotissima”; letter to Gerardo 
Dottori, n.d. (1929), published in Dottori: Futurista ae-
ropittore / Dottori: Futurist Aeropainter, ed. Massimo 
Duranti, exh. cat. Galleria d’Arte Narciso, Turin, May 
23–June 28, 1997; Casa Italiana Zerilli-Marimò, New York 
University, New York, May 4–31, 1998 (Perugia: Graphic 
Masters, 1997; Effe, 1998), 10. 

41. “Parlare in fretta, salutare in fretta, visitare in fretta, affa-
ri in fretta, vestirsi in fretta, bagno in fretta. Una lettera, 
tre lettere, cento lettere tutte in fretta. Conversazioni 
sempre interrotte e tutte affrettate. Telefonate all’in-
finito. Media di telefonate giornaliere a N.Y. ventidue 
milioni. Uscire di casa in fretta. Prendere un treno 
elevato in fretta. Discendere nella ‘subway’ in fretta. 
Traversare le strade affollatissime in fretta, mangiare 
in fretta. Finalmente la domenica scampagnata... forse 
tranquilla!” [Talking in a hurry, saying good bye in a hu-
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GIOVANNI LIStA

In promoting the compatibility between the cel-
ebratory language of plastic glories or of adver-
tising architecture and the expressive potential 
of the cold and dynamic materials that incarnate 
the metallic and energetic quality of the industrial 
world, Depero established an ever-greater rap-
prochement with the aesthetics of the decade. 
After the “mechanical splendor” celebrated by 
Marinetti, Depero’s “metallic style” increasingly 

became a “steel style.” Alongside this aesthetic 
and operational vision there was also the convic-
tion that “Futurism is the most Fascist of artistic 
expressions,” which, as such, encompassed the 
most daring and excellent qualities of technical 
and industrial progress promoted by the regime. 
Depero referred his own pictorial output to this 
“ideological track,” especially during the latter half 
of the 1920s. Indeed, many works characterized by 

an extreme incisiveness and a clarity of sign and 
color belong to this period, works which became 
both solid and massive, organized in an invariably 
precise and clearly defined plastic composition, 
never permeated by attenuations and vaporiza-
tions of form, not even under the effect of the 
tense and energetic thrust of movement. Where 
necessary, dynamism was expressed in the form 
of rhythmic architecture and contrasting forces, 

“FUTURO-FAS
CIS

MO”

Proclamazione e trionfo del tricolore [Proclamation 
and Triumph of the Tricolor], 1935. MART, Museo di arte 
moderna e contemporanea di Trento e Rovereto [cat. 261]
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by way of a dialectic weave of forms, masses, and 
color, focused on the visual juxtaposition of the 
compositional elements, exalting their plastic 
emergence and volumetric self-evidence.

The “steel style” was evidenced and defined 
in a technique of sharp-edged chiaroscuros, in a 
plastic arrangement of mechanisms and vibrations 
crystallized in a complex metallic splendor. In 1925, 
Depero painted La rissa [The Brawl], where the 
mechanical aesthetics unexpectedly took on much 
darker and heavier tones, such as to conjure up 
the atmosphere of a Sironi picture.1 By re-creating 
the agitated dynamism and rhythm of contact and 
fighting, Depero plastically defined the individual 
protagonists while they scuffled like mechanical 
dolls roughly sculpted in stylized human forms. 
The emotional tension of the brawl is not conveyed 
by an explosion of energy dominated by the simul-
taneity and interpenetration of the bodies, but, on 
the contrary, by a frozen and blackish mechanical 
disfigurement, cumbersomely underpinned by the 
specific scansion of the plastic forms which, even in 
the frenzy of physical combat, maintain their own 

identity and their own sculptural clarity, further 
illustrated by the cones of solidified light that fall 
from above and enhance the metallic hardness of 
the protagonists.

Painted a year later, Fulmine compositore 
[Compositional Thunderbolt] presented an opera-
tional synthesis between the principle of “multiple 
perspective” and this new “steel style.” The elec-
tric fury of the lightning shatters and subverts the 
entire perspective of the picture in a mechanized 
world of robot-animals and humans transfigured 
in stylized and polished forms, uprooted and scat-
tered in physical space by the magnetic energy 
of the explosion of light. The world of steel is no 
longer peopled with spring-charging colorful pup-
pets, suspended in a familiar atmosphere, warm 
and naïve, but traversed by anonymous undif-
ferentiated plastic presences, frozen in cold and 
metallic shades that vary between the range of 
grays and blues. The formal framework is formed 
by a plastic assembly of angular and exaggerated 
forms, which intersect and cut one another in a 
hectic and chaotic rhythm, but one that is crys-
talline and geometric, where the sense of kinetic 
vitality is congealed by the evident graphic and 
visual immobility of the composition. Once again, 
by reason of the chromatic simplification and the 
anti-naturalistic tension aimed at [creating] a crys-
tallized glacial world outside of phenomenological 
time, the picture is part and parcel of that series 
of “lunar works” with which, from the mid-1920s 
on, Depero seemed to dialogue with Surrealism.

In reality, from the mid-1920s onward, Depero’s 
painting assumed an ambiguous expressive status. 
The artist’s theoretical enunciations and the new, 
powerful forms of his “steel style” celebrated the 
marriage between Futurism and Fascism in the 
name of progress and modernity. The iconographic 
content of his pictures, however, leaned in the op-

fig. 1. La “gloria plastica” a 
Marinetti per la I° Esposizione 
Internazionale di Monza 
[“Plastic Glory” to Marinetti for 
the 1st International Exhibition 
in Monza], 1923. Studio Emidio 
Filippini, Rovereto. MART, 
Archivio del ‘900

fig. 2. Fortunato Depero lavora per 
Trento - Sala Consiliare, Rovereto 
[Fortunato Depero works for the 
Trento City Council, Rovereto], 
1953–55. Studio Unterveger, 
Trento. MART, Archivio del ‘900

fig. 3. Sketch of the stained glass 
window of the Palazzo delle Poste 
[Main Post Office Building] in 
Trento, after 1933. MART, Archivio 
del ‘900

Fundación Juan March



341

posite direction, aligning itself with chauvinistic 
Strapaese2 ideas in the rural celebration of field 
labor and the ancestral traditions of the Italian 
provinces. The paintings La fienagione [The Hay 
Harvest, see fig. 13, p. 261], Il muggito costruisce 
la vallata [The Roar Shapes the Valley], Aratura, 
(Paesaggio al tornio) [Ploughing (Landscape with 
Lathe), see fig. 12, p. 261], Proiezioni crepusco-
lari [Crepuscular Projections], Polenta a fuoco 
duro [Baked Polenta], Splendori alpestri [Alpine 
Splendor], Lanterna [Lantern], Il legnaiolo [The 
Woodcutter], and others,3 not only no longer show 
the city and the machines and tools of progress, but 
also illustrate the trades and humble ways of life of 
the eternal Italian countryside. After his journey to 
and sojourn in Paris, Depero appears to have real-
ized that the bucolic and rustic tranquility of the 
landscapes of Capri that he had painted was not 
a reality confined to the South, but that the whole 
of Italy was in fact unaware of the phenomenon of 
the modern metropolis.

This ambiguity between a Futurist style and a 
ruralist iconography appeared again in the picture 
Alto paesaggio d’accaio (Alba e tramonto sulle Alpi) 
[High Landscape of Steel (Dawn and Sunset in the 
Alps)] [cat. 143], painted in 1927, which portrays 
the mechanical vision of a ploughing scene in a 

mountain landscape. Depero did not earmark any 
nostalgic or sentimental treatment for his own orig-
inal mountains, which, on the contrary, become a 
plastic system of polished masses in the guise of 
iron-forged volumes, cut, polished, and then ob-
served in the cold reverberation of their metallic 
splendor. The draft animals shed any specific con-
notation and are reduced to sparkling universal 
plastic stylizations of the ox and the horse, trans-
formed into heavy creatures of steel with a massive 
and powerful profile. The colors, playing with the 
essential tones of black, gray, and white, highlight 
the architectonic solidification of the volumes, pre-
sented as they are in all the projecting outburst of 
their plastic depth. The combination between the 
poster-like style and the neutral tonal suspension 
of the chromatic plan creates a truly mechanized 
and metallic dimension of reality, but one that is 
distinctly removed in a time bubble, set in a time 
that regains the archetypal cyclical nature of the 
world, more than in the period of the machine and 
its celebratory iconography.

The magnetic, fable-like climate of Depero’s 
imaginary of the previous decade dissolves in the 
face of the iron-clad resistance of the new mechani-
cal universe, which nevertheless releases a ten-
sion towards nature, culture, and man’s atavistic 
activity, present like a figurative subtext albeit in 
mechanized form. By slipping in a visual reference 
to the sunset, the unfolding of the solid beams of 
light that cut the atmosphere, and ploughing as 
a moment of productive symbiosis between man 
and nature, Depero was looking not only at the me-
chanical substance that governs the physical struc-
ture of every universal element, from humans to 
animals to inanimate objects, but also and above all 
at the ultimate mechanistic principle that regulates  
the continuous cycle of the universe.

fig. 4. Photograph of Creare 
- costruire – volare [Create – 
Build – Fly], after 1934. Photo 
Alessandro Stucchi, Milan. 
MART, Archivio del ‘900

fig. 5. Photograph of I 
gagliardetti della fede [The 
Pennants of Faith], after 1930. 
MART, Archivio del ‘900
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In September 1928, Depero left for New York, 
where he had a one-man show, designed the inte-
rior decoration for the Zucca restaurant and the 
dining room at Enrico & Paglieri, studied stage 
solutions and costumes for the Roxy Theater and 
for the ballet American Sketches, focusing on free 
choreographies unfettered by the academic rules 
of ballet displayed by dancers in decorated tights. 
He worked assiduously in the field of advertising 
art, producing covers and illustrations for the ma-
jor publications of the day, Vogue [cat. 198], Vanity 
Fair [cat. 197, 199, 222], Sparks [cat. 214], The New 
Yorker, News Auto Atlas [cat. 217], Atlantica [cat. 
170], and others.4 That lengthy New York stay of-
fered the artist numerous figurative cues and sug-
gestions, but without fundamentally de-structuring 
the imaginary and the de-figurative approach, in 
part because Depero did not manage to establish 
constructive relations with the American avant-
garde, hungry for novelty but at that time totally 
mesmerized by the uproar of Surrealist experimen-
tation spreading on the other side of the Atlantic.

The American experience did however give rise 
to a return, in new forms, to the assumptions of 
modernity legitimately proclaimed by Futurism. In 
the painting titled Big Sale (Mercato di Down–Town) 
[Big Sale (Downtown Market)] [cat. 184], Depero 
rediscovered urban iconography by expressing 
his attraction to the typical multi-ethnic folklore 
of America, rendered above all in the plastic trans-
lation of the caricature of the Afro-American “coon” 
at work in a street market, alongside the stylized 
shape of the underworld boss in the typical 1930s 
pin-striped suit. The Afro-American native re-pro-
posed the marked and typified features of so-called 
“negritude,” with pronounced and salient lips, 
small perforated ears, and clothing that recalled 
the image of a native transplanted into the great 
metropolis, an everlasting stranger stigmatized 
by Depero in accordance with that combination 
of attraction and curiosity which the artist often-
times reserved for the figurative and mental motif 
of the “savage” immune to the technologization of 
progress. In dialectical contrast to the spontaneous 
vital, characterological, and chromatic charge of 
the “coons” selling hats and food, the 1930s’ boss, 
wrapped in an impressive and elegant black pin-
striped suit of armor, represented the other face 
of American otherness, the degenerate cultural 
superstructure: overall, this was the stylized and 
summary vision of America in the common imagi-
nation of someone observing it from the other side 
of the ocean.

The crisis triggered by the collapse of Wall Street 
persuaded Depero to return to Italy. His signature 
appeared as a matter of group discipline under the 
1929 Manifesto dell’aeropittura futurista [Manifesto 
of Aeropainting], which sanctioned the opening of a 
new path for the Futurist experiment, influenced by 
the modern mythology of flight and the new aerial 
perspectives ushered in by the technical advances 
of the aeronautical industry promoted by the gov-
ernment and, thus, also conditioned indirectly by 

Fascist ideologization. But Depero would never un-
dertake research in that direction. Not only that: 
while in the triumphant years of aeropainting the 
Turin magazine Stile Futurista glorified the new ten-
dency and the novel figurative language with which 
the movement was experimenting – founded on the 
broadening of the visual radius, the verticalization 
of perspective, and the distortion of the optical 
vision or the pictorial virtuosities of the cosmic ide-
alism deriving from them – Depero instead chose 
to publish in those same pages the text “Stile di  
acciaio” [Steel Style] concentrating on the new in-
spirational nucleus of the modern age, the machine, 
thus remaining moored to the vital nerve centers 
of the investigation that had informed his entire 
personal itinerary. Paradoxically, the selfsame 
Futurists no longer talked about steel but rather 
referred to the new, lighter metal alloys, such as 
tin, necessary for the new industrial developments 
called for by aviation. Clear proof that, for Depero, 
the “steel style” was now an ideological metaphor.

In these terms, Depero started to define his 
own personal position based on the ambiguous 
relation between Futurism and Fascism: for him, 
Futurism was the expression of the revolutionary 
genius that would achieve the splendor of the new 
Italy, blazing the trail of a renewed art, endowed 

fig. 6. Photograph of Mare 
d’acciaio [Sea of Steel], 
after 1934. MART, Archivio 
del ‘900

fig. 7.  Photograph of 
Solidità fascista [Fascist 
Solidity], after 1934. MART, 
Archivio del ‘900
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with a new style, the “steel style,” with which it 
would exceed all the styles of the past: “Today, the 
Futurists are creating works inspired by the glory, 
the heroism, the constructive solidarity of the great 
Fascist revolution.”5 Obviously enough, the poetics 
of mechanical art thus ideologically radicalized by 
Depero had nothing of the relation with the world 
of work and with the proletarian class of industrial 
workshops, as had been theorized by the Futurism 
of Vinicio Paladini during the first half of the 1920s.6

When Prampolini ushered in the new path of 
cosmic idealism from within aeropainting with 
the picture Palombaro dello spazio [Space Diver], 
Depero came up with an enthusiastic analysis.7 
He duly painted the picture Prismi lunari [Lunar 
Prisms, see fig. 15, p. 258], a visionary composi-
tion imbued with a metaphysical flavor in which he 
presented the decomposition of an interior struc-
tured like a double perspectival box suspended 
in a sidereal, timeless space, in an ethereal vision 
intensified by the dry chromatic contrast between 
the deep black of the sky and the blues and azures 
of the solid construction of the intimist interior. 
The plastic body of the dwelling and the objects 
filling it were once again sculpted by the solidi-
fied beams of moonlight, which penetrate and cut 
bright and crystalline forms scattered in a multi-
focal perspective, each one enhanced in its spe-
cific and unrelated plastic evidence. To sum up, 
Depero re-proposed all the linguistic factors that 
had been gradually added to his own aesthetic 
and theoretical repertory, not least the detail of 
the moon which, duplicated on the left and right 
of the suspended plastic structure, describes a cy-
clical and thus vital movement, which once again 
re-kindles the reflection about the world’s intrinsic 
mechanism. If this latter essentially turns out to be 
a machine, the most perfect of machines, it finds 

in its own mechanicity the very secret of the life of 
the cosmos, beyond space and time.

On a theoretical level, Depero’s position in 
the contradictory relationship between Futurism 
and Fascism appears to be extremely conflictual, 
precisely because his painting falls back on the 
provincial reality of his homeland and on ances-
tral Italian rural themes. With aeropainting and 
the celebration of the new frontiers opened up by 
the aeronautical industry, much encouraged by 
Mussolini, Futurism underwent a new ideological 
alignment with the regime, becoming the techno-
cratic instrument with which Fascism popularized 
and rooted in the common imaginary the mythol-
ogy of a modernization of the country by forced 
stages, and a definitive concretization of the project 
of industrialization and imperialist expansion: not 
by chance, these were the years in which Fascism 
enjoyed its maximum national consensus. In the 
mutual interest of supporting each other, Futurism 
and Fascism joined forces in this period in a rela-
tion of ambiguous and compulsory collusion. The 
journal Futurismo [cat. 240, 241, 249, 251, 252], pub-
lished in Rome by Mino Somenzi8 as Settimanale 
dell’Artecrazia Italiana, represented the official or-
gan of the movement in this phase of ideological 
symbiosis and subordination to the government. 
Bound up with the ideas and international open-
ness of Stracittà,9 the review propounded the need 
for a State art and identified 1930s’ neo-Futurism 
as the best Italian expression capable of becoming 
as much. At the same time and in complementary 
fashion, Somenzi glorified the Futurist aesthetic 
identity and the political grandiosity of Fascism, 
establishing an ideological correspondence be-
tween Marinetti’s role and that of Mussolini, both 
invested with the cult earmarked for the “leader,” 
the pivotal figure of the movement and, by exten-
sion, between the “artistic dynamism” of the one 
and the “political dynamism” of the other, consoli-
dating in popular feeling the formula of so-called 
“futuro-fascismo.”

Depero was situated in this ambiguous rela-
tion between Futurism and Fascism, confirming as 
much through his essential contents, but with the 
usual ideal freedom that now set him apart. In pub-
lishing the magazine Futurismo 1932 in Rovereto, he 
took up the official line of the Futurist movement 
developed by Marinetti. He thus eschewed any 
out-of-the-way mixture between art and politics, 
asserting that Marinetti and Mussolini were two 
personalities overlaid in a perfect harmony that 
would give rise to the future grandeur of the new 
Italy. The following year, in his new review Dinamo 
futurista [cat. 243–247, 254], he wrote: “Today there 
is a perfectly tangible and absolutely irrefutable 
Futurist atmosphere,” making reference to the 
wave of progress and the industrial and produc-
tivist ideology promoted by both Mussolini and 
Marinetti. But while Somenzi increasingly inscribed 
the thinking about Fascist Italy in an international 
projection, Depero published an essay by Franco 
Sartori10 titled “Dinamizziamo la provincia,” in 

fig. 8. Photograph of pencil 
drawings of pilots, after 1934. 
MART, Archivio del ‘900

fig. 9. Photograph of Nuova 
luce. Progetto per pavimento 
in mosaico per Casa Balilla 
[New Light. Mosaic pavement 
design for the Balilla House], 
after 1935. MART, Archivio 
del ‘900
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which he proposed retrieving and promoting the 
most inert pockets of society and Italian cultural 
life, in the name of a renewed productivist activ-
ism. Depero’s assiduous involvement in the field 
of advertising promotion confirmed his lively par-
ticipation in the new productivist prospect of art 
and culture with which both Futurism and Fascism 
seemed to be seeking an alignment with the ide-
ology of Russian productivism. Even if, obviously 
enough and unlike this latter, the productivism of 
Futurist art did not essentially have any social-
ist utility with regard to improving the quality of 
life. On the contrary, based on Nietzschean and 
Bergsonian vitalism, the productivist thinking of 
Marinetti was subordinate to capitalism and to the 
reasoning of the Fascist nation.

The pages of Dinamo futurista became the 
dialectical space in which Depero recorded the 
progressive detachment between Futurism and 
Fascism, and in which, with a combative spirit, he 
made a strenuous defense of Futurism as it was 
gradually denigrated by the regime, labeled as an 
unwholesome and anti-traditionalist art and in the 
end likened to the subversive and anti-national 
spirit of the Bolsheviks and the Jews. He in fact 
published the report of the important Mostra del-
la Rivoluzione Fascista [Exhibition of the Fascist 
Revolution] which was held the year before in 
Rome to celebrate the tenth anniversary of the 
March on Rome.11 The show was meant to attest 
to the culmination of the symbiosis between the 
two movements, with the recognition by Fascism 
of the propagandist value of the most modern 
forms of avant-garde expression, including photo-

montage, mural plastic art, sculptures made with 
anti-traditional materials, and so on. In the pages 
of the journal, however, Enrico Prampolini talked 
of an attempt by the government to conceal, in 
the various organs of the press, the contribution 
made to the show by Futurism. Now sidelined 
and discredited, Futurism sought to re-establish 
a constructive contact with the powers-that-be in 
order to survive itself, by deepening the original 
nucleus of its own expressive research through a 
self-referential traditionalism which, by retrieving 
the past victories of Marinetti’s movement and re-
membering its own interventionist commitment 
during World War I, went partly against the Fascist 
imposition of fidelity to the regime.

This strategy, sought by Marinetti, led to the 
organization in Milan, in 1933, of a retrospective 
exhibition devoted to Boccioni, symbol of the first 
heroic stage of the Futurist avant-garde and a fer-
vent supporter of interventionism. Mussolini, too, 
isolated on the international scene, saw in the re-
evocation of the memory of Boccioni the possibility 
of re-kindling a form of cultural prestige capable of 
stimulating the attention of France and thus sow-
ing the seeds of new political alliances. The exhibi-
tion, however, gave rise to keen disapproval from  
the most intransigent sectors of the government. 
In the pages of Dinamo futurista, Depero replied 
to the various attacks by highlighting the show’s 
“combative character,” defending it against “cer-
tain Italians” who “stubbornly blocked the way 
for Futurism.” Following this turn of events, the 
publication of Dinamo futurista came to an end. The 
“Futuro-Fascismo” symbiosis was definitely over.

But Depero’s research carried on for all that. In 
1934, the artist published his Liriche radiofoniche 
[Radio Lyrics] [cat. 255], compositions devised for 
“radio broadcasters” in which, in a “simultaneous 
and jovial style,”12 there was a blend of “phonic 
lyricism, sonorous and noisy.” Depero tried to 
adapt the listener’s enjoyment to the new rhythm 
and the new listening conditions of modern life, 
thus proposing radio broadcasts that had “com-
municative clarity”, “emotional vibration”, “united 
and organic imagination even in contrast,” and a 
“felicitous sense of union between reality and fan-
tasy.” In reality, he did not manage to encompass 
the much more revolutionary aspect of that “art of 
space” which Marinetti developed at the same time 
by intervening in the new field of radio broadcast-
ing13 to the point of foreshadowing the spatialist 
poetics duly launched by Lucio Fontana14 in the 
postwar years.

Depero also signed the Manifesto della plas-
tica murale futurista [Manifesto of Futurist Mural 
Painting] without, as in the case of aeropainting, 
the new aesthetic affecting or altering his language 
and his aesthetic orientation. In this period, on the 
contrary, it was the Trentino landscape, to which 
he had retired for good, that became the habitual 
subject of a landscape painting with a markedly ar-
chitectonic perspectival centrality, synthesized in 
an ever more massive and pronounced plastic com-

fig. 10. Photograph of Ala 
Fascista (Arazzo concorso 
Gianni Caproni, VI Sindacale 
d’Arte di Trento) [Fascist 
Wing (Tapestry for the 
Gianni Caproni Competition, 
VI Trento Art Union], 1937. 
MART, Archivio del ‘900
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position,  softened by uniform and rather neutral 
tonal foundations, oriented increasingly towards an 
autumnal palette. As emerges from the later works, 
including Case alpestri in blu [Mountain Houses in 
Blue], a picture playing entirely on the plastic artic-
ulation between blues, yellows, and browns. Once 
again, well removed from any mythological celebra-
tion of the metropolis, the natural landscape was a 
familiar, warm space, suspended in an ethereal and 
a-historical dimension. In the years that followed, 
Depero gradually disappeared from the hubbub 
of the avant-garde scene, though he continued to 
pursue his activity tirelessly and passionately.

*  Giovanni Lista, “Futuro-fascismo” section in 
“L’esperienza futurista di Fortunato Depero,” in 
Fortunato Depero, Ricostruire e meccanizzare l’univer-
so, ed. Giovanni Lista (Milan: Abscondita, 2012), 280–88, 
from where it has been translated from the Italian by 
Simon Pleasance.
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a break with traditional forms in support of modern 
tendencies in art and literature and cosmopolitan life 
— Ed.

10.  Franco Sartori (1892–1965) was an Italian poet — Ed.

11.  The occupation of Rome by Mussolini and his followers 
took place on October 27–29, 1922. Forty tears later it 
was the subject of a film of the same name directed by 
Dino Risi — Ed. 

12.  Fortunato Depero, in the preface to the volume Liriche 
radiofoniche (Milan: Morreale, 1934). For a full repro-
duction of this text in English, see p. 424.

13.  See Giovanni Lista, Futurismo: la rivolta dell avanguardia 
(Milan: Silvana Editoriale, 2008). On Marinetti and the 
radio, see the Manifesto futurista della radio [Manifesto 
of Futurist Radio (Radia)] published in English in this 
catalogue, pp. 379–80.

14.  Lucio Fontana (1899–1968) was an Italian Argentine ar-
tist (painter, sculptor, ceramist, and graphic designer), 
founder of the Spazialismo movement and author of its 
White Manifesto — Ed.
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FABIO BELLONI

Today, Fortunato Depero is unanimously regarded 
as a key figure in the artistic scene of 20th cen-
tury Italy. Over the past decades, many studies 
have shed light on his strengths: his original and 
autonomous reading of Futurism, his long soggiorno 
in New York at a time when Paris was still the pre-
ferred destination of artists, and above all his 
ability to go beyond the traditional hierarchies of 
genres, remaining open to very different techniques 

and spheres. But Depero’s value has not always 
been recognized. For a long time, both before and 
after his death, a simplistic interpretation of the 
artist and his work prevailed. From this viewpoint, 
Depero appeared as a subordinate, a minor author 
greatly dependent on his master – Giacomo Balla 
– and pigeonholed in that series of experiments 
for a long time defined, more or less properly, as 
“Second Futurism.”1

Depero died in Rovereto at the age of six-
ty-eight, late in 1960, at a moment still marked by 
the fiftieth anniversary celebrations of the first 
Futurist manifesto. At that point, studies about 
the movement began appearing thick and fast: the 
rapid succession of exhibitions and publications 
was unprecedented in both number and scope.2 
So numerous were they that we can only mention 
the main ones here. Two years earlier, in 1958, 

DEPERO

THE CRITICAL
FORTUNE  
AND ARTISTIC

OF THE  
WORK OF
RECOGNITION

     

Autoritratto con smorfia [Self-portrait with Grimace], Rome, November 11, 1915. Photograph: gelatin 
silver print on fiber-based paper, 3 1/2 x 3 1/2 in. (8.9 x 8.8 cm). MART, Archivio del ’900, Fondo Depero / 
Autoritratto con pugno [Self-portrait with Punch], Rome, 1915. Archivio Depero [cat. 31] / Michelangelo 
Pistoletto, Il barocco e le maschere [The Baroque and Masks], 1970. Fondazione Pistoletto, BiellaFundación Juan March
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Maria Drudi Gambillo and Teresa Fiori had pub-
lished in Rome the first volume of a work that is 
still quintessential today: the Archivi del futurismo 
[Archives of Futurism],3 a text which for the first 
time lent some philological order to the jumble of 
writings, manifestos, and declarations produced 
by the Futurists. That initiative prefigured the 
large exhibition devoted to Futurism held the fol-
lowing year, again in Rome, at the Palazzo delle 
Esposizioni. The year after that, the 30th Venice 
Biennale, which would be remembered for having 
confirmed the triumph of Art Informel, earmarked 
its historical show for Futurism. Milan, on the 
other hand, saw the opening of the International 
Institute for Studies on Futurism,4 an organization 
focusing on the promotion of knowledge about 
the movement by way of first-hand documents. 
In Milan again, at the Accademia di Belle Arti di 
Brera, between 1959 and 1960 Guido Ballo devoted 
a whole course to the origins of Futurism. Raffaele 
Carrieri, meanwhile, was working on a monograph 
on the theme, which would be published in 1961 
by the Galleria Il Milione. In the midst of all this, in 
1959, a different but no less significant event took 
place: the inauguration in Rovereto of the Galleria 
Permanente e Museo Depero [fig. 1]. This opening 
was much talked about for at least two reasons: it 
was the first museum in Italy entirely devoted to 
a contemporary artist in his lifetime, and it was 
“Italy’s First Futurist Museum,” as the sign at its 
entrance proudly announced.

In the face of such a host of events it would 
be normal to expect any manner of reactions and 
honors at the parting of one of the last Futurist au-
thors still around. Yet when Fortunato Depero died 
after a lengthy illness on November 29, 1960, things 
came to pass in quite a different way to what one 
might nowadays imagine. In the days following his 
demise, the local Trentino papers treated the news 
with predictable emphasis, but almost none of the 
national newspapers wrote of his passing. Only  
the Corriere della Sera mentioned the fact, albeit 
with stingy and anything but flattering comments, 
which was even more dumbfounding. Leonardo 
Borgese, who wrote Depero’s obituary and was, in 
those days, the paper’s critic of reference, remem-
bered the artist without conveying any sign of sym-
pathy. On the contrary, he talked of a “fine crafts-
man,” a “decorator,” a “whimsical” and “bizarre” 
painter.5 To be sure, Borgese was one of the most 
conservative critics of the day – we could even call 
him a reactionary – whose tastes veered in a very 
different direction. The fact remains, however, that 
such ungenerous comments about Depero were 
shared by the contemporary community of artists 
and critics.

This can be fairly easily explained, however. For 
the public of the day, Depero was not Boccioni, or 
Balla, or Severini, or even Carrà. In a nutshell, he 
was not an author endowed with the same dignity 
as was attached to other Futurists. For this rea-
son, too, with the exception of the Gianni Mattioli 
Collection, his works did not find their way into the 

most important holdings that were being put to-
gether at that time. Depero’s canvases, tapestries, 
and sculptures are missing from the Milanese col-
lections of Riccardo Jucker and Emilio Jesi, just 
as they are absent from the few but noteworthy 
international collections of Futurist works, such as 
those of Lydia Winston Malbin in the United States 
and Eric Estorick in England.

There are diverse reasons at the root of this 
distancing. The first and most important lies in the 
then predominant historiographical interpretations 
of Futurism.6 For many years, until well into the 
1960s, historians in fact confined the movement’s 
chronology to very precise dates: 1909 (the year 
of the first manifesto) and 1916 (the year Boccioni 
died, and Severini and Carrà moved away from 
Futurism). The year 1916 was above all a strate-
gic date: choosing it was a way of dissociating 
Futurism from the birth of Fascism (1919), with 
which more than a few exponents of the movement 
would be compromised.7 Depero officially joined 
the group in 1914, and although it is true that in 
the following year, together with Balla, he wrote 
one of its most important manifestos, Ricostruzione 
futurista dell’universo [Futurist Reconstruction of 
the Universe] [cat. 36], he only embarked on his 
more mature works toward the end of that decade. 
For this reason, he had generally been regarded as 
a second generation Futurist, an artist belonging 
to what in the late 1950s was being called “Second 
Futurism.”8

A specific exhibition was responsible for estab-
lishing Futurism’s concluding date in 1916 at an 
international level. This was 20th Century Italian Art 
[fig. 2], the show curated in 1949 by James Thrall 
Soby and Alfred H. Barr at the Museum of Modern 
Art in New York.9 The event was a major occasion 
for various reasons, not least because, for the first 
time, Futurism and metaphysics were recognized as 
the foundations of Italian modern art. The Futurist 
creations on view stopped at 1915, as a result of 
which Depero’s work was not documented. From 

fig. 1. Galleria Permanente e 
Museo Depero in Rovereto, 
in Domus, no. 390 (Milan, 
May 1962). MART, Archivio 
del ‘900 

fig. 2. Cover of the catalogue 
for the exhibition 20th 
Century Italian Art held at the 
Museum of Modern Art, New 
York, June-September 1949. 
New York: The Museum of 
Modern Art, 1949
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the serried correspondence with Soby and Barr it is 
clear that the artist did in any event try to persuade 
the curators to include him, but in the end all he 
could do was take note of his own exclusion.10 At 
the beginning of that year, Depero had returned 
from his second, long and fruitless journey to the 
United States, and from his writings it is evident 
that the Museum of Modern Art’s choice struck 
him as unjust, almost as an insult. In a letter sent 
to Gianni Mattioli on June 20, 1949, he gave vent to 
his bitterness. Here is a revealing extract:

Today I received another letter from Salterini11 dated June 15 with, 

attached, Mr. Barr’s reply, in which he once and for all excludes 

me because my works do not belong to the period 1910–15. Just 

as, incidentally, the following have been excluded: Prampolini, 

Dottori, Fillìa, and others, also because they belonged to the second 

Futurist wave. The letter uses these terms, not to more candidly 

call them Fascists!12

For Depero, in effect, the link with Fascism was 
not a negligible problem: through his paintings, 
projects, and advertisements he had fully collabo-
rated in backing the regime. As if that were not 
enough, when everything seemed to be collapsing, 
he had also submitted for printing A passo romano 
[Roman Step] [cat. 271], a volume published by 
the Trentino publishing house Credere, obbedire, 
combattere [Believe, obey, fight] in spring 1943, 
whereby he showed himself to be unaware of the 
turn events had taken for the worse. Depero round-
ed off an apology for Fascism through a gloomy se-
quence of texts, poems, and images: after the fall of 
the regime, on July 25, 1943, he hurriedly destroyed 
the copies still in his possession to get rid of the 
more compromising evidence of his recent past.13

It would, however, be simplistic to interpret 
Depero’s misfortune in the immediate postwar 
years solely in the light of his convinced Fascist 
militancy. Were this the only problem, it would be 
hard to understand why an artist politically even 
more exposed than he, like Mario Sironi (1885–
1961), could take part in 20th Century Italian Art 
and, in the next decade, receive prizes and organize 
several exhibitions abroad, especially in the United 
States.14 For Depero as for many other authors of 
his generation, the Fascist past was a heavy bur-
den. But at the end of the day it was not quite so 
paralyzing because, for example, in 1959, in the 
catalogue for his own museum – in fact the last 
book that the artist chose to produce and edit – he 
himself elected to publish on a double page, with 
no caution, but rather in a completely nonchalant 
manner, one of his old sketches for a large mural 
featuring lictorian swastikas and fasces.15

There must, therefore, have been another more 
influential logic underlying that estrangement. In 
other words, there must have been another reason 
why Depero had not earned the attention either of 
the most important critics of the day – from Giulio 
Carlo Argan to Cesare Brandi, and from Giuseppe 
Marchiori to Carlo Ludovico Ragghianti – or of the 
most seasoned dealers, notably Carlo Cardazzo, 
owner of the Venetian gallery Il Cavallino, with 
whom, in the 1950s he had one or two solo shows 

then his eccentricity – was he a painter, a graphic 
artist, an advertiser, or a set designer? – set him 
apart like a hybrid figure, well removed from that 
of the pure painter, still so appreciated in a culture 
permeated with Crocian ideas.18

In the immediate postwar years, some Futurists, 
in particular Balla and Severini, became important 
examples for the latest generation of artists em-
barking on the road to abstraction.19 Depero could 
also have been a model, but this did not happen 
for one simple reason: until the late 1960s, he re-
mained a mysterious artist and a fairly obscure 
figure whose pictures, as seen in exhibitions and 
magazines, were always the same. To be sure, 
there was a whole museum dedicated to his work 
in Rovereto: but to a considerable degree it was 
a gallery filled with late works, and therefore the 
least emblematic. In addition, the numerous books 
published over the decades like so many extensive 
repertories of his work – above all Depero futurista 
(the “bolted book” of 1927) [cat. 148] and Fortunato 
Depero nelle opere e nella vita (the autobiography 
of 1940) [cat. 269] – remained rare editions, not 
really in circulation. The basic problem is that 
many works from his early years had been lost, 
destroyed, or else held in inaccessible collections, 
like those of Léonide Massine and Sergei Diaghilev. 
As evidence of their existence there were still old 
photographs and the remakes that Depero started 
to produce from the late 1940s on, passing them 
off as originals.20

In the early 1960s, however, this situation start-
ed to change. Depero’s work ended up at the hub 
of a slow but ongoing process of rehabilitation. 
From then on, the solo shows in public and private 
venues increased in number, to the point where 
nowadays it is difficult to keep tabs on them. There 
was a whole host of occasions promoted by Gianni 
Mattioli, who was the artist’s friend and keenest 
collector, the only person on whom he could really 
rely from the early 1920s to the end of his days.21 
Mattioli was always the man behind those exhibi-
tions: at the Galleria Toninelli in Milan in 1962, at 
the Quadriennale in Rome in 1965, at the Villa Reale 
in Monza and at the Galleria Annunciata in Milan 
in 1966, at the Martano in Turin in 1969, and at the 
Square Gallery in Milan in 1971, for example. Above 
all, the first major Depero retrospective held at the 
Museo Civico in Bassano del Grappa in summer 
1970 was his brainchild.

Abroad, too, in the United States people were 
finally becoming aware of the artist from Rovereto. 
The great exhibition on Futurism organized by the 
Museum of Modern Art in 1961[fig. 3] continued 
to select works based on the canonical dates, and 
thus excluded Depero’s oeuvre, but oddly enough 
for the catalogue cover Joshua Taylor chose a pa-
rolibera plate taken from Depero’s bolted book. 
The following year, in 1962, the New York Public 
Library celebrated Igor Stravinsky’s 80th birthday 
with an exhibition titled Stravinsky and the Dance. 
For the occasion one or two photographs and 
sketches for Le Chant du rossignol [The Song of the 

scheduled which nevertheless came to naught.16 It 
accordingly becomes important to also weigh the 
taste of the day and the predominant aesthetics, 
shared by most people. Depero’s best-known works 
between the 1940s and the 1950s – in other words, 
those which most regularly made the rounds of 
exhibitions and specialized magazines – were the 
most recent. Involved here is an odd mixture of 
Futurism, metaphysics, and Surrealism: an unusual 
and not always persuasive form of painting. This 
was the work of an artist in decline, a creator who 
had lost the vitality of his early years and assumed 
something akin to an excessive burden, where a 
vernacular taste was combined with frequent vi-
sionary accents. “In an excessive display of his 
wit,” Bruno Passamani wrote to his credit, “Depero 
transfers the formal proposition into the sphere 
of the grotesque, achieving one of the most sen-
sational profanations to the detriment of painting 
itself, and of dynamic painting.”17

It is evident that a figuration of this kind turned 
out to be incapable of establishing a relation with 
its own time: it was unable to come up with solu-
tions to the problems which the most up-to-date 
artists and critics were discussing, those involv-
ing abstraction and an art with social implications. 
Depero appeared as an evasive painter, lost in a 
world of fable, as far removed as can be imagined 
from the issues of “engagement” which, on the 
other hand, were informing the discussions of  
the day. Taken in his entirety – then as now, inci-
dentally – Depero seemed to be an uneven creator, 
one not easy to pin down within the Italian artis-
tic tradition. His cheerful, ironic, playful, and often 
decorative character made him almost an anomaly 
in a 20th century vein which, on the contrary, ap-
peared to be reliant on quite different bases. And 

fig. 3. Catalogue for the 
exhibition Futurism held at the 
Museum of Modern Art, New 
York, May-September 1961. New 
York: The Museum of Modern 
Art, 1961. Fundación Juan 
March Library, Fondo Especial 
Fernando Zóbel

Fundación Juan March



350

Nightingale] were exhibited. Then between 1967 
and 1970 it became possible to see other important 
works from the Mattioli Collection in the show that 
toured Washington DC, Dallas, New York, and other 
American cities.

At the turn of the decade there erupted what 
we could perhaps describe as the “Depero case.” 
For the first time, not least thanks to the gradual 
reorganization of his documentary archive and 
the parallel critical relaunching of Balla, the art-
ist from Rovereto began to be seriously studied. 
It was above all Bruno Passamani, the young di-
rector of the Museo Civico in Bassano del Grappa 
who had graduated in Rome with Lionello Venturi, 
who curated the first truly important exhibitions of 
Depero’s work [fig. 4]. His catalogues became valu-
able tools, publishing hitherto unseen works, gath-
ering writings, and organizing still uncertain dates. 
From that moment on the artist’s name and works 
started to appear even in places associated with 
the liveliest discussions of the day. Two examples 
will suffice here. In April 1969, NAC, the most wide-
spread contemporary art news bulletin, published 
on its cover Città meccanizzata dalle ombre [City 
Mechanized by Shadows] [cat. 99], produced in 
1919 [fig. 5]. Shortly thereafter, Marcatrè, the most 

important Italian avant-garde magazine, and the 
one which had paid closer heed than others to Pop 
Art and Arte Povera, devoted an almost forty-page 
dossier to Depero and the theater.22

What was making the artist the center of atten-
tion? At that time a new surge of studies, shows, 
and books on Futurism was gathering sway. A dif-
ferent generation of interpreters was undertaking 
to re-read Futurist art without the encumbrances 
and preconceptions which had hitherto hampered 
research. A more tranquil analysis was ushered in: 
as already pointed out by Günter Berghaus, the 
equation “Futurism equals Fascism” was gradu-
ally losing ground.23 And then, in a more general 
way, people started to understand that much of 
what was happening in avant-garde circles, Italian 
and foreign alike, had its roots in the experiments 
carried out at the beginning of the 20th century. 
This, for example, is the thesis of a crucial book 
from 1966, Le due avanguardie [The Two Avant-
gardes],24 in which Maurizio Calvesi emphasizes the 
continuity between past and present, and between 
Futurism, neo-Dada, and Pop Art. In this sort of at-
mosphere, Depero earned hitherto unknown credit. 
Ricostruzione futurista dell’universo, the document 
penned in 1915 with Balla, became a significant 

fig. 4. Catalogue for the 
exhibition Depero 1892–1960 
held at the Museo Civico-
Palazzo Sturm, Bassano del 
Grappa, July-September 
1970. Bassano del Grappa: 
Tip. Minchio, 1970. MART, 
Archivio del ‘900

fig. 5. Nac, Notiziario di 
Arte Contemporanea, no. 12 
(Rome, April 1969). MART, 
Archivio del ‘900

fig. 7. Gino Marotta, 
Naturale artificiale [Natural 
– Artificial], 1968. Private 
collection

fig. 8. Flora e fauna magica 
[Magical Flora and Fauna], 
1920. Private collection, 
Switzerland [cat. 101]

fig. 6. Maurizio Calvesi, Le due 
avanguardie: dal futurismo 
alla pop art [The Two Avant-
gardes: From Futurism to 
Pop Art]. Milan: Lerici, 1966. 
Private collection
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theoretical precedent for an art that was keen to 

go beyond the threshold of the traditional picture 

and open up to every sphere of experience. Depero 

and the theater was the topic which aroused the 

most interest: his contact with Diaghilev, his col-

laborative projects with Clavel, and his costume 

designs for Cangiullo, Mimismagia, and Aniccham 

del 3000. It was such themes that Michael Kirby 

discussed with Depero’s widow Rosetta when, in 

July 1969, he traveled from New York to Rovereto to 

interview her in anticipation of the volume Futurist 

Performance.25

have a kindred connection. None of these authors 
and groups has ever explained in words its per-
sonal devotion to Depero, and we should certainly 
not think that their works are dependent on him. It 
is however important to understand that the visual 
climate of that time seemed the most attuned and 
disposed to his rehabilitation.

Among this raft of cases, there is nonetheless 
one that was keen to pay a declared tribute to 
Depero. In September 1980, at the Teatro Comunale 
in L’Aquila, Fabio Mauri (1926–2009) presented 
Gran Serata Futurista 1909–1930 [fig. 13], a show 
that lasted all of four hours and was performed by 

At a time when artists and critics were ever more 
incessantly talking about arte-gioco or “game-art,” 26 
Depero was becoming a figure of reference, a mas-
ter. And then, read in tune with contemporary taste, 
his works became surprisingly topical. His exotic, 
colorful, and unreal character returned in the meth-
acrylate sculptures of Gino Marotta (1935–2012) 
[figs. 7–8], the multiplication of imagery re-carved 
in the wooden works of Mario Ceroli (b. 1938) [figs. 
9–10], and the grotesque aspect on the canvases of 
Enrico Baj (1924–2003) [figs. 11–12], for example. 
Experiments involving visual poetry, design, and 
even behavioral research projects all seemed to 

fig. 9. Mario Celori, Ultima 
cena [Last Supper], 
1965. Galleria nazionale 
d’arte moderna, Rome, by 
permission of the Ministero 
dei Beni delle Attività 
Culturali e del Turismo

fig. 10. Martellatori macchina 
[Machine Hammerers], Paris, 
1925. MART, Archivio del ‘900 
[cat. 131]

fig. 12. Clavel nella funicolare 
[Clavel in the Funicular], 
1917–18. Private collection

fig. 11. Enrico Baj, I funerali 
dell’anarchico Pinelli [Funeral 
of the Anarchist Pinelli], 
1972. Fondazione Marconi, 
Milan. Courtesy Fondazione 
Marconi, Milan and Archivio 
Baj, Vergiate 
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more than fifty actors. With philological attention, 
the disruptive energy of Futurist encounters was 
re-created on stage; words-in-freedom were recited, 
music of the day was played, and films of the period 
were screened. For Mauri, a sophisticated artist 
who for years had focused his own work on the 
theme of personal and collective memory, what 
was involved was above all else a tribute to Depero: 
many reproductions of his pictures were shown in 
succession, and the sets for Le Chant du rossignol 
and the costumes for Anihccam 3000 [figs. 14–15, 
cat. 51–53] were also reproduced.27 It was no co-
incidence that this all came about at the end of 
1980. Shortly beforehand, the Florentine publish-
ing house Spes had anastatically reprinted the un-
findable bolted book, while Ricostruzione futurista 
dell’universo [fig. 16], the great exhibition devoted 
to Futurism curated by Enrico Crispolti in Turin 
in spring 1980, had ushered in Depero’s definitive 
rehabilitation.28 

* This study is the outcome of a fellowship at the Center 
for Italian Modern Art (CIMA) in New York. Parts of it 
were presented at the Fortunato Depero Study Day,
CIMA, February 21, 2014.
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was not studied in the ‘Second Futurist’ group because 
his membership predated it. In reality, Depero was an 
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might last five or ten years and its heirs would be
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everyone ‘Depero’ is now synonymous with cushion,” 
Maurizio Fagiolo, Futur-Balla (Rome: Bulzoni, 1970), xxii. 
On Depero’s discussed participation in the so-called
“Second Futurism,” see Giovanni Lista, “L’esperienza
futurista di Fortunato Depero,” in Fortunato Depero,

fig. 13. Hand program for 
the Gran Serata Futurista 
1909–1930 [Grand Futurist 
Evening 1909–1930], by Fabio 
Mauri, a performance staged 
by teachers and students of 
the Accademia di Belle Arti 
dell’Aquila, 1980. Courtesy 
Studio Fabio Mauri

fig. 14. Scene from the Gran 
serata futurista [Grand 
Futurist Evening], by Fabio 
Mauri, Teatro Comunale, 
L’Aquila, 1980

fig. 15. Mechanical flowers 
stage set for Serge 
Diaghilev’s Ballets Russes 
performance in Rome in 
1917 of Igor Stravinsky’s “Le 
Chant du rossignol” [The 
Song of the Nightingale], 
1917. Private collection, 
Switzerland [cat. 53]

fig. 16. Catalogue for the 
exhibition Ricostruzione 
futurista dell’universo 
[Futurist Reconstruction 
of the Universe] held at 
the Musei Civici, Turin, 
June-October 1980. Turin: 
Museo Civico di Torino, 
1980. Fundación Juan March 
Library
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In this section, both the English and Spanish 
versions of the catalogue include a selection 
of nine key Futurist texts (two of them not 
published up to now in English), in addition 
to a sizeable group of forty–one texts by 
Fortunato Depero, almost all of them previously 
unpublished in either language. In addition to 
the fact that many of them were up until now 
only accessible to Italian speakers, they have 
been brought together here for the importance 
of their theoretical contributions, their literary 
merit, and their interpretative significance for 
contextualizing and assessing Depero’s visual 
and literary output.

In the case of the written works in the first 
part, “Italian Futurism,” the selection of texts, 
or rather manifestos of the Futurist movement 
(from its founding text of 1909 to the “Manifesto 
of Futurist Radio [Radia]” of 1933) has been made 
on the basis of their nature as “canonical” texts 
of the movement, but also on the grounds of their 
particular relationship with the “Futurist” nature of 
Depero himself and of his work, as in the obvious 
cases of numbers 5, 6, 8 and 9, which are closely 
related, respectively, to his artistic creation, his 
focus on the theater, the “mechanistic” version of 
Futurism that he represents, and his radio poems, 
published in 1934. For these texts, the compilation 
edited by Lawrence Rainey, Christine Poggi, and 
Laura Wittman, Futurism: An Anthology (New Haven 
and London: Yale University Press, 2009), has been 
a key source of reference, providing not only the 
English translation of many of the manifestos in 
this section but also highly relevant information in 
the editors’ notes.

With regard to the texts by Depero himself, 
many of them still unpublished in Italian, we 
have opted for a much larger selection that 
encompasses his activity across the entire 
chronological span of the exhibition. These texts 
range from the account of his first “Futurist” 
experience (1913) and the translation of the 
manuscript of his conversion (1914) to a text of 
1951 that is a true retrospective and retroactive 
settling of accounts with regard to Futurism.

For the translation of some of the texts 
published by the artist in different places, the 

EDITORS' NOTE

ordering made by Giovanni Lista in his critical 
anthology of the artist’s writings has been 
extremely useful (Fortunato Depero, Ricostruire 
e meccanizzare l’universo, ed. Giovanni Lista. 
Milan: Abscondita, 2013. Carte d’Artisti, 143). The 
same can be said of Claudia Salaris in Un futurista 
a New York (Montepulciano: Del Grifo, 1990, 
Collana modernità), her edition of one of the 
books planned by Depero as a compilation of his 
written texts published separately between 1928 
and 1930. From the artist’s So I Think, So I Paint 
(Trento: Tipografia Editrice Mutilati e Invalidi, 
1947), a curious book originally published in 
English in Italy, we have selected almost twenty 
short, profound texts, many of them extremely 
humorous, which read as a true “Depero 
Dictionary.” 

While this anthology has not set out to 
offer itself as a critical edition, the translations 
have been undertaken with great care and 
some notes have been included where this 
has been considered necessary for a complete 
understanding of the texts. The source and 
provenance of the original text is noted at the 
end of each entry, as well as the translator. 
The importance of the typographical layout 
(or manuscript form, in one case) of some of 
these texts led to the decision to present them 
alongside the original Italian in a facsimile 
edition. This has been made possible through 
the meticulous endeavors of Alfonso Meléndez 
and Fernando Fuentes, working with Guillermo 
Nagore and Jordi Sanguino. The three days 
of research undertaken in the Archivio del 
900’ of the MART by Aida Capa, Marta Suárez 
Infiesta, and Manuel Fontán del Junco, where 
they were offered complete access to all the 
manuscripts, drafts, versions, and published 
editions of Depero’s texts were essential for 
this undertaking, which is thus indebted to 
the patience and professionalism of Mariarosa 
Mariech, Carlo Prosser, Paola Pettenella, and 
above all Federico Zanoner, to whom we would 
like to express our heartfelt thanks. 

Manuel Fontán del Junco,  
llanos GóMez Menéndez,
erica Witschey and  
inés d’ors lois
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ITALIAN FUTURISM  
(1909-1933)

01 
The Founding and 
Manifesto of Futurism

F. T. Marinetti

1909
We had stayed up all night1 – my friends and I – 
beneath mosque lamps hanging from the ceiling. 
Their brass domes were filigreed, starred like our 
souls; just as, again like our souls, they were illu-
minated by the imprisoned brilliance of an electric 
heart. On the opulent oriental rugs, we had crushed 
our ancestral lethargy, arguing all the way to the 
final frontiers of logic and blackening reams of pa-
per with delirious writings.

Our chests swelled with immense pride, for at 
that hour we alone were still awake and upright, 
like magnificent lighthouses or forward sentries 
facing an army of enemy stars that eyed us from 
their encampments in the sky. Alone with the stok-
ers who bustle in front of the boilers’ hellish fires in 
massive ships; alone with the black specters who 
rummage in the red-hot bellies of locomotives 
launched on insane journeys; alone with drunk-
ards who flounder alongside the city walls, with 
the beating of uncertain wings.

Suddenly we jumped at the tremendous noise 
of the large double-decker trams that jolted along 
outside, shimmering with multicolored lights, like 
villages on holiday which the flooding Po suddenly 
strikes and uproots, dragging them all the way to 
the sea, over waterfalls and through gorges.

Then the silence grew more gloomy. But as we 
were listening to the attenuated murmur of prayers 
muttered by the old canal and the bones of ailing 
palaces creaking above their beards of damp moss, 
suddenly we heard the famished automobiles roar-
ing beneath the windows.

“Let’s go!” I said. “Let’s go, my friends! Let’s 
leave! At last mythology and the mystical ideal 
have been superseded. We are about to witness 
the birth of the Centaur, and soon we shall see the 
first Angels fly! … We have to shake the doors of life 
to test their hinges and bolts! … Let’s leave! Look! 
There, on the earth, the earliest dawn! Nothing 
can match the splendor of the sun’s red sword, 
skirmishing for the first time with our thousand-
year-old shadows.”

We drew close to the three snorting beasts, ten-
derly stroking their swollen breasts. I stretched out 
on my car like a corpse in its coffin, but revived at 
once under the steering wheel, a guillotine blade 
that menaced my stomach.

The furious sweep of madness drove us out-
side ourselves and through the streets, deep and 
precipitous as the beds of spring torrents. Here 
and there a sickly lamplight, behind the glass of a 
window, taught us to despise the errant mathemat-
ics of our transitory eyes.

I screamed: “The scent, the scent alone is 
enough for our beasts!”

And like young lions we ran after Death, its black 
hide stained with pale crosses, running across the 
vast livid sky, alive and throbbing.

And yet we did not have an ideal Beloved who 
raised her sublime form all the way to the clouds, 
nor a cruel Queen to whom we could offer our 
corpses, twisted in the shape of Byzantine rings! 
Nothing to make us wish to die except our desire 
to free ourselves finally from the burden of our own 
courage!

And so we raced on, hurling watchdogs back 
against the doorways; they were flattened and 
curled beneath our scorching tires like shirt collars 
beneath a pressing iron. Death, domesticated, was 
overtaking me at every turn, gracefully holding out 
a paw, or sometimes stretching out on the ground 
with a noise like that of grating jawbones, casting 
me velvety and tender looks from every puddle.

“Let’s break out of wisdom, as if out of a hor-
rible shell; and let’s fling ourselves, like fruits swol-
len with pride, into the wind’s vast and contorted 
mouth! … Let’s throw ourselves, like food, into the 
Unknown, not in desperation but to fill up the deep 
wells of the Absurd.”

Scarcely had I said these words, when I spun my 
car around as frantically as a dog trying to bite its 
own tail, and there, suddenly, were two bicyclists 
right in front of me, cutting me off, as if trying to 
prove me wrong, wobbling like two lines of reason-
ing, equally persuasive and yet contradictory. Their 
stupid argument was being discussed right in my 
path … What a bore! Damn! … I stopped short, 

Page in Depero futurista 1913–1927.  
Milan: dinamo azari, 1927 [cat. 148]
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and to my disgust rolled over into a ditch, with my 
wheels in the air ….

Oh! Maternal ditch, nearly full of muddy wa-
ter! Fair factory drain! I gulped down your brac-
ing slime, which reminded me of the sacred black 
breast of my Sudanese nurse. … When I climbed 
out, a filthy and stinking rag, from underneath the 
capsized car, I felt my heart – deliciously – being 
slashed with the red-hot iron of joy!

A crowd of fishermen armed with hooks and 
naturalists stricken with gout formed a thronging 
circle around the prodigy. With patient and meticu-
lous attention, they rigged up a derrick and enor-
mous iron grapnels to fish out my car, stranded 
like a large shark. The car slowly emerged from 
the ditch, leaving behind in the depths its heavy 
chassis of good sense and its soft upholstery of 
comfort, like scales.

They thought it was dead, my beautiful shark, 
but one caress from me was enough to revive it, 
and there it was again, once more alive, running 
on its powerful fins.

And so, our faces covered with the good fac-
tory slime – a mix of metallic scum, useless sweat, 
heavenly soot – our arms bruised and bandaged, 
we, still fearless, have dictated our first intentions 
to all the living men of the earth:

The Manifesto of Futurism
1. We intend to sing to the love of danger, the 

habit of energy and fearlessness.
2. Courage, boldness, and rebelliousness will be 

the essential elements of our poetry.
3. Up to now literature has exalted contempla-

tive stillness, ecstasy, and sleep. We intend to exalt 
movement and aggression, feverish insomnia, the 
racer’s stride, the mortal leap, the slap and the 
punch.

4. We affirm that the beauty of the world has 
been enriched by a new form of beauty: the beauty 
of speed. A racing car with a hood that glistens 
with large pipes resembling a serpent with explo-
sive breath … a roaring automobile that seems to 
ride on grapeshot – that is more beautiful than the 
Victory of Samothrace.

5. We intend to praise man at the steering wheel, 
the ideal axis of which intersects the earth, itself 
hurled ahead in its own race along the path of its 
orbit.

6. Henceforth poets must do their utmost, with 
ardor, splendor, and generosity, to increase the en-
thusiastic fervor of the primordial elements.

7. There is no beauty that does not consist of 
struggle. No work that lacks an aggressive charac-
ter can be considered a masterpiece. Poetry must 
be conceived as a violent assault launched against 
unknown forces to reduce them to submission un-
der man.

8. We stand on the last promontory of the 
centuries! … Why should we look back over our 
shoulders, when we intend to breach the mysteri-

ous doors of the Impossible? Time and space died 
yesterday. We already live in the absolute, for we 
have already created velocity which is eternal and 
omnipresent.

9. We intend to glorify war – the only hygiene of 
the world – militarism, patriotism, the destructive 
gesture of anarchists, beautiful ideas worth dying 
for, and contempt for woman.

10. We intend to destroy museums, libraries, 
academies of every sort, and to fight against mor-
alism, feminism, and every utilitarian or opportu-
nistic cowardice.

11. We shall sing the great masses shaken with 
work, pleasure, or rebellion: we shall sing the multi-
colored and polyphonic tidal waves of revolution in 
the modern metropolis; we shall sing the vibrating 
nocturnal fervor of factories and shipyards burning 
under violent electrical moons; bloated railroad 
stations that devour smoking serpents; factories 
hanging from the sky by the twisting threads of spi-
raling smoke; bridges like gigantic gymnasts who 
span rivers, flashing at the sun with the gleam of a 
knife; adventurous steamships that scent the hori-
zon, locomotives with their swollen chest, pawing 
the tracks like massive steel horses bridled with 
pipes, and the oscillating flight of airplanes, whose 
propeller flaps at the wind like a flag and seems to 
applaud like a delirious crowd.

It is from Italy that we are flinging this to the world, 
our manifesto of burning and overwhelming vio-
lence, with which we today establish Futurism, for 
we intend to free this nation from its fetid cancer 
of professors, archaeologists, tour guides, and an-
tiquarians.

For much too long Italy has been a flea market. 
We intend to liberate it from the countless muse-
ums that have covered it like so many cemeteries.

Museums: cemeteries! Identical, really, in the 
horrible promiscuity of so many bodies scarcely 
known to one another. Museums: public dormito-
ries in which someone is put to sleep forever along-
side others he hated or didn’t know! Museums: ab-
surd slaughterhouses for painters and sculptors 
who go on thrashing each other with blows of line 
and color along the disputed walls!

That once a year you might make a pilgrimage, 
much as one makes an annual visit to a graveyard 
… I’ll grant you that. That once a year you can de-
posit a wreath of flowers in front of the Mona Lisa, 
I permit you that … But I cannot countenance the 
idea that our sorrows are daily shepherded on a 
tour through museums, or our weak courage, our 
pathological restlessness. Why would we wish to 
poison ourselves? Why wish to rot?

And what is there to see in an old painting 
beside the laborious distortion of the artist who 
tried to break through the insuperable barriers that 
blocked his desire to express fully his dream? … 
To admire an old painting is the same as pouring 
our sensibility into a funerary urn, instead of cast-
ing it forward into the distance in violent spurts of 
creation and action.

Do you wish to waste your best strength in this 
eternal and useless admiration of the past, an ac-
tivity that will only leave you fatally spent, dimin-
ished, crushed?

I declare, in all truth, that a daily visit to muse-
ums, libraries, and academies (cemeteries of futile 
efforts, Calvaries of crucified dreams, record books 
of broken assaults! … ) is as dangerous for artists 
as a prolonged guardianship under the thumb of 
one’s family is for certain young talents intoxicated 
with their own genius and their ambitious aims. For 
the sickly, the ill, or the imprisoned – let them go 
and visit: the admirable past is perhaps a solace 
for their troubles, since the future is now closed to 
them. … But we intend to know nothing of it, noth-
ing of the past – we strong and youthful Futurists!

And so, let the glad arsonists with charred 
fingers come! Here they are! Here they are! … Go 
ahead! Set fire to the shelves of the libraries! … 
Turn aside the course of the canals to flood the 
museums! … Oh, the joy of seeing all the glorious 
old canvases floating adrift on the waters, shredded 
and discolored! … Seize your pickaxes, axes, and 
hammers, and tear down, pitilessly tear down the 
venerable cities!

The oldest of us is thirty: so we have at least a 
decade left to fulfill our task. When we are forty, 
others who are younger and stronger will throw 
us into the wastebasket, like useless manuscripts. 
– We want it to happen!

They will come against us, our successors; 
they will come from far away, from every direc-
tion, dancing to the winged cadence of their first 
songs, extending predatory claws, sniffing doglike 
at the doors of academies for the good smell of 
our decaying minds, long since promised to the 
libraries’ catacombs.

But we won’t be there. … They will find us, at 
last – one wintry night – in an open field, beneath a 
sad roof drummed by monotonous rain, crouched 
beside our trembling airplanes and in the act of 
warming our hands by the dirty little fire made with 
the books we are writing today, flaming beneath the 
flight of our imaginings.

Panting with contempt and anxiety, they will 
storm around us, and all of them, exasperated by 
our lofty daring, will attempt to kill us, driven by a 
hatred all the more implacable because their hearts 
will be intoxicated with love and admiration for us.

In their eyes, strong and healthy Injustice will 
radiantly burst. – Art, in fact, can be nothing if not 
violence, cruelty, and injustice.

The oldest of us is thirty: and yet already we 
have cast away treasures, thousands of treasures 
of force, love, boldness, cunning, and raw will 
power; have thrown them away impatiently, furi-
ously, heedlessly, without hesitation, without rest, 
screaming for our lives. … Look at us! We are still 
not weary! Our hearts feel no tiredness because 
they are fed with fire, hatred, and speed! 

Are you astounded? … Of course you are, be-
cause you can’t even recall having ever been alive! 
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Standing erect on the summit of the world, yet once 
more we fling our challenge to the stars!

You raise objections? … Stop! Stop! We know 
them … We’ve understood! … The refined and 
mendacious mind tells us that we are the summa-
tion and continuation of our ancestors – maybe! 
… Suppose it so! … But what difference does it 
make? We don’t want to listen! … Woe to anyone 
who repeats those infamous words to us!

Lift up your heads!
Standing erect on the summit of the world, yet 

once more we fling our challenge to the stars!

F. T. Marinetti

FUTURIST MOvEMENT ADDRESS:
Corso venezia, 61 – Milan

1.  Rainey points out that the verb in both the French “Nous 
avons veillé toute la nuit” and the Italian “Avevamo 
vegliato tutta la notte,” here translated “as ‘stayed up’, 
can also mean ‘to watch’ over a corpse, as Catholics 
traditionally did, so sounding a mythical motif of death 
and resurrection”; see “The Founding and Manifesto of 
Futurism” notes in Futurism: An Anthology, ed. Lawrence 
Rainey, Christine Poggi, and Laura Wittman (New Haven 
and London: Yale University Press, 2009), 524, n. 1.

The founding text of Futurism, this manifesto was 
first published in French as “Le Futurisme” in 
the front page of Le Figaro (Paris, February 20, 
1909). It then appeared in Italian as “Fondazione 
e manifesto del futurismo” in Poesia, nos. 1–2 
(Milan, February-March 1909), 5–16. Reprinted 
in Filippo Tommaso Marinetti, Teoría e inven-
zione futurista, ed. Luciano De Maria (Milan: 
Mondadori, 1968), 7–13. Reproduced here 
with minor variations from “The Founding 
and Manifesto of Futurism” in Futurism: An 
Anthology, ed. Lawrence Rainey, Christine Poggi, 
and Laura Wittman (New Haven and London: Yale 
University Press, 2009), 49–53 and 524.

02 
Manifesto of the 
Futurist Painters

U. Boccioni, C. Carrà, L. Russolo,  
G. Balla, G. Severini

1910

To The yoUNg ARTISTS oF ITALy!
The cry of rebellion that we launch, linking our 
ideals with those of the Futurist poets, does not 
originate in an aesthetic clique. It expresses the 
violent desire that stirs in the veins of every cre-
ative artist today.

We want to fight implacably against the mind-
less, snobbish, and fanatical religion of the past, 
nurtured by the pernicious existence of museums. 
We rebel against the spineless admiration for old 
canvases, old statues, and old objects, and against 
the enthusiasm for everything worm-eaten, grimy, 
or corroded by time; and we deem it unjust and 
criminal that people habitually disdain whatever 
is young, new, and pulsating with life.

Comrades! We declare that the triumphant 
progress of science has brought about changes in 
humanity so profound as to dig an abyss between 
the docile slaves of the past and us who are free, 
us who are confident in the shining splendor of 
the future.

We are nauseated by the vile laziness which, 
from the 16th century on, has made our artists live 
by an incessant exploitation of ancient glories.

In the eyes of other countries, Italy is still a land 
of the dead, an immense Pompeii of whitewashed 
sepulchers. But Italy must be reborn, and its politi-
cal resurgence is being followed by an intellectual 
resurgence. In this land of illiterates, schools are 
continually being constructed: in this land of dolce 
far niente, innumerable factories are roaring; in this 
land of traditional aesthetics, today we see flights 
of radiant inspirations of newness that stand out.

The only living art is that which finds its dis-
tinctive features within the environment that sur-
rounds it. Just as our forebears took the subject 
of art from the religious atmosphere that envel-
oped their souls, so we must draw inspiration from  
the tangible miracles of contemporary life, from the 
iron network of speed that winds around the earth, 
from the transatlantic liners, the dreadnoughts, the 
marvelous flights that plow the skies, the shadowy 
audaciousness of submarine navigators, the spas-
modic struggle to conquer the unknown. And how 
can we remain unresponsive to the frenzied activity 
of the great capitals, the ultra-recent psychology of 
noctambulism, the feverish figure of the viveur, the 
cocotte, the apache, and the alcoholic?

Wanting to contribute to the necessary renova-
tion of all artistic expression, we resolutely declare 
war on all those artists and institutions which, even 
when disguised with a false costume of moderni-
ty, remain trapped in tradition, academicism, and 
above all a repugnant mental laziness.

We denounce as insulting to youth that entire 
irresponsible rabble of critics who in Rome ap-
plaud a nauseating revival of doting classicism; 
who in Florence praise the neurotic cultivators of 
a hermaphroditic archaism; who in Milan remuner-
ate blind and pedestrian handicrafts going back 
to 1848;1 who in Turin adulate a painting made by 
retired bureaucrats; and who in venice worship a 
woolly hodgepodge concocted by fossilized alche-
mists! In short, we rise up against the superficiality, 
banality, and handyman’s facility that render ut-
terly contemptible the greater part of the artists 
currently respected in every region of Italy.

So, down with mercenary restorers of anti-
quated incrustations! Down with archaeologists 
afflicted by chronic necrophilia! Down with critics, 
complacent pimps! Down with gouty academies 
and drunken and ignorant professors! Down!

Go ahead and ask one of these priests of the true 
cult, these repositories of aesthetic laws, where 
you can find the works of Giovanni Segantini today? 
Why do the arts commissions ignore the work of 
Gaetano Previati? Where can anyone appreciate the 
sculpture of Medardo Rosso?2 … And who both-
ers to think about the artists who don’t already 
have twenty years of struggle and suffering to their 
credit, but who nevertheless are preparing works 
destined to honor our country?

They have quite different interests to defend, 
the paid critics! Exhibitions, contests, and criticism 
that is superficial and never disinterested, these 
condemn Italian art to ignominy and a state of true 
prostitution!

And what should we say about the specialists? 
Come on! Throw out the Portraitists, the Genre 
Painters, the Lake Painters, the Mountain Painters. 
We have put up with enough from them, all these 
impotent holiday painters!

Down with the defacers of marble whose works 
clog up the piazzas and profane our graveyards! 
Down with speculative contractor architecture in 
reinforced concrete! Down with hack decorators, 
ceramicists who make forgeries, sold-out poster 
painters, and shoddy, idiotic illustrators!

Here are our final CONCLUSIONS. 
With our enthusiastic adherence to Futurism, 

we want:
1. To destroy the cult of the past, the obsession 

with antiquity, pedantry, and academic formalism.
2. To disdain utterly every form of imitation.
3. To exalt every form of originality, however 

daring, however violent.
4. To bear bravely and proudly the facile smear 

of “madness” with which innovators are whipped 
and gagged.

5. To regard all art critics as useless or harmful.
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6. To rebel against the tyranny of words: har-
mony and good taste, those too loose expressions 
with which one could easily destroy the work of 
Rembrandt, Goya, and Rodin.

7. To sweep away from the ideal field of art all 
themes, all subjects that have been already used.

8. To render and glorify today’s life, incessantly 
and tumultuously transformed by victorious sci-
ence.

Let the dead stay buried in the deepest entrails 
of the earth! Let the threshold of the future be 
swept free of mummies! Make room for the young, 
the violent, the bold!

Painter Umberto Boccioni (Milan)
Painter Carlo Dalmazzo Carrà (Milan)
Painter Luigi Russolo (Milan)
Painter Giacomo Balla (Rome)
Painter Gino Severini (Paris)

Milan, February 11, 1910

FUTURIST MOvEMENT ADDRESS:
Corso venezia, 61 – Milan

1.  The 1848 uprisings in Milan against Austro-Hungarian 
rule were a major step in the Risorgimento that led to 
the creation of the modern Italian state — Ed.

2.  Giovanni Segantini (1858–1899) was an Italian painter 
whose oeuvre moved from pastoral landscapes to di-
visionist works (with colors separated into individual 
dots or patches) that were collected by major museums. 
Gaetano Previati (1852–1920) was an Italian painter 
and, with Segantini, one of the leading exponents of 
Divisionism in Italy. Medardo Rosso (1858–1928) was a 
revolutionary Italian sculptor whose work was highly 
appreciated by the Futurists for their dynamic concep-
tion of plastic shape in relation to their surroundings 
— Ed.

“Manifesto dei pittori futuristi.” Text first pub-
lished in Italian by the Direzione del Movimento 
Futurista on February 11, 1910. Reprinted in 
Manifesti del Futurismo, ed. Viviana Birolli 
(Milan: Abscondita, 2008), 27–29. Reproduced 
here with minor variations from “Manifesto of 
the Futurist Painters” in Futurism: An Anthology, 
ed. Lawrence Rainey, Christine Poggi, and Laura 
Wittman (New Haven and London: Yale University 
Press, 2009), 62–64 and 525.

03 
Technical Manifesto of 
Futurist Literature

F. T. Marinetti

1912
Sitting astride the fuel tank of an airplane, my 
stomach warmed by the aviator’s head,1 I felt the 
ridiculous inanity of the old syntax inherited from 
Homer. A raging need to liberate words, dragging 
them out from the prison of the Latin period. Like 
all imbeciles, this period, naturally, has a prudent 
head, a stomach, two legs, and two flat feet: but it 
will never have two wings. Just enough to walk, take 
a short run, and come up short, panting!

This is what the swirling propeller told me as I 
sped along, two hundred meters above the power-
ful smokestacks of Milan:

1. It is imperative to destroy syntax and scat-
ter one’s nouns at random, just as they are born.

2. Verbs must be used in the infinitive, so that 
the verb can be elastically adapted to the noun 
and not be subordinated to the I of the writer who 
observes or imagines. Only the infinitive can give 
a sense of the continuity of life and the elasticity 
of the intuition that perceives it.

3. Adjectives must be abolished, so that the 
noun retains its essential color. The adjective, 
which by its nature tends to render shadings, is 
incompatible with our dynamic vision, for it pre-
supposes a pause, a meditation.

4. Adverbs must be abolished, old buckles 
strapping together two words. Adverbs give a 
sentence a tedious unity of tone.

5. Every noun must have its double, which is 
to say, every noun must be immediately followed, 
with no conjunction, by the noun to which it is 
related by analogy. Example: man-torpedo boat, 
woman-bay, crowd-surf, plaza-funnel, door-faucet.

Just as aerial speed has multiplied our expe-
rience of the world, perception by analogy is be-
coming more natural for man. It is imperative to 
suppress words such as like, as, so, and similar 
to. Better yet, it is necessary to merge the object 
directly into the image that it evokes, foreshorten-
ing the image to a single essential word.

6. Abolish all punctuation. With adjectives, ad-
verbs, and conjunctions having been suppressed, 
naturally punctuation is also annihilated within 
the variable continuity of a living style that cre-
ates itself, without the absurd pauses of commas 
and periods. To accentuate certain movements and 
indicate their directions, mathematical signs will 
be used: + - × : = > <, along with musical notations.

7. Until now writers have been restricted to 
immediate analogies. For example, they have 

compared an animal to man or to another animal, 
which is more or less the same thing as taking a 
photograph. (They’ve compared, for example, a fox 
terrier to a tiny thoroughbred. A more advanced 
writer might compare that same trembling terrier 
to a telegraph. I, instead, compare it to gurgling 
water. In this there is an ever greater gradation 
of analogies, affinities ever deeper and more solid, 
however remote.)

Analogy is nothing other than the deep love 
that binds together things that are remote, seem-
ingly diverse or inimical. The life of matter can 
be embraced only by an orchestral style, at once 
polychromatic, polyphonic, and polymorphous, by 
means of the most extensive analogies.

In my Battle of Tripoli,2 when I have compared a 
trench bristling with bayonets to an orchestra, or 
a machine gun to a femme fatale, I have intuitively 
introduced a large part of the universe into a brief 
episode of African combat.

Images are not flowers to be chosen and gath-
ered with parsimony, as voltaire said. They con-
stitute the very lifeblood of poetry. Poetry should 
be an uninterrupted flow of new images, without 
which it is merely anemia and green sickness.

The vaster their affinities, the more images will 
retain their power to astound. One must – people 
say – spare the reader an excess of the marvelous. 
Bah! We should worry instead about the fatal corro-
sion of time, which destroys not just the expressive 
value of a masterpiece, but its power to astound. 
Too often stimulated to enthusiasm, haven’t our 
old ears perhaps already destroyed Beethoven and 
Wagner? It is imperative, then, to abolish whatever 
in language has become a stereotyped image, a 
faded metaphor, and that means nearly everything.

8. There are no categories of images, noble or 
gross or popular, eccentric or natural. The intuition 
that perceives them has no preferences or partis 
pris. Therefore the analogical style is the absolute 
master of all matter and its intense life.

9. To render the successive movements of an ob-
ject, it is imperative to render the chain of analogies 
that it evokes, each condensed and concentrated 
into one essential word.

Here is an expressive example of a chain of 
analogies, though still masked and weighed down 
beneath traditional syntax:

Ah yes! little machine gun, you are a fascinating woman, and 

sinister and divine, at the steering wheel of an invisible hundred-

horsepower engine that roars with explosive impatience. Oh! 

surely you will soon leap into the circuit of death, to a shattering 

somersault or victory! … Do you wish me to compose madrigals 

full of grace and vivacity? At your pleasure, my dear … For me, you 

resemble a lawyer before the bar, whose tireless, eloquent tongue 

strikes to the heart of the surrounding listeners, who are deeply 

moved … You, at this moment, are like an omnipotent trephine 

that is boring deeply into the hard skull of the refractory night … 

And you are a rolling mill, an electric lathe, and what else? A great 

blowtorch that burns, chisels, and slowly melts the metallic tips of 

the final stars! (Battle of Tripoli)3

Fundación Juan March



365

In some cases it will be imperative to join images 
two by two, like those chained iron balls that can 
level a stand of trees in their flight.

To catch and gather whatever is most evanes-
cent and ineffable in matter, it is imperative to 
shape strict nets of images or analogies, which will 
then be cast into the mysterious sea of phenomena. 
Except for the traditional festoons of its form, the 
following passage from my Mafarka the Futurist4 is 
an example of such a dense net of images:

All the bitter-sweetness of bygone youth rose in his throat, as the 

cheerful shouts of children in the playground rise up to their old 

teachers, while they lean out over seaside balconies, watching 

boats skim across the sea …5

And here are three more nets of images:

Around the well of Bumeliana, beneath the thick olive trees, 

three camels squatting comfortably on the sand gurgled with 

contentment, like old stone gutters, mixing the chack-chack of 

their spitting with the steady thud of the steam pump that supplies 

water to the city. Shrieks and Futurist dissonances, in the deep 

orchestra of the trenches with their sensuous orifices and resonant 

cellars, amid the coming and going of bayonets, violin bows which 

the violet baton of twilight has inflamed with enthusiasm …  

The orchestra conductor-sunset, with a sweeping gesture, 

gathers in the scattered flutes of the birds in the trees, and the 

grieving harps of the insects, and the sound of crushed stones. 

Suddenly he stops the tympanums of the mess kits and crashing 

rifles, so as to let the muted instruments sing out over the 

orchestra, all the golden stars, erect, arms akimbo, on the grand 

stage of the sky. And here comes the diva of the performance … A 

neckline plunging to her breasts, the desert displays her immense 

bosom in curvaceous liquefaction, aglow with rouge beneath the 

cascading jewels of the monstrous night. (Battle of Tripoli)6

10. As every kind of order is inevitably a product 
of the cautious and circumspect mind, it is impera-
tive to orchestrate images, distributing them with 
a maximum of disorder.

11. Destroy the “I” in literature, that is, all psy-
chology. The sort of man who has been damaged 
by libraries and museums, subjected to a logic and 
wisdom of fear, is absolutely of no interest any-
more. We must abolish him in literature and replace 
him once and for all with matter, whose essence 
must be seized by strokes of intuition, something 
which physicists and chemists can never achieve.

Capture the breath, the sensibility, and the in-
stincts of metals, stones, woods, and so on, through 
the medium of free objects and capricious motors. 
Substitute, for human psychology now exhausted, 
the lyrical obsession with matter.

Be careful not to assign human sentiments to 
matter, but instead to divine its different govern-
ing impulses, its forces of compression, dilation, 
cohesion, disintegration, its heaps of molecules 
massed together or its electrons whirling like tur-
bines. There is no point in creating a drama of mat-
ter that has been humanized. It is the solidity of a 
steel plate that interests us as something in itself, 
with its incomprehensible and inhuman cohesion 
of molecules or electrons that can resist penetra-
tion by a howitzer. The heat of a piece of iron or 
wood leaves us more impassioned than the smile 
or tears of a woman.

We want literature to render the life of an engine, 
a new instinctive animal whose guiding principle 
we will recognize when we have come to know the 
instincts of the various forces that compose it.

Nothing, for a Futurist poet, is more interesting 
than the action of a mechanical piano’s keyboard. 
Film offers us the dance of an object that disinte-
grates and recomposes itself without human inter-
vention. It offers us the backward sweep of a diver 
whose feet fly out the sea and bounce violently 
back on the springboard. Finally, it offers us the 
sight of a man driving at two hundred kilometers 
per hour. All these represent the movements of 
matter which are beyond the laws of human intel-
ligence, and hence of an essence which is more 
significant.

Three elements which literature has hitherto 
overlooked must now become prominent in it:

Noise (a manifestation of the dynamism of ob-
jects);

Weight (the capacity for flight in objects);
Smell (the capacity of objects to disperse them-

selves).
Take pains, for example, to render the landscape 

of odors that a dog perceives. Listen to engines and 
reproduce their speech.

Matter has always been contemplated by an 
I who is distanced, cold, too preoccupied with 
himself, full of pretensions to wisdom and human 
obsessions.

Man tends to befoul matter with his youthful 
joy or ageing sorrow – matter, which possesses an 
admirable continuity of momentum toward greater 
heat, greater movement, greater subdivision of it-
self. Matter is neither sad nor happy. Its essence 
is boldness, will, and absolute force. It wholly be-
longs to the divining poet who will know how to free 
himself of syntax that is traditional, burdensome, 
restrictive, and confined to the ground, armless and 
wingless because it is merely intelligent. Only the 
asyntactical poet with words set free will be able 
to penetrate the essence of matter and destroy the 
mute hostility that separates it from us.

The Latin period that has been used until now 
has been a pretentious gesture with which an over-
weening and myopic mind has tried to tame the 
multiform and mysterious life of matter. The Latin 
period has been stillborn.

Profound intuitions of life linked together one 
by one, word by word, according to their illogical 
surge – these will give us the general outlines for an 
intuitive psychology of matter. That is what was 
revealed to me from the heights of the airplane. 
Looking at objects from a new vantage point, 
no longer head on or from behind but straight 
down, foreshortened, I was able to break apart  
the old shackles of logic and the plumb lines of the 
old form of comprehension.

All of you, Futurist poets, who have loved and 
followed me until now, have been frenzied build-
ers of images and bold explorers of analogies, just 
as I have. But your narrow nets of metaphor are, 
unfortunately, too weighted down by the plumb 

lines of logic. I urge you to make them lighter, so 
that your immensified gesture can hurl them far-
ther, cast them out over a vaster expanse of ocean.

Together we will discover what I call the wire-
less imagination.7 One day we will achieve an art 
that is still more essential, the day when we dare to 
suppress all the first terms of our analogies in or-
der to render nothing other than an uninterrupted 
sequence of second terms. To achieve this, it will 
be necessary to forgo being understood. It isn’t 
necessary to be understood. We have already dis-
pensed with that privilege anyway even when we 
have written fragments of a Futurist sensibility by 
means of traditional and intellective syntax.

Syntax has been a kind of abstract cipher that 
poets have used in order to inform the masses 
about the color, the musicality, the plasticity and 
architecture of the universe. It has been a sort of 
interpreter, a monotonous tour guide. We must 
suppress this intermediary so that literature can 
directly enter into the universe and become one 
body with it.

My work sharply differs from anyone else’s by 
virtue of its frightening power of analogy. Its in-
exhaustible wealth of images rivals the disorder 
of its illogical punctuation, and at the head of it 
all is the first Futurist manifesto, the synthesis of 
a hundred-horsepower engine racing at the most 
insane velocities over land.

Why should we still make use of four exasper-
ated wheels that are boring, when we can break 
free of the ground once and for all? The liberation 
of words, unfolding wings of the imagination, the 
analogical synthesis of the earth embraced in a 
single view and gathered together whole in essen-
tial words.

They scream at us: “Your literature will not be 
beautiful! We’ll no longer have a verbal symphony 
that is composed of harmonious rhythms and tran-
quilizing cadences.” We understand that quite well! 
And how lucky! We, instead, make use of all the ugly 
sounds, all the expressive screams of the violent 
life that surrounds us. Let us boldly make “the 
ugly” in literature, and let us everywhere murder 
solemnity. Go on! don’t assume those grand priest-
ly airs when listening to me. Every day we must spit 
on the Altar of Art! We are entering the boundless 
domains of free intuition. After free verse, here at 
last are words in freedom!8

There are no elements in this of either the ab-
solute or the systematic. Genius has impetuous 
spurts and muddy torrents. Sometimes it requires 
analytical and explanatory languors. Nobody can 
renovate his own sensibility all at once. Dead cells 
are mixed together with live ones. Art is a need 
to destroy and disperse oneself, a great watering 
can of heroism that drowns the world. And don’t 
forget: microbes are necessary for the health of 
the stomach and the intestines. Just so, there is 
also a species of microbes that are necessary for 
the health of art – art, which is a prolongation 
of the forest of our arteries, a prolongation that 
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flows beyond the body and extends into the infinity 
of space and time.

Futurist Poets! I have taught you to hate librar-
ies and museums in order to prepare you for the 
next step, to hate intelligence, reawakening in you 
divine intuition, the characteristic gift of the Latin 
races. By means of intuition we shall overcome the 
seemingly irreducible divide that separates our hu-
man flesh from the metal of engines.

After the reign of the animal, behold the begin-
ning of the reign of the machine. Through growing 
familiarity and friendship with matter, which sci-
entists can know only in its physical and chemi-
cal reactions, we are preparing the creation of the 
mechanical man with interchangeable parts. We 
will liberate man from the idea of death, and hence 
from death itself, the supreme definition of the logi-
cal mind.

1.  As Rainey observes, Marinetti refers here to the 1910 
Milan International Airshow, “when he flew with 
Peruvian aviator Jean Bielovucic in a voisin biplane with 
a fifty-horsepower engine. The propeller, located not at 
the front of the plane but just behind the wings, faced 
backward. […] With the propeller behind them, pilot 
and passenger enjoyed an unimpeded view of the scene 
before and below them”; see “Technical Manifesto of 
Futurist Literature” notes in Futurism: An Anthology, ed. 
Lawrence Rainey, Christine Poggi, and Laura Wittman 
(New Haven and London: Yale University Press, 2009), 
538, n. 1. — Ed.

2.  The articles that make up Marinetti’s Battle of Tripoli 
were first published in L’Intransigeant (Paris, December 
25–31, 1911). They were subsequently collected and 
published in French, La Bataille de Tripoli, and in an 
Italian translation, La battaglia di Tripoli (both Milan: 
Edizioni futuriste de Poesia, 1912) — Ed.

3.  “Eh sí! voi siete, piccola mitragliatrice, una donna affas-
cinante, e sinistra, e divina, al volante di un invisibile 
centocavalli, che rugge con scoppii d’impazienza. Oh! 
certo fra poco balzerete nel circuito della morte, verso il 
capitombolo fracassante o la vittoria!… volete che io vi 
faccia dei madrigali pieni di grazia e di colore? A vostra 
scelta signora… voi somigliate per me, a un tribuno 
proteso, la cui lingua eloquente, instancabile, colpisce 
al cuore gli uditori in cerchio, commossi… Siete, in 
questo momento, un trapano onnipotente, che fora in 
tondo il cranio troppo duro di questa notte ostinata… 
Siete, anche, un laminatoio, un tornio elettrico, e che 
altro? Un gran cannello ossidrico che brucia, cesella e 
fonde a poco a poco le punte metalliche delle ultime 
stelle!”; Marinetti, La battaglia di Tripoli, 22–23.

4.  Originally written in French in 1909 as Mafarka le futu-
riste. Romain africain [Mafarka the Futurist: An African 
Novel], and translated into Italian a year later, this is 
considered to be the first Futurist work by Marinetti — 
Ed.

5.  “Tutta l’acre dolcezza della gioventù scomparsa gli sa-
liva su per la gola, come dai cortili delle scuole salgono 
le grida allegre dei fanciulli verso i maestri affacciati al 
parapetto delle terrazze da cui si vedono fuggire sul 
mare i bastimenti”; Filippo Tommaso Marinetti, Mafarka 
il futurista (Milan: Edizioni futuriste de Poesia, 1910); 
English translation quoted from Mafarka the Futurist: 
An African Novel, trans. Carol Diethe and Steve Cox 
(London: Middlesex University Press, 1999), 156.

6.  “Intorno al pozzo della Bumeliana, sotto gli olivi folti, 
tre cammelli comodamente accovacciati nella sabbia si 
gargarizzavano dalla contentezza, come vecchie gron-

daie di pietra, mescolando il ciac-ciac dei loro sputacchi 
ai tonfi regolari della pompa a vapore che dà da bere 
alla città. Stridori e dissonanze futuriste, nell’orchestra 
profonda delle trincee dei pertugi sinuosi e delle can-
tine sonore, fra l’andirivieni delle baionette, archi di 
violino che la rossa bacchetta del tramonto infiamma 
di entusiasmo… / È il tramonto-direttore d’orchestra, 
che con un gesto ampio raccoglie i flauti sparsi degli 
uccelli negli alberi, e le arpe lamentevoli degli insetti, 
e lo scricchiolío delle pietre. È lui che ferma a un tratto 
i timpani delle gamelle e dei fucili cozzanti, per lasciar 
cantare a voce spiegata sull’orchestra degli strumenti 
in sordina, tutte le stelle d’oro, ritte, aperte le braccia, 
sulla ribalta del cielo. Ed ecco una gran dama allo spetta-
colo... vastamente scollacciato, il deserto infatti mette 
in mostra il suo seno immenso dalle curve liquefatte, 
tutte verniciate di belletti rosei sotto le gemme crollanti 
della prodiga notte”; Marinetti, La battaglia di Tripoli, 
7–8.

7.  As Rainey observes, the phrase imaginazione senza fili 
“suggests an imagination freed of the ‘plumb lines’ or 
‘strings’ of logic discussed in the preceding paragraph. 
But just as “wireless” – an abbreviation of “wireless 
telegraphy,” the earliest term for radio – became in 
British usage the term for radio, so in Italian senza fili 
(literally, without wires) became the name for radio”; 
see “Technical Manifesto of Futurist Literature” notes 
in Futurism: An Anthology, 539, n. 9. — Ed. 

8.  Words-in-freedom were formulated by Filippo Tommaso 
Marinetti in the manifiesto titled Distruzione della 
sintasi – Immaginazione senza fili – Parole in libertà 
[Destruction of Syntax – Wireless Imagination Words-
in-Freedom], published in 1913 — Ed.

“Manifesto tecnico della letteratura futurista.” 
Text first published in Italian by the Direzione 
del Movimento Futurista on May 11, 1912 as 
an independent leaflet. Then published as the 
preface to I poeti futuristi [The Futurist Poets] 
(Milan: Edizioni di Poesia, 1912), a collective an-
thology of poetry edited by Marinetti. Reprinted 
in Filippo Tommaso Marinetti, Teoría e inven-
zione futurista, ed. Luciano De Maria (Milan: 
Mondadori, 1968), 43–61, and in Fortunato 
Depero, Ricostruire e meccanizzare l’universo, 
ed. Giovanni Lista (Milan: Abscondita, 2012 [Carte 
d’Artisti, 143]), 58–64. Reproduced here with 
minor variations from “Technical Manifesto of 
Futurist Literature” in Futurism: An Anthology, 
ed. Lawrence Rainey, Christine Poggi, and Laura 
Wittman (New Haven and London: Yale University 
Press, 2009), 119–25 and 538–39. 

04 
Futurist Political 
Program

F. T. Marinetti, U. Boccioni,  
C. Carrà, L. Russolo 

1913
FUTURIST vOTERS! With your vote you are at-

tempting to implement the following program:
The absolute sovereignty of Italy. – The word 

ITALY must dominate over the word LIBERTY.
All freedoms except those of being cowardly, 

pacifist, anti-Italian.
A bigger navy and a greater army; a people 

proud of being Italian, in favor of War, the world’s 
only hygiene, and of the greatness of an intensely 
agricultural, industrial, and commercial Italy.

Economic protection and patriotic education 
of the proletariat.

The clerical-moderate-liberal program

Monarchy and vatican

Hatred and contempt for the people

Traditional and commemorative patriotism

Intermittent militarism

Clericalism

Narrow-minded protectionism and tepid free trade

Cult of forefathers and skepticism

Senilism and moralism

Opportunism and speculation

Reactionariness

Cult of museums, ruins, monuments

Foreign industry

Obsession with culture

Academicism

Ideal of an archeological Italy, bigoted  
and gout-ridden

Pot-bellied quietism

Black cowardice

Passéism

For the Ruling Group of the Futurist Movement:
MARINETTI – BOCCIONI – CARRà – RUSSOLO
Milan, October 11, 1913
FUTURIST MOvEMENT ADDRESS:
Corso venezia, 61 – Milan
 
1 The terms passatismo and passatista (translated here 

as “passéist”), often used by Futurists, make reference 
to customs and arts with an excessive regard for the 
past, thus collapsing the present and obstructing  
the future — Ed.

2  The expression industria del forestiero refers to the tou-
rist industry — Ed.
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05 
Futurist Synthetic 
Theater (atechnical–
dynamic–autonomous–
alogical–unreal) 
January 11, 1915 –  
February 18, 1915 

F. T. Marinetti, E. Settimelli, B. Corra

1915
While we await the great war that we have so often 
invoked, we Futurists have alternated between two 
forms of activity, violent anti-neutralist actions that 
have taken place in city plazas and universities, 
and artistic actions that are reshaping the Italian 
sensibility, preparing it for the great hour of maxi-
mum danger. Italy must be fearless, tenacious, as 
elastic and swift as a fencer, as indifferent to blows 
as a boxer, impassive at the news of a victory that 
may have cost fifty thousand dead, imperturbable 
at the news of a defeat.

Books and journals are not wanted to teach 
Italy to reach decisions with lightning speed, to 
hurl itself into battle, to sustain every undertak-
ing and every possible calamity. They interest 
and concern only a minority; to varying degrees  
they weary, obstruct, or retard momentum, and they 
cannot help but chill enthusiasm, abort impulses, 
or inject poisonous doubts into a people at war. 
War, which is intensified Futurism, demands that 
we march and not that we molder in libraries and 
reading rooms. Hence we think that the only way 
that Italy can be influenced today is through the 
theater. In fact ninety percent of Italians go to the 
theater, whereas only ten percent read books and 
magazines. But what is needed is a Futurist theater, 
one utterly opposed to the passéist theater that 
makes a monotonous and depressing procession 
across the sleepy stages of Italy.

Not to dwell on its period drama, a sickening 
genre that has even been abandoned by the pas-
séist public, we condemn the entire contemporary 
theater because it is too prolix, analytic, pedanti-
cally psychological, explanatory, diluted, detailed, 
static, as full of prohibitions as a police station, as 
cut up into cells as a monastery, as moss-grown  
as an old abandoned house. In short, it is a paci-
fistic and neutralist theater, the antithesis of the 
fierce, overwhelming, and synthesizing velocity 
of war.

We are creating a Futurist theater, which will be

Synthetic
that is, very brief. Into a few minutes, into a few 
words and gestures, we must compress innumer-
able situations, sensibilities, ideas, sensations, 
facts, and symbols.

The writers who wanted to renew the theater 
(Ibsen, Maeterlinck, Andreyev, Paul Claudel, George 
Bernard Shaw) never thought of arriving at a true 
synthesis, of freeing themselves from a technique 
that involves prolixity, detailed analysis, drawn-
out preparation. Faced with these authors’ works, 
the audience has assumed the indignant attitude 
of a circle of bystanders who swallow their anguish 
and pity as they watch the slow agony of a horse 
that has collapsed on the pavement. The hiccup 
of applause that finally breaks out frees the audi-
ence’s stomach from all the indigestible time it 
has swallowed. Each act is as painful as having to 
sit patiently in a waiting room for some political 
bigwig (coup de théâtre: kiss, pistol shot, verbal 
revelation, etc.) to receive you. All this passéist or 
semi-Futurist theater, instead of synthesizing fact 
and idea in the smallest number of words and ac-
tions, savagely destroys the sheer variety of set-
tings (source of dynamism and amazement) and 
stuffs countless city landscapes, plazas, streets, 
into the sausage casing of a single room. With the 
result that all this type of theater is entirely static.

We are convinced that mechanically, by force 
of brevity, we can achieve an entirely new theater, 
one harmonized to our swift and laconic Futurist 
sensibility. An act will last but a moment, only a few 
seconds long. This essential and synthetic brevity 
will enable the theater to sustain and even over-
come competition from the cinema.

Atechnical
The passéist theater is the literary form that most 
distorts and cripples an author’s talent. This form, 
much more than lyric poetry or the novel, is sub-
ject to the demands of technique: (1) to omit every 
notion that doesn’t conform to public taste; (2) 
once a theatrical idea has been found (express-
ible in a few pages), to stretch it out over two, 
three, or four acts; (3) to surround an interesting 
character with many pointless types: coat-holders, 
door-openers, all sorts of bizarre comic turns; (4) 
to make the length of each act vary between half 
and three-quarters of an hour; (5) to construct each 
act taking care to (a) begin with seven or eight 
absolutely useless pages, (b) introduce a tenth of 
your idea in the first act, five-tenths in the second, 
four-tenths in the third, (c) shape your acts for 
rising excitement, each act being no more than a 
preparation for the finale, (d) always make the first 
act a little boring so that the second can be amus-
ing and the third enthralling; (6) to set off every 
essential line with a hundred or more insignificant 
preparatory lines; (7) never to devote less than a 
page to explaining an entrance or an exit minutely; 

The democratic-republican-socialist program

Republic

Sovereign people

Pacifist internationalism

Anti-militarism

Anti-clericalism

Interested free trade

Mediocrity and skepticism

Senilism and moralism

Opportunism and speculation

Demagoguery

Cult of museums, ruins, monuments

Foreign industry

Rally sociology

Positivist rationalism

Ideal of a petty-bourgeois Italy (Italietta), 
mean and sentimental

Pot-bellied quietism

Red cowardice

Passéism

“Programma politico futurista.” Text first pub-
lished in Italian by the Direzione del Movimento 
Futurista on October 11, 1913. Reprinted in 
Manifesti del Futurismo, ed. Viviana Birolli 
(Milan: Abscondita, 2008), 118–19, from where 
it has been translated by Simon Pleasance.

A cynical, shrewd, and aggressive foreign policy. 
– Colonial expansion. – Free trade.

Irredentism. – Pan-Italianism. – The supremacy 
of Italy.

Anti-clericalism and anti-socialism.
Cult of progress and speed, of sport, of physical 

strength, of fearless courage, heroism and danger, 
against the obsession with culture, classical teach-
ing, museums, libraries, and ruins. – Suppression 
of academies and conservatories.

Many practical schools of commerce, indus-
try, and agriculture. – Many institutes of physical 
education. – Daily physical exercise in schools. – 
Predominance of gymnastics over books.

A minimum of professors, very few lawyers, 
very few doctors, lots of farmers, engineers, chem-
ists, mechanics, and producers of business.

Deprivation of power for the dead, the old, and 
the opportunist, in favor of daring young people.

Against monumentomania and the meddling of 
the government in matters of art.

violent modernization of passéist1 cities (Rome, 
venice, Florence, etc.).

Abolition of foreign industry,2 which is humiliat-
ing and arbitrary.

THIS PROGRAM WILL vANQUISH
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(8) to apply systematically to the whole play the 
rule of a superficial variety, to the acts, scenes, and 
lines. For instance, to make one act a day, another 
an evening, another deep night; to make one act 
pathetic, another anguished, another sublime; not 
to prolong scenes too much, making an actor enter 
or exit, maybe a servant who brings in coffee and 
then leaves, interrupting the scene and letting the 
audience breathe. When there is a need to prolong 
a dialogue between two actors, make something 
happen to interrupt it, a falling vase, a passing 
mandolin player. … Or else have the actors con-
stantly move around from sitting to standing, from 
right to left, and meanwhile vary the dialogue to 
make it seem as if a bomb might explode outside 
at any moment (e.g., the betrayed husband might 
catch his wife red-handed) when actually nothing 
is going to explode until the end of the act; (9) to 
be enormously careful about the verisimilitude of 
the plot; (10) to write the play in such a manner 
that the audience understands in the finest detail 
the how and why of everything that takes place on 
the stage, above all that it knows by the last act how 
the protagonists will end up.

With our synthesist movement in the theater, 
we want to destroy the technique that from the 
Greeks until now, instead of simplifying itself, has 
incessantly become more dogmatic, stupefyingly 
logical, meticulous, pedantic, strangling.

Therefore:
1. It is stupid to write one hundred pages 

where one would do, just because the audience 
through habit and infantile instinct wants to see 
a character’s personality emerge from a series of 
events, wants to fool itself into thinking that the 
character really exists in order to admire the beau-
ty of art, meanwhile refusing to acknowledge any 
art if the author limits himself to sketching out a 
few of the character’s traits.

2. It is stupid not to rebel against the bias to-
ward theatricality when life itself (which is shaped 
by actions vastly more muddled, yet also more uni-
form and predictable than those that unfold in the 
world of art) is for the most part antitheatrical and 
yet even so still offers innumerable possibilities for 
the stage. Everything of any value is theatrical.

3. It is stupid to satisfy the primitive instincts 
of the crowd, which wants to see the bad guy lose 
and the good guy win at the end of the play.

4. It is stupid to worry about verisimilitude (ab-
surd because talent and worth are quite distinct 
from that notion).

5. It is stupid to want to explain with logical 
minuteness everything taking place on the stage, 
when even in life one never grasps an event en-
tirely, in all its causes and consequences, because 
reality throbs around us, assaulting us with bursts 
of fragments of interconnected events, interlocking 
together, confused, jumbled up, chaotic. For exam-
ple: it is stupid to act out a contest between two 
persons always in an orderly, clear, and logical 
way, since in daily life we nearly always experi-
ence mere flashes of argument which have been 

rendered ephemeral by our activities as modern 
men, passing in a tram, a café, a railroad station, 
so that experiences remain cinematic in our minds 
like fragmentary dynamic symphonies of gestures, 
words, sounds, and lights.

6. It is stupid to submit to demands for mount-
ing tension, preparation of an effect, and maximum 
impact at the end.

7. It is stupid to allow one’s talent to be bur-
dened with the weight of a technique that anyone 
(even imbeciles) can acquire by dint of study, prac-
tice, and patience.

8. It is stupid to renounce the dynamic leap 
into the void of total creation beyond the range 
of all previously explored terrain.

Dynamic [Simultaneous]
that is, born of improvisation, lightning-like intu-
ition, from suggestive and revealing actuality. We 
believe that a thing is valuable insofar as it is impro-
vised (hours, minutes, seconds), not extensively 
prepared (months, years, centuries).

We feel an unconquerable repugnance for desk 
work, a priori, that fails to respect the ambience of 
the theater itself. The majority of our works have 
been written in the theater. The theatrical ambi-
ence is an inexhaustible reservoir of inspiration: 
the magnetic circular sensation that pervades the 
gilded emptiness of a theater at a morning rehears-
al when the brain is still tired; an actor’s intonation 
that suggests the possibility of constructing a clus-
ter of paradoxical thoughts around it; a movement 
of scenery that becomes the starting point for a 
symphony of lights; an actress’s fleshiness that fills 
our minds with genially full-bodied notions.

We have rambled up and down Italy at the head 
of a heroic battalion of comedians who imposed on 
audiences Elettricità [Electricity] and other Futurist 
syntheses (alive yesterday, today surpassed and 
condemned by us) that were revolutions impris-
oned in auditoriums, ranging from the Politeama 
Garibaldi of Palermo to the Dal verme of Milan. 
As the crowd was kneaded by a furious massage, 
the Italian theaters smoothed their wrinkles and 
laughed in volcanic bursts. Impossible to forget the 
stunned face of the old Fiorentini3 in Naples when it 
realized with horror that ten thousand people were 
trying to smash its back. We fraternized with the 
actors. Then, during the sleepless nights on trains, 
we argued, goading each other to heights of genius 
to the rhythm of tunnels and stations. Our Futurist 
theater couldn’t care less about Shakespeare, but it 
pays attention to the petty gossip of comics; it’s put 
to sleep by a line from Ibsen, but inspired by red 
or green reflections from the stalls; it passes acci-
dentally over a comma in Sophocles, but stops with 
tenacity to admire the special representation of an 
actress. [We attain an absolute dynamism through 
the interpenetration of different times and envi-
ronments. Example: in a play such as [Gabriele] 
D’Annunzio’s Più che l’amore [More than Love],  
the important events (for instance, the murder 

of the gambling house keeper) don’t take place 
onstage but are narrated with a complete lack of 
dynamism; and in the first act of his La figlia di Jorio 
[Jorio’s Daughter]1 the events take place against 
a simple background with no jumps in space or 
time; but in the Futurist synthesis, Simultaneità 
[Simultaneity], there are two ambiences that inter-
penetrate and many different times put into action 
simultaneously.]

Autonomous, Alogical, Unreal
The Futurist theatrical synthesis will not be subject 
to logic, will contain no elements of photography; it 
will be autonomous, will resemble nothing but itself, 
even though it draws on elements from reality and 
combines them by chance. Above all, just as the 
painter and composer discover, scattered through 
the outside world, a narrower but more intense life 
made up of colors, forms, sounds, and noises, so 
the man gifted with theatrical sensibility discov-
ers his own specialized reality, one that assaults 
the nerves with violence: it is constituted by what 
is called the theatrical world.

The Futurist theater is born of the two most 
vital currents in Futurist sensibility, defined in 
the two manifestos Il teatro di varietà [The variety 
Theater] and Pesi, misure e prezzi del genio artistico 
[Weights, Measures, and Prices of Artistic Genius], 
which are: 1. our frenetic passion for contempo-
rary, swift, fragmentary, elegant, complicated, 
cynical, muscular, ephemeral Futurist life; 2. our 
extremely modern conceptual definition of art, 
which stipulates that no logic, no tradition, no 
aesthetic, no technique, no occasional demand 
can be imposed on the artist’s talent; he must be 
preoccupied only with creating synthetic expres-
sions of cerebral energy that have THE ABSO-
LUTE VALUE OF NOVELTY.

Futurist theater will be able to excite its audi-
ence, that is make it forget the monotony of daily 
life, by careening through a labyrinth of sensations 
imprinted with the most exacerbated originality 
and combined in unpredictable ways.

Every night Futurist theater will be a form of 
gymnastics that will train our race’s mind to the 
swift, dangerous enthusiasms that have been made 
necessary by this Futurist year.

Conclusions:
1. Totally abolish the techniques under which 

the passéist theater is dying;
2. Put onstage all the findings (no matter how 

unrealistic, strange, or antitheatrical) that our tal-
ent is discovering in the subconscious, in ill-defined 
forces, in pure abstraction, in pure conceptualism, 
in pure fantasy, in record-setting and body-madness 
(e.g. Vengono [They’re Coming], Marinetti’s first 
drama of objects, a new vein of theatrical sensibil-
ity discovered by Futurism);2
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06 
Futurist 
Reconstruction  
of the Universe

G. Balla, F. Depero

1915
“Ricostruzione futurista dell’universo.” Text first 
published in Italian on March 11, 1915 by the 
Direzione del Movimento Futurista as an inde-
pendent leaflet containing photographs illustrat-
ing Futurist “plastic complexes” or assemblages. 
Reprinted in Fortunato Depero, Ricostruire e 
meccanizzare l’Universo, ed. Giovanni Lista 
(Milan: Abscondita, 2012 [Carte d’Artisti, 143]), 
30–36. Reproduced here with minor variations 
from “Futurist Reconstruction of the Universe” in 
Futurism: An Anthology, ed. Lawrence Rainey, 
Christine Poggi, and Laura Wittman (New Haven 
and London: Yale University Press, 2009), 209–12.

3. Symphonize the audience’s sensibility by 
exploring it, by reawakening its most somnolent 
layers with every possible means; 

4. Eliminate the preconception of the stage-
apron by throwing nets of sensations between the 
stage and the audience; the stage action will invade 
the orchestra seats, the spectators;

5. Fraternize affectionately with comics, who 
are among the few thinkers that flee from every 
deforming cultural enterprise;

6. Abolish farce, vaudeville, the sketch, comedy, 
serious drama and tragedy, and in their place cre-
ate the numerous forms of Futurist theater, such as: 
free-word wisecracks, simultaneity, interpenetra-
tion, stage symphony [the animated brief poem], 
the dramatized sensation, hilarity in dialogue, the 
negative act, the reechoing one-liner, discussion 
without logic, synthetic deformation, the scientific 
glimmer . . .;

7. Through unbroken contact, create between 
us and the crowd a current of mutuality without 
solemnity, in order to instill in our audiences the 
dynamic vivacity of a new Futurist theatricality.

Here are our first pronouncements on the the-
ater. [Our first eleven theatrical syntheses (by 
Marinetti, Settimelli, Bruno Corra, Remo Chiti, 
Balilla Pratella) were victoriously imposed on 
packed audiences at theaters in Ancona, Bologna, 
Padua, Naples, venice, verona, Florence, and Rome 
by the actors Berti, Zoncada, and Petrolini.]4 In 
Milan we soon shall have the great metal building, 
driven by many electromechanical inventions, that 
alone will enable us to realize our freest concep-
tions on the stage.

1.  Più che l’amore [More than Love] was written by the 
Italian playwright Gabriele D’Annunzio (1863–1938) 
in 1906. D’Annunzio’s tragedy La figlia di Jorio [Jorio’s 
Daughter], from 1903, inspired the operas of the same 
name by Alberto Franchetti (1860–1942) and Ildebrando 
Pizzatti (1880–1968) — Ed.

2.  Vengono [They’re Coming] appears in English in Michael 
Kirby and victoria Nes Kirby, eds., Futurist Performance 
(New York: PAJ Publications, 1986), 294–95 — Ed.

3.  The 17th century Teatro dei Fiorentini, one of the oldest 
in Naples, is no longer extant — Ed.

4.  Ettore Berti (1870–1940) was an Italian actor-manager 
who ran a touring variety theater company that per-
formed Futurist theatrical syntheses in 1915–16. Luigi 
Zoncada (b. 1943) was the director of the Zoncada-Masi-
Capodaglia touring troupe that presented Futurist thea-
trical syntheses in 1915–16. Ettore Petrolini (1886–1936) 
was an Italian comic actor who performed nine Futurist 
syntheses in 1916 — Ed.

“Il teatro futurista sintetico (atecnico–dinamico–
autonomo–alogico–irreale).” The text, dated 
January 11, 1915, was first published in Italian 
by the Direzione del Movimento Futurista in 
February 1915 as an independent leaflet. It then 
appeared in Teatro futurista sintetico (Milan: 
Istituto Editoriale Italiano, 1915) as a preface to 
a collection of theatrical syntheses written by 
various authors. Reprinted in Filippo Tommaso 
Marinetti, Teoria e invenzione futurista, ed. 

Luciano De Maria (Milan: Mondadori, 1968), 164–
71. Reproduced here with minor variations from 
“The Futurist Synthetic Theater” in Futurism: An 
Anthology, ed. Lawrence Rainey, Christine Poggi, 
and Laura Wittman (New Haven and London: Yale 
University Press, 2009), 204–9 and 547–48.
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1. L’Arte dei Rumori [The Art of Noises]. Luigi Russolo published this text in 1913 and invented an instrument to reproduce diverse machine noises — Ed.
2. Authors use this adjective (parolibero) to designate Marinetti in allusion to his words-in-freedom. See note in Claudia Salaris’s essay in this book, p. 307, n. 10.
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07 
Futurist Cinema

F. T. Marinetti, B. Corra, E. Settimelli, 
A. Ginna, G. Balla, R. Chiti

1916
For a long time the book, an utterly passéist means 
of preserving and communicating thought, has 
been fated to disappear, along with cathedrals, tow-
ers, crenelated walls, museums, and the pacifist 
ideal. A static companion to those who are sed-
entary, infirm, nostalgic, and neutralist, the book 
cannot entertain or exalt the new Futurist genera-
tions intoxicated with revolutionary and bellicose 
dynamism.

The current conflagration is increasingly 
streamlining European sensibility. Our great hy-
gienic war, which must result in the satisfaction of 
all our national aspirations, multiplies by a hun-
dredfold the innovative power of the Italian race. 
The Futurist cinema that we are preparing – a joyful 
deformation of the universe, an alogical and mo-
mentary synthesis of everyday life – will become 
the best school for children: a school of joy, speed, 
force, courage, and heroism. The Futurist cinema 
will develop and sharpen sensibility, will acceler-
ate creative imagination, will endow intelligence 
with a prodigious sense of simultaneity and om-
nipresence. In so doing, the Futurist cinema will 
collaborate in the general renewal, replacing the lit-
erary review (always pedantic) and drama (always 
predictable), and killing the book (always tedious 
and oppressive). Propaganda needs may still oblige 
us to publish a book every now and then. But we 
prefer to express ourselves through the cinema, 
through great screens of words-in-freedom and 
mobile illuminated signboards.

We have begun a revolution in the Italian prose 
theater with our manifesto Il teatro futurista sintetico 
[Futurist Synthetic Theater], with the triumphant 
tours that we made with the theatrical companies 
of Gualtiero Tumiati, Ettore Berti, Annibale Ninchi, 
and Luigi Zoncada;1 and with the two volumes of 
the Teatro futurista sintetico [Futurist Synthetic 
Theater],2 containing eighty theatrical syntheses. 
An earlier Futurist manifesto has rehabilitated, glo-
rified, and perfected the variety theater. It is logical 
therefore for us to carry our quickening energies 
into a new theatrical area: film.

At first glance, cinema, born only a few years 
ago, may seem to be Futurist already, which is to 
say, lacking a past and free from tradition. In reality, 
because film has appeared in the guise of a theater 
without words, it has inherited all the traditional 
rubbish of the literary theater. 

Consequently, everything we have said and 
done about the stage applies to the cinema. Our 
action is legitimate and necessary insofar as the 
filmmaker up to now has been and tends to remain 
profoundly passéist, whereas we see in film the pos-
sibility of an eminently Futurist art and the expres-
sive medium most adapted to the complex sensibility 
of a Futurist artist.

Except for interesting films about travel, hunt-
ing, wars, etc., filmmakers have done no more than 
inflict on us the most backward-looking dramas, 
lengthy or brief. The same scenario whose brevity 
and variety can make it seem advanced, in most 
cases is nothing but the most trite and pious analy-
sis. Therefore all the immense artistic possibilities 
of film are left entirely untouched.

Film is an autonomous art. The filmmaker, there-
fore, must never copy the stage. Because it is es-
sentially visual, film must above all fulfill the evolu-
tion that painting has undergone: detach itself from 
reality, from photography, from the graceful and 
solemn. It must become antigraceful,3 deforming, 
impressionistic, synthetic, dynamic, free-wordist.

We must liberate film as an expressive me-
dium in order to make it the ideal instrument of 
a new art, immensely vaster and nimbler than all 
the existing arts. We are convinced that only thus 
can it attain the polyexpressiveness toward which 
the most modern artistic investigations are mov-
ing. Futurist cinema is creating, precisely today, the 
polyexpressive symphony that just a year ago we 
announced in our manifesto Pesi, misure e prezzi 
del genio artistico [Weights, Measures, and Prices of 
Artistic Genius]. The most varied elements will go 
into the Futurist film as expressive means: from the 
slice of life to the streak of color, from the conven-
tional line of prose to words-in-freedom, from chro-
matic and plastic music to the music of objects. In 
short, it will be painting, architecture, sculpture, 
words-in-freedom, music of colors, lines, and forms, 
a clash of objects and realities thrown together at 
random. We shall offer new inspiration for painters 
who are attempting to break out of the limits of the 
frame. We shall set in motion the words-in-freedom 
that transgress the boundaries of literature as they 
march toward painting, music, the art of noises, as 
they throw a marvelous bridge between the word 
and the real object.

Our films will be:
1. Cinematic analogies that make direct use of 

reality as one of the two elements in an analogy. 
Example: If we should want to express a character’s 
state of anguish, instead of showing him in various 
stages of suffering, we would give an equivalent 
impression with the view of a jagged and cavern-
ous mountain.

Mountains, seas, woods, cities, crowds, armies, 
squadrons, airplanes – these will often be our ter-
rible expressive words: the universe will be our 
vocabulary.

Examples. We want to give a sensation of whim-
sical cheerfulness: we show a chair cover as it play-
fully flies around an enormous coat stand, until at 

last the objects embrace each other. We want to 
give the sensation of anger: we fracture the angry 
man into a whirlwind of little yellow balls. We want 
to give the anguish of a hero who has lost his faith 
because of dead neutralist skepticism: we show 
the hero in the act of making an inspired speech 
to a large crowd; suddenly we bring on Giovanni 
Giolitti who, treacherously, stuffs a thick forkful 
of macaroni into the hero’s mouth, drowning his 
winged words in tomato sauce.4

We shall add color to the dialogue by swiftly and 
simultaneously showing every image that passes 
through the actor’s minds. Example: representing 
a man who will say to his woman, “You’re as lovely 
as a gazelle,” we shall show the gazelle. Example: if 
a character says, “Your smile is as fresh and lumi-
nous as the sea viewed from a high mountain by a 
traveler after a long, hard journey,” we shall show 
the traveler, the sea, the mountain.

That is how we shall make our characters as 
understandable as if they talked.

2. Cinematic poems, speeches, and poetry. We 
shall make all the images that they invoke pass 
across the screen. Example: “Canto dell’Amore” 
[Song of Love] by Giosuè Carducci:5

From the German rocks whereon they perch,

Like falcons meditating the hunt […]

We shall show the rocks, the falcons about to strike.

The churches lift their long marble

arms to heaven and pray to God

From the convents between villages and towns

crouching darkly to the sound of bells

like cuckoos among far-spaced trees

That sing of idleness and startled joy […]6

We shall show churches that are gradually trans-
formed into imploring women, God beaming down 
from on high, the convents, the cuckoos, etc. 

Example: “Sogno d’Estate” [Summer’s Dream] 
by Giosuè Carducci:

Among your ever-sounding strains of battle, Homer, I am

conquered by the warm hour: I bow my head in sleep on

Scamander’s bank, but my heart flees to the Tirrenian Sea.7

We shall show Carducci as he is wandering 
amidst the warring Achaians, nimbly skipping out 
of the path of galloping horses, and then paying 
his respects to Homer; then we see him going out 
with Ajax for a drink at the local bar, called The Red 
Scamander, and at the third glass of wine his heart, 
whose palpitations will be visible on screen, pops 
out of his jacket like a huge red balloon and is seen 
flying above the Gulf of Rapallo. This is how we will 
make a film that traces the most secret movements 
of genius.

Thus we shall ridicule the works of passéist po-
ets, and to the great benefit of the public we shall 
transform the most nostalgically monotonous and 
teary-eyed poems into violent, exciting, and highly 
exhilarating spectacles.

3. Cinematic simultaneity and interpenetration 
of different times and places. We shall project two 
or three different visual episodes at the same time, 
one next to the other.
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4. Cinematic musical researches (dissonances,
harmonies, symphonies of gestures, events, colors, 
lines, etc.).

5. Dramatized states of mind on film.
6. Daily filmed exercises designed to free us

from logic.
7. Filmed dramas of objects. (Objects animated, 

humanized, wearing make-up, dressed up, impas-
sioned, civilized, dancing – objects taken out of 
their usual surroundings and put into an abnor-
mal state that, by contrast, throws into relief their 
amazing construction and nonhuman life.)

8. Shopwindows of filmed ideas, events, types,
objects, etc.

9. Filmed political conventions, flirtations,
marriages and quarrels, shown through smirks, 
mimicry, etc. Example: a big nose silences a thou-
sand fingers at a political convention, by ringing an 
ear in the way one rings a church bell; meanwhile 
two policemen-mustaches are seen arresting a dis-
sident tooth.

10. Unreal reconstructions of the human body
on film.

11. Filmed dramas of disproportions (a thirsty 
man who pulls out a tiny drinking straw that length-
ens umbilically as far as a lake and dries it up in-
stantly).

12. Films showing potential dramas and emo-
tional strategic plans.

13. Filmed linear, plastic, chromatic equiva-
lences, etc. of men, women, events, thoughts, mu-
sic, feelings, weights, smells, noises. (With white 
lines on a black background we will render both 
the inner and outer rhythm of a husband who dis-
covers his wife in adultery and chases the lover 
– mental rhythm and rhythm of legs.)

14. Filmed words-in-freedom in movement
(synoptic tables of lyrical values – dramas of letters 
that have been humanized or animalized – ortho-
graphic dramas – typographical dramas – geomet-
ric dramas – numeric sensibility, etc.). Painting + 
sculpture + plastic dynamism + words-in-freedom 
+ noise-tuners + architecture + synthetic theater = 
Futurist cinema.

Let us decompose and recompose the universe 
according to our marvelous whims, in order to 
multiply a hundredfold the powers of Italian cre-
ative genius and its absolute preeminence in the 
world.

F. T. MARINETTI
BRUNO CORRA
E. SETTIMELLI
ARNALDO GINNA
G. BALLA
REMO CHITI
futurists

Milan, September 11, 1916

1. For a full reproduction of this manifesto in English,
see pp. 367–69. For Ettore Berti and Luigi Zoncada, see 
“Futurist Synthetic Theater” in this catalogue, p. 369, 
n. 3. Gualtiero Tumiati (1876–1957) was an Italian actor 

and theater director who collaborated with Marinetti 
on the theatrical syntheses he produced in 1915 and 
1916. Annibale Ninchi (1887–1965) was an Italian actor 
who collaborated with Marinetti in producing theatrical 
syntheses from 1914 to 1916 — Ed.

2. Teatro futurista sintetico, 2 vols. (Milan: Istituto Editoriale
Italiano, [1916]).

3. For the meaning of the terms graceful and antigraceful  
(pretty and antipretty) see p. 425 in this catalogue and 
p. 17 in So I Think, So I Paint — Ed.

4. Giovanni Giolitti (1842–1928), a left-wing liberal five
times prime minister of Italy, opposed Italian partici-
pation in the Great War, hence Marinetti’s scorn.

5. Giosuè Carducci (1837–1907), a neoclassical man of
letters and the first Italian poet to receive the Nobel
prize for Literature in 1906, was also repeatedly scorned
by Marinetti.

6. “Da le rocche tedesche appollaiate / Sí come falchi a
meditar la caccia […].” “Da le chiese che al ciel lunghe 
levando / Marmoree braccia pregano il Signor […] Da i 
conventi tra i borghi e le cittadi / Cupi sedenti al suon de
le campane, / Come cuculi tra gli alberi radi / Cantanti 
noie ed allegrezze strane […].”

7. “Tra le battaglie, Omero, nel carme tuo sempre sonanti 
/ la calda ora mi vinse: chinommisi il capo tra ‘l sonno 
/ in riva di Scamandro, ma il cor mi fuggì su ’l Tirreno.”

“La cinematografia futurista.” Manifesto first pub-
lished as an independent leaflet in September 
1916, then reprinted in L’Italia futurista, no. 9 
(November 15, 1916), 1. Reprinted in Manifesti 
del Futurismo, ed. Viviana Birolli (Milan: 
Abscondita, 2008), 176–80. Reproduced here with 
minor variations from “The Futurist Cinema” in 
Futurism: An Anthology, ed. Lawrence Rainey, 
Christine Poggi, and Laura Wittman (New Haven 
and London: Yale University Press, 2009), 229–33. 

08 
Futurist Manifesto 
of Mechanical Art

E. Prampolini, I. Pannaggi, V. Paladini

1922
What we call Mechanical Art, i.e. the Machine 
adored and considered as symbol, source, and mis-
tress of the new artistic sensibility, came into being 
with the first Futurist Manifesto, in 1909, in Italy’s 
most mechanical city: Milan. That first manifesto, 
published by Le Figaro, translated into every lan-
guage, and distributed in many hundreds of thou-
sands of copies, contained ideas that rattled and 
transformed the minds of artists all over the world.

We affirm that the beauty of the world has been enriched by a 

new form of beauty: the beauty of speed. A racing car with a hood 

that glistens with large pipes resembling a serpent with explosive 

breath … a roaring automobile that seems to ride on grapeshot – 

that is more beautiful than the Victory of Samothrace.

 We shall sing the great masses […] the vibrating nocturnal 

fervor of factories and shipyards […] factories […] bridges […] 

adventurous steamships […] locomotives […] and the oscillating 

flight of airplanes […].1

Immediately after that, Marinetti developed his 
thinking in the manifesto Uccidiamo il chiaro di 
luna! [Let’s Murder the Moonlight!] and in the vol-
ume entitled Le Futurisme [Futurism] (Paris, 1911), 
which glorifies Multiplied Man and the Reign of the 
Machine. The year 1911 saw the publication of the 
book of free verse Aeroplani [Airplanes], by Paolo 
Buzzi.2 In 1911–12, Futurist Exhibitions hosted all 
over the world imposed the new sensibility of inter-
penetration, simultaneity, and plastic dynamism, 
formed by the fiery passion for the Machine. The 
initial figures, Boccioni, Balla, Russolo, Carrà, and 
Severini, were joined by Depero, Prampolini, Funi, 
Dudreville, Sant’Elia, Soffici, Sironi, Galli, Baldessari, 
and Marasco.3 In October 1911, Marinetti created 
the words-in-freedom composition Battaglia peso 
+ odore [Battle Weight + Smell], a free exaltation
of the mechanical forces of war. There followed
Zang tumb tumb, Assedio di Adrianopoli [Siege of
Adrianopolis] and the Manifesto tecnico della let-
teratura futurista [Technical Manifesto of Futurist
Literature] (1912), with these declarations by
Marinetti:

It is the solidity of a steel plate that interests us as something 

in itself, with its incomprehensible and inhuman cohesion of 

molecules or electrons that can resist penetration by a howitzer. 

The heat of a piece of iron or wood leaves us more impassioned 

than the smile or tears of a woman.

We want literature to render the life of an engine, a new 

instinctive animal whose guiding principle we will recognize when 

we have come to know the instincts of the various forces that 

compose it.
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Nothing, for a Futurist poet, is more interesting than the action 

of a mechanical piano’s keyboard. Film offers us the dance of an 

object that disintegrates and recomposes itself without human 

intervention.4

In 1912, the Futurist musician Balilla Pratella5 
composed his first Futurist work, L’Aviatore Dro 
[The Aviator Dro], a glorification of the airplane 
and aerial heroism.

In 1913, in his manifesto, L’arte dei rumori [The 
Art of Noises], Luigi Russolo wrote, after describ-
ing the mechanism of his electrical intonarumori:6

We derive far more pleasure from ideally combining the noises of 

trams, internal combustion engines, carriages, and noisy crowds 

than from rehearing, for example, the Eroica or the Pastorale […] 

Let us wander through a great modern city with our ears more 

alert than our eyes and we shall find pleasure in distinguishing the 

rushing of water, gas, or air in metal pipes, the purring of motors 

that breathe and pulsate with indisputable animality, the throbbing 

of valves, the pounding of pistons, the screeching of mechanical 

saws, the jolting of trams on their tracks […].7 

In 1914, Boccioni launched the magic word 
“modernolatry,” developing therefrom the con-
cept in his volume Pittura scultura futuriste [Futurist 
Painting and Sculpture]. In that same year, there 
burst with a din from an inspired workshop 
Luciano Folgore’s volume Canto dei motori [Song 
of Engines].

On March 18, 1914, Marinetti completed and de-
fined the new Futurist aesthetic, with the manifesto 
Lo splendore geometrico e meccanico e la nuova 
sensibilità numerica [Geometric and Mechanical 
Splendor and the New Numerical Sensibility], fol-
lowed by the manifesto Nuova religione e morale 
della Velocità [New Religion-Morality of Speed].

On March 29, 1914, in the Galleria Permanente 
Futurista in Rome, Marinetti produced his manifes-
to La Declamazione dinamica e sinottica [Dynamic 
and Synoptic Declamation]. In declaiming the 
words-in-freedom, it is important to imitate engines 
and their rhythms using mechanical gesticulation. 
The parolibero poem Piedigrotta by Cangiullo was 
presented with a dynamic-synoptic declamation.

In 1915, the Futurist painter Prampolini com-
pleted and defined Futurist plastic art in his mani-
festo Costruzione assoluta di moto-rumore [The 
Absolute Construction of Sound in Motion]. In 
1916, the painter Severini explained the macchi-
nismo dell’arte [machinism of art] in his article for 
the Mercure de France.

In 1917, the Futurist painter Depero created his 
Plastic Dances with mechanical rhythms.

The Dutch magazine Mecano recently reported 
all this, publishing a photograph of a machine 
with the title Plastica moderna dello spirito italiano 
[Modern Plastics of the Italian Spirit].

Now, after countless battles, attempts, investi-
gations, works produced, and indisputable victo-
ries, we feel the need to free ourselves from the last 
advances of the old sensibility, to create, once and 
for all, the new plastic art inspired by the Machine.

The modernolatry predicated by Boccioni 
exalts us ever more. The time we are living in – 

typically Futurist – will be distinguished among all 
histories by the deity ruling over it: the Machine.

Pulleys, fly-wheels, bolts, smokestacks, polished 
steel, smelly grease, the scent of ozone from elec-
tric power stations, the puffing of locomotives, the 
howling of sirens, cog-wheels, pinions!

MECHANICAL SENSE, CLEAR AND DECISIvE, ir-
resistibly attracting us!

Gears wipe away the fog of indeterminacy from 
our eyes. Everything is more incisive, decisive, 
aristocratic, and sharp.

WE FEEL MECHANICALLY. WE FEEL BUILT OF 
STEEL. WE TOO ARE MACHIHNES. WE TOO ARE 
MECHANIZED!

The beauty of the latest fast trucks that run with a 
vast shuddering and trembling, sure and furious. The 
infinite joys that are offered to our eyes by the fantas-
tic architecture of cranes, cold steel, the shiny and 
palpitating solid characters, voluminous and fleeting, 
of luminous advertising signs. These are our new spir-
itual needs and the principles of our new aesthetic.

The old aesthetic was fuelled by legends, myths, 
and stories, mediocre products of blind, enslaved 
collectivities.

The Futurist aesthetic is nurtured by the most 
powerful and complex products of human genius. Is 
not the Machine today possibly the most exuberant 
symbol of the mysterious creative human force? 
FROM THE MACHINE AND IN THE MACHINE THE 
WHOLE HUMAN DRAMA IS DEvELOPING TODAY.

We Futurists are making the Machine tear itself 
free of its practical function, rise into the spiri-
tual and unmotivated life of art, and become an 
extremely lofty and fecund source of inspiration.

The artist who does not wish to perish in im-
precision or plagiarism must have faith only in his 
own life and the atmosphere in which he breathes. 
Beautiful machines have surrounded us, bent lov-
ingly over us, and we wild and instinctive discover-
ers of every mystery have let ourselves be caught 
in their bizarre and frenetic ring-around-a-rosy.

Charmed, we possessed them in a manly, vo-
luptuous way.

Today we can reveal to the world their profound 
spirits and their enormous hearts in which dy-
namic architectures spiral; the new architectures, 
which Antonio Sant’Elia and virgilio Marchi6 have 
already established.

But it is important to distinguish between the 
shell and the spirit of the Machine.

When we talked of bolts, steel, pinions, and cog-
wheels, we were misunderstood.

So let us clarify our thinking: the manifestos and 
works of Futurism, published, exhibited, and com-
mented on all over the world, pushed many brilliant 
artists, Italian, French, Dutch, Belgian, German and 
Russian, towards Mechanical Art. But they almost 
always stopped at the outer shell of the machine; 
as a result they produced only purely geometric 
paintings, arid and exterior (comparable to certain 
engineering projects), which, though rhythmic and 
constructively balanced, lack interiority and have 
more scientific flavor than lyrical content; plastic 

constructions executed with real mechanical ele-
ments (screws, gears, racks, steel, etc.) which are 
not part of creation as expressive material, but are 
exclusively ends unto themselves.

For this reason, these artists often fell into the 
false and the superficial, and produced interest-
ing works which nonetheless were inferior to ma-
chines, because they had neither their solidity nor 
their organic qualities.

WE FUTURISTS WANT:
1. that the spirit and not the exterior form of the 

Machine be rendered, creating compositions that 
make use of all kinds of expressive means as well 
as real mechanical elements;

2. that these expressive means and mechanical 
elements are coordinated by an original lyrical law, 
and not by a learned scientific law;

3. that, essentially, by Machine we understand 
its forces, its rhythms, and the infinite analogies 
suggested by the Machine;

4. that the Machine thus conceived should be-
come the source of inspiration for the development 
and evolution of the plastic arts.

The various styles of this new mechanical art 
will spring from the Machine like an interferential 
element between the object’s spiritual conception 
and the plastic ideal proposed by the painter.

Today, the Machine imprints the rhythm of the 
great collective spirit and of the various individual 
creators.

The Machine beats the time of the Song of 
Genius. The Machine is the new deity that illu-
minates, dominates, and distributes its gifts and 
punishes in this new Futurist time, devoted, that 
is, to the great Religion of the New.

ENRICO PRAMPOLINI
IvO PANNAGGI
vINICIO PALADINI

1.  “Noi affermiamo che la magnificenza del mondo si è 
arricchita di una bellezza nuova; la bellezza della velo-
cità. Un automobile da corsa col suo cofano adorno di 
grossi tubi simili a serpenti dall’alito esplosivo… un au-
tomobile ruggente, che sembra correre sulla mitraglia, 
è più bello della Vittoria di Samotracia.”; “Noi canteremo 
le grandi folle […] il vibrante fervore notturno degli 
arsenali e dei cantieri […] le officine […] i ponti […] i 
piroscafi avventurosi […] le locomotive […] e il volo 
scivolante degli aeroplani.” For a full reproduction of 
this manifesto in English, see pp. 361–63.

2.  Paolo Buzzi (1874–1956) was an Italian Futurist play-
wright and poet whose book Aeroplani was published 
in Milan by Edizioni futuriste di Poesia in 1909 — Ed.

3.  Enrico Prampolini (1894–1956) was an Italian sta-
ge director who wrote the manifesto on “Futurist  
Stage Design” in 1915. Achille Funi (1890–1972) was an 
Italian painter who joined the Futurist movement briefly 
before becoming a founding member of the Sette Pittori 
del Novecento Group in 1922 and developing into a mu-
ral painter esteemed by the Fascist regime. Leonardo 
Dudreville (1885–1975) was an Italian painter who embra-
ced Futurism in 1912 before joining the Sette Pittori del 
Novecento Group in 1922. Antonio Sant’Elia (1888–1916) 
was an Italian architect who took part in an exhibition 
of “The New City” in 1914, for which he wrote an essay 
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known as the “Messaggio” [Message], which was  sub-
sequently revised by Marinetti and published as Il ma-
nifesto dell’architettura futurista [Manifesto of Futurist 
Architecture]. Ardengo Soffici (1879–1965) was an Italian 
critic and painter who, together with Giovanni Papini, 
founded the journal Lacerba in 1913, signaling the period 
of his close collaboration with the Futurists. Mario Sironi 
(1885–1961) was an Italian painter who joined the Futurist 
movement in 1915 and exhibited with them from 1919 to 
1922, before becoming one of the most successful artists 
to work for the Fascist regime. Gino Galli (1893–1954) was 
an Italian painter who formed part of the Rome faction of 
the Futurist movement, exhibiting with the Futurists from 
1919 to 1933 and directing nos. 53 to 72 of Roma Futurista 
together with Balla, Bottai, and Rocca. Umberto Mario 
Baldassari (1907–1993) joined the Mantuan branch of the 
Futurist movement in the 1920s with Gino Cantarelli and 
Aldo Fiozzi. Antonio Marasco (1896–1975) was an Italian 
painter, sculptor, and writer who joined the Futurist mo-
vement in Florence before setting up and becoming the 
leader of the Independent Futurist Movement in 1932, 
for which he wrote the manifesto entitled Supremazia 
futurista [Futurist Supremacy] — Ed.

4.  “È la solidità di una lastra d’acciaio, che c’interessa per 
sé stessa, cioè l’alleanza incomprensibile e inumana de-
lle sue molecole o dei suoi elettroni, che si oppongono, 
per esempio, alla penetrazione di un obice. Il calore di 
un pezzo di ferro o di legno è ormai più appassionan-
te, per noi, del sorriso o delle lagrime di una donna.”; 
“Noi vogliamo dare, in letteratura, la vita del mo-
tore, nuovo animale istintivo del quale conoscere-
mo l’istinto generale allorché avremo conosciuto 
gl’istinti delle diverse forze che lo compongono.”; 
“Nulla è più interessante, per un poeta futurista, che 
l’agitarsi della tastiera di un pianoforte meccanico. Il ci-
nematografo ci offre la danza di un oggetto che si divide 
e si ricompone senza intervento umano.” For a full re-
production of this manifesto in English, see pp. 364–66.

5.  Francesco Balilla Pratella (1880–1955), an Italian mu-
sician and composer who showed interest in popu-
lar music, was one of the signatories of the Manifesto 
tecnico della letteratura futurista. L’Aviatore Dro [The 
Aviator Dro] is a Futurist opera that features traditional 
instruments alongside intonarumori [noise machines]; 
though written in 1912, it was only premiered in 1920, in 
the Teatro Rossini opera house in Lugo (Ravenna) — Ed.

6.  A family of noise-generating instruments invented by 
Luigi Russolo in 1913 — Ed.

7.  “Ora ne siamo sazi e godiamo molto più nel com-
binare idealmente dei rumori di tram, di motori 
a scoppio, di carrozze e di folle vocianti, che nel 
riudire, per esempio, l’Eroica o la Pastorale. […] 
Attraversiamo una grande capitale moderna, con le 
orecchie più attente che gli occhi, e godremo nel dis-
tinguere i risucchi d’acqua, d’aria odi gas nei tubi me-
tallici, il borbottio dei motori che fiatano e pulsano con 
una indiscutibile animalità, il palpitare delle valvole, 
l’andirivieni degli stantuffi, gli stridori delle seghe mec-
caniche, i balzi dei tram sulle rotaie […].”

6.  virgilio Marchi (1895–1960) was an Italian architect 
and art director, a “Second Futurist” who refurbished 
several theaters and designed the sets for more than 

fifty films.

“L’arte meccanica: manifesto futurista” (Rome, 
October 1922). Text first published in Italian 
in Noi, series II, vol. 1, no. 2 (May 1923), 1–2. 
Reprinted in Manifesti del Futurismo, ed. Viviana 
Birolli (Milan: Abscondita, 2008), 194–98, from 
where it has been translated by Simon Pleasance.

09 
Manifesto of Futurist 
Radio (Radia)

F. T. Marinetti, P. Masnata

1933
Futurism has radically transformed literature with 
words-in-freedom aeropoetry and the swift simul-
taneous free-word style has swept away boredom 
in the theater with its alogical surprising synthesis 
and object-dramas has immensely expanded the 
range of sculpture with its antirealism its plastic 
dynamism and aeropainting has created the geo-
metric splendor of a dynamic architecture that uses 
new construction materials lyrically and without 
decorativism has created abstract film and abstract 
photography

Futurism in its Second National Congress has 
decided that the following things must be over-
come

To overcome the love of woman “with a more in-
tense love of woman against the erotic-sentimental 
deviations of many foreign avant-gardes whose ar-
tistic expressions have collapsed into fragmentari-
ness and nihilism”

To overcome patriotism “with a more fervent 
patriotism which is thus transformed into an au-
thentic religion of the Fatherland”

To overcome the machine “through identifi-
cation of man and the machine itself destined to 
liberate him from muscular work and immensely 
enlarge his spirit”

To overcome the architecture of Sant’Elia 
which is “victorious today through more archi-
tecture in the style of Sant’Elia but still more ex-
plosive with lyrical color and original discoveries”

To overcome painting “through aeropainting 
still more deeply experienced and with polymate-
rial-tactile sculpture”

To overcome the earth “with an intuition of the 
means that must be thought out in order to go to 
the moon”

To overcome death “through the metallization 
of the human body and picking up the vital spirit 
as a mechanical force”

To overcome war and revolution “through an 
artistic-literary war and revolution lasting a decade 
or two and portable in the manner of indispensable 
revolvers”

To overcome chemistry “with a nutritional 
chemistry perfected with vitamins and calories 
and free for all”

Today we already possess a television contain-
ing fifty thousand dots for every image on a big 
screen

While we are awaiting the invention of tele-tac-
tilism and teleperfume and telesoap we Futurists 
are working on radio programs destined to multi-
ply a hundredfold the creative genius of the Italian 
race and to abolish the old nostalgic rage of dis-
tances and to impose everywhere words-in-free-
dom as its logical and natural mode of expression

Radia the term we Futurists have given to the 
larger shows on radio is STILL TODAY a) realistic b) 
trapped in the notion of the scene c) rendered stu-
pid by music that has achieved a revolting dark or 
languid monotony instead of developing in original-
ity or variety d) a too timid imitation of the Futurist 
synthetic theater and words-in-freedom on the part 
of avant-garde writers.

Alfred Goldsmith1 of Radio City in New York has 
said: “Marinetti has imagined the synthetic theater. 
Though very different in conception, the two kinds 
of theater have a point in common insofar as their 
realization requires them not to omit the task of 
integration, and on the part of the spectators re-
quires an effort of intelligence. Radiophonic the-
ater will demand an effort of imagination first from 
authors, then from actors, then from spectators.”

French Belgian German theoreticians and writ-
ers of avant-garde radiodramas (Paul Reboux  Theo 
Freischinann [sic]  Jacques Rece  Alex Surchaap  
Tristan Bernard  F. W. Bischoff  victor Heinz Fuchs  
Friedrich Wolf  Mendelssohn etc)2 have praised and 
imitated the Futurist synthetic theater and words-
in-freedom but almost all are still obsessed with a 
realism albeit fleeting that is still to be overcome

Radia should not be
1. theater because radio has killed the theater 

already vanquished by film with sound
2. cinematographic because films are already on 

their deathbed due to a) the rancid sentimentalism 
of their subjects b) the realism that unfolds within 
some simultaneous syntheses c) infinite technical 
complications d) fatal banalizing collaboration

3. a book because the book bears the blame for 
having made humanity myopic it implies something 
heaving strangulating suffocating fossilized and fro-
zen (only the luminous free-wordist grand tables 
will still live the only poetry that has to be seen)

Radia abolishes
1. space or any required scenery in the theater 

including the Futurist synthetic theater (action 
unfolding against a fixed or constant scene) and 
film (action unfolding against extremely rapid  
and highly variable simultaneous and always re-
alistic scenes)

2. time
3. unity of action
4. the dramatic character
5. the audience understood as a mass self-ap-

pointed judge systematically hostile and servile 
always misoneist3 always retrograde.

Radia will be
1. Freedom from any point of contact with liter-

ary and artistic tradition
Any attempt to reconnect the radia to tradition 

is grotesque
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2. A new Art that begins where theater and film 
and narration leave off

3. Immense enlargement of space 
The scene no longer visible or frameable now 

becomes universal and cosmic
4. Interception amplification and transfigura-

tion of vibrations emitted by living beings by living 
spirits or dead spirits noise-dramas about states of 
mind with no words

5. Interception amplification and transfiguration 
of vibrations emitted by matter

Just as today we listen to the song of the woods 
and the sea tomorrow we will be seduced by the 
vibrations of a diamond or a flower

6. A pure organism of radiophonic sensations
7. An art without time or space without yester-

day and tomorrow 
The possibility of picking up transmissions from 

stations in different time zones merged together 
and the lack of light destroy the hours the day the 
night 

Picking up and amplifying with thermionic tube 
lights and voices from the past will destroy time

8. Syntheses of infinite simultaneous actions
9. Human universal and cosmic art as voice with 

a true psychology-spirituality of noises of voices 
and of silence

10. The characteristic life of every noise and an 
infinite variety of the concrete-and-abstract and 
the done-and-dreamed by means of a populace of 
noises

11. Conflicts between different noises and dis-
tances which is to say spatial drama added on to 
temporal drama

12. Words-in-freedom 
Language has gone on being developed as a col-

laborator of gesture and mime
Language has to be recharged with all its power 

whence essential and totalitarian language what in 
Futurist theory is called atmosphere-word 

The words-in-freedom daughters of the machine 
aesthetic contain an orchestra of noises and noise 
harmonies (realistic and abstract) that can only 
help the shaped and colored word in the lightning-
fast representation of what is not seen 

If the radiast doesn’t want to use words-in-free-
dom then he should express himself in the free-
wordist style (derived from our words-in-freedom) 
which already circulates in avant-garde novels and 
newspapers that free-wordist style typically swift 
bursting synthetic simultaneous

13. Isolated words repetition of verbs in the 
infinitive

14. Essential art
15. Gastronomic music amorous music gymnas-

tic music etc
16. The use of noises of sounds of chords har-

monies musical or noise simultaneities of silences 
all with their gradations of duration of crescendo 
and of diminuendo which will become strange 
brushes for painting delimiting and coloring the 
infinite darkness of the radia giving cubicity spheri-
cal rotundity in the geometric background

17. The use of interferences between stations 
and of the surge and evanescence of sounds

18. Delimitation and geometric construction of 
silence

The use of different resonances of a voice or 
a sound in order to give a sense of the size of the 
location where the voice is

Characterization of the silent or semi-silent 
atmosphere that envelops and gives shading to a 
particular voice sound noise

19. The elimination of the concept or the esteem 
of the audience which has always had a deforming 
or worsening influence even on the book

F. T. Marinetti and Pino Masnata

September 22, 1933

1.  Alfred Goldsmith (1890–1974) was an American elec-
trical engineer, a co-founder of the Institute of Radio 
Engineers (IRE), created in 1912, and the first editor 
(1913–1954) of Proceedings of the Institute of Radio 
Engineers — Ed.

2.  Paul Reboux (pseudonym of André Amillet, 1877–1963) 
was a French artist and writer who experimented 
with the new genre of radio drama in the 1930s. Theo 
Fleischman (1893–1979) was a Belgian writer, journalist, 
and radio presenter. Tristan Bernard (1866–1947) was 
a French playwright and novelist who turned his hand 
to radio drama in the 1930s. Friedrich Wolf (1888–1953) 
was a German doctor and writer, author of “socialist 
realism” plays and radio dramas. It has been impossible 
to identify the other five authors cited — Ed.

3.  Misoneism, from the Greek miso– (hate) and neos (new), 
means fear, dislike, or hatred of innovation or change. 
— Ed.

“Manifesto futurista della radio (Radia).” Text 
first published in the Gazzetta del popolo, 
September 22, 1933. Reprinted in Il Futurismo, 
October 1, 1933, and in Mario Verdone, Il futuris-
mo (Rome: Newton & Compton, 2003), 183–86. A 
French translation, with the title “Manifeste de la 
Radio Futuriste,” was published in Stile futurista 
1, no. 1 (July 1934). Reproduced here with minor 
variations from “The Radia: Futurist Manifesto,” 
in Futurism: An Anthology, ed. Lawrence Rainey, 
Christine Poggi, and Laura Wittman (New Haven 
and London: Yale University Press, 2009), 292–95.
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FoRTUNATo DepeRo  
(1913-1951)

01 
Boccioni’s Exhibition 
Futurist Sculpture  
(A Short Commentary)

1913
I’ve been in Rome for a week – one of the first things 
I did was to visit the exhibition of Boccioni’s Futurist 
sculpture1 – a completely white room – a very sim-
ple arrangement – unframed drawings – white and 
colored plaster figures on stands wrapped in gray 
paper – only what was strictly necessary – I took 
a look – I walked around the individual works – I 
peered – I saw – I stood on tiptoe – I bent forward 
– I learned new things with great interest, new find-
ings put me in a state of orgasm – they shook my 
whole nervous system – edges of bottles, plates, 
tables, facets of faces – memories, of hands, nerves, 
people-places …

Pure abstract art, musicality of speed-lines, 
nightmare-masses, reflecting-corners … Plastic 
representation of states of mind – the quest to de-
pict the lyrical moment of the artist while he is 
creating – that is, the artist totally deaf to conven-
tionality – solely abandoned to the simultaneity of 

the impulse – to the infinite telegraphic impressions 
of the sense he is subject to …

No longer theme-art, decoration-art, portrait-
art, photography-art; but a pure quest for harmonic 
sense of line-color-form undergone by sight-hear-
ing-smell-taste-touch; no illustrative motive but 
cerebral tension; sculpture-painting and sculpture-
music …

Industrialized plasterers make me laugh – [they] 
make statues – busts, cold shavings – without any 
harmonic sense – empty, without a quiver – motifs 
mechanically ruminated over – scratched – child-
ishly sought – botched after a thousand pieces of 
advice – school attempts – made on ruled paper 
by some foreign idiots who, after finding some 
outlandish style of extremely superficial deforma-
tion with lacquered colors, bestially combined 
– thought they were pioneers – famous masters 
– prize-winners etc …

Excuse me, what you are trying to do is not plas-
tic – there is no sculpture without tones – without 
sounds –.

Plastic: everything that gives you a sense of 
depth, closeness – distance – point – flat – concave 
and convex – light and dark – soft and hard – elastic 
– thread-like – turgid and empty … is plastic – even 
the state of mind influences the plastic impression 
– you’re angry: everything is sharp, you’re content: 
everything is soft – fresh – undulating. For heaven’s 
sake, where has color been left up until now in the 
plastic arts – the oranges – the reds – the spherical 
blues – the leaf yellows? But (apart from the Great 
Medardo Rosso2) no one had the courage to shape 
a figure in the fog – in the sun – in the dark.

What have most sculptors done up until now? 
Cold decorations or insignificant sculptures or bar-
baric scientific studies, but never ever ever pure 
plastic art – Only now are things starting – Boccioni 
explodes with brilliant and bright plastic works.

1. Depero employs the terms scultura and the more archaic 
scoltura indistinctly; in addition, he makes use of a third 
term, plastica [plastic work], to refer to a type of work 
that is more modern than traditional sculpture, and 
which employs new materials such as steel wire, wood, 
etc. — Ed.

2.  Medardo Rosso (1858–1928) was an Italian painter and 
sculptor best known for his plaster images mid-way bet-
ween sculpture and painting, in which the dissolution 
of contours and the suppression of empty space helped 
to fuse the works with their surroundings — Ed.

“La mostra di Boccioni. Scoltura futurista (breve 
commento).” Handwritten in December 1913, in 
Rome, after visiting the Esposizione di scultura 
futurista del pittore e scultore futurista Umberto 
Boccioni [Exhibition of Futurist Sculpture by the 
Futurist Painter and Sculptor Umberto Boccioni], 
Galleria Futurista Sprovieri, Rome, December 
6, 1913–January 15, 1914. Held in the Fondo 
Fortunato Depero, MART – Museo di arte moderna 
e contemporanea di Trento e Rovereto, the manu-
script was first published by Bruno Passamani, 
Fortunato Depero, 1892–1960 (Bassano del Grappa: 
Museo Civico – Palazzo Sturm, 1970). Republished 
in Fortunato Depero, Ricostruire e meccanizzare 
l’universo, ed. Giovanni Lista (Milan: Abscondita, 
2012. [Carte d’Artisti, 143]), 11–12, from where it 
has been translated by Simon Pleasance.

Autoritratto con smorfia [self-portrait with Grimace], 
rome, november 11, 1915. Photograph: gelatin silver 
print on fiber-based paper, 3 1/2 x 3 1/2 in. (8.9 x 8.8 cm). 
Mart, archivio del ’900, Fondo depero
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Manuscript handwritten by Fortunato depero stating his intention 
to join the Futurist movement, 1914. Mart, archivio del ’900, Fondo 
depero [cat. 27]. translated on p. 385 (02 after a year of enveavors…)
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03 
Plastic Complexity 
Free Futurist Game 
The Artificial  
Living Being

1914
“Complessità plastica – Gioco libero futurista – 
L’essere vivente artificiale.” Handwritten mani-
festo covering fourteen uniform pages, using 
a brush with colored inks, situated and dated 
“Rome 1914.” The lost original is documented 
by two contemporary negative photographic 
plates held in the Fondo Fortunato Depero, 
MART – Museo di arte moderna e contempora-
nea di Trento e Rovereto. The last handwritten 
note, written on the back of a print of the nega-
tives, is clearly much later. Datable in November-
December 1914, the manuscript was published in 
its entirety for the first time by Bruno Passamani 
in Fortunato Depero. Documenti Martano Due 
(Turin: Edizioni Martano, 1969). Republished in 
Fortunato Depero, Ricostruire e meccanizzare 
l’universo, ed. Giovanni Lista (Milan: Abscondita, 
2012 [Carte d’Artisti, 143]), 14–28, from where it 
has been translated by Simon Pleasance.

04 
The Onomalanguage 
Abstract  
Verbalization 
Depero Creation–1916

1916
“L’onomalingua. Verbalizzazione astratta. 
Creazione Depero 1916.” Text first published 
in the bolted book Depero futurista 1913–1927 
(Milan: Dinamo Azari, 1927). Reprinted in 
Fortunato Depero, Ricostruire e meccanizzare 
l’universo, ed. Giovanni Lista (Milan: Abscondita, 
2012 [Carte d’Artisti, 143]), 42, from where it has 
been translated by Simon Pleasance.

02 
After a Year of 
Endeavors…

1914
After a year of endeavors – doubts and 
discoveries – tension – more or less swift 
development – fan-like embrace – impressionism 
– post-impressionism – pictorial abstractions
– arabesque – pure painting – REACTION –
plastic art – cubism – plastic abstractions –
OvERCOME – superpositions – interpenetrations
– simultaneity of states of mind – lyrical-dynamic
movement – plastic matter – plastic dynamism
after 2 months of internal electric grinding – dizzy
spinning of cerebral helixes – humming of
brain-motor – FUTURIST RESOLUTION HURRAH!!!

vIA DEL TRITONE – 125 GALLERIA FUTURISTA 
Translated by Juan Carlos Reche.

“Dopo un anno di tentativi…” Handwritten in 
1914, in Rome, on card including at the bottom 
the name of the Galleria Futurista Sprovieri on 
Via Tritone 125. Held in de Fondo Fortunato 
Depero, MART - Museo di arte moderna e con-
temporanea di Trento e Rovereto, from where it 
has been translated by Simon Pleasance.
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05 
Depero’s Plastic 
Theater. Principles 
and Applications

1919
I was born a painter, in the purest sense of the 
term, and throughout my youth, past and present, 
I have always been concerned with paintings and 
sculptures and other artistic problems, all undilut-
edly lyrical.

I made – and I will go on making – toys, panels, 
puppets, theatrical costumes, and stage sets, and I 
have had endless fun. In all these endeavors I have 
achieved success by virtue of the sole fact, in these 
very frenetic and extremely active last two years, of 
having attained a pictorial and plastic style that is 
clearly consistent architectonically, and of having 
boldly come through a brilliant and fragmentary 
period of excessive impressionistic nostalgia. To 
my satisfaction I have geometricized,1 squeezed, 
crystallized lights, metalized shadows, conveyed 
all of the plastic emotions and sensations with the 
solid matter of possible constructive mechanical 
solutions.

Everything in my most recent works is rhyth-
mically architectured,2 with an extremely obvious 
logicality of relations and contrasts of colors and 
forms, so as to make a single and powerful whole. 
Reacting to the Impressionist style, I have imposed 
upon myself a style that is flat, simple, geometric, 
and mechanical: primary, clear form; complemen-
tary color given with flat and curved planes in the 
geometric sense; return to a severe perspective of 
complete and unseen build; very strict plastic con-
sideration of values; rhythmic and architectonic 
relations of the slightest invisible details; gigantic, 
tropical, mechanical, floral beauty; massive and 
fearful workshop, street, city geometries with pre-
cious and new perspective construction of objects. 
I am neither satisfied with a color range nor with 
plastic relations, but I invariably strive to find a 
line that underpins and governs the most disparate 
elements of an architectonic unity.

Observations, impressions, memories and 
knowledge, intuitions and fantasies, everything in 
my work is reduced to stylistic matter, as if one 
were dealing with details of a single organism (be-
ing, panorama, or drama); everything is resolved 
with multiple, inner, perspectival freedom, and with 
love, with ardor, in the creation of the new object, 
be it a figure, an animal, a flower, or another au-
tonomous multi-expressive entity, living in its own 
authentic plastic world.

Constructing one’s own inner world; charac-
terizing, structuring all the elements which the 
Impressionists and those following them, even  
the best of them, hinted at as timid, light, impre-
cise, chaotic aesthetic values, raising them to the 
greatest autonomous possibility of predominant 
evidence. Shadows shaped to resemble living, 
solid, vertical bodies, which are multiplied and 
deformed magically or automatically, isolated in 
their own life; depths hewn out and shaped in 
the abysses of reflections; bodies which, by dint 

of lights, appear upside down and suspended in 
tragic balance, or surprised by new and multiple 
perspective attractions; houses with oblique and 
burning terraces of gold on which slide glazed slabs 
of light with a heavy air. Men stand charring them-
selves in the shade, they shine, with crystal on the 
illuminated edges of the steps. A reaction to every 
impressionistic dispersal of every style, with layers 
and blocks of possible measurement and construc-
tion, thus attaining the real existence of characters 
and settings of one’s own inner world. No longer 
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vague pictorial appearance, but autonomous, picto-
rial, physical existence.

These are the principles whereby I have been 
able, without in fact lessening the lyrical inten-
sity of my works, to create new objects, figures,  
and environments with an extravagantly bright and 
extremely original personality, new worlds, alive 
with compelling adaptability, for a plastic theater 
which, in its turn, is a multi-expressive world, very 
rich in pictorial, phonic and plastic surprises, find-
ings and magic, for all characters, for all ages, for 
all cultures, for all races, including animals. 

But if the whole external world (nature) is alive, 
all the more need to express the inner world as liv-
ing. Now to meet such a need, there only exist, as 
far as I know, the living plastic complex with which 
I have been obsessed for so long, and which, this 
very year, I shall be presenting, with a great deal 
of seriousness in a scrupulous and perfect produc-
tion, and the Plastic theater.

For this new and boundless theater, not only 
have I made an infinite number of projects, draw-
ings, paintings, and constructions, which I have 
exhibited in Naples, in Rome, in Florence, in Milan, 
but I have also produced a large number of plastic 
costumes that were adapted to living people in the 
Russian dance3 (Igor Stravinsky’s Le Chant du rossi-
gnol [The Song of the Nightingale]). Rigid costumes, 
solid in style, mechanical in motion; grotesque 
extensions of broad, flat arms and legs; box- and 
disk-like hands with fans of very long, pointed and 
resounding fingers; gold and green masks depict-
ing just a nose or an eye socket or a smiling and 
luminous mouth, like a mirror; bell-like capes, pure, 
bell-shaped trouser legs and sleeves; all polyhedral 
in an asymmetric sense, everything unscrewable 
and moveable. And it was dazzlingly surprising, 
enough to drive you mad with exalting jubilation, 
when the lead dancer of the Ballets Russes troupe, 
Léonide Massine, tried on the first two costumes 
in front of the mirror, because one could see the 
bewitching poses and the dumbfounding mime of 
plastic people from a new world. For that ballet I 
also made a constructed set which consisted in a 
gigantic, mechanical, tropical flower: seven-meter 
crystal leaves; crowns of sonorous geometric bell-
flowers, lace-trimmed, toothed, with yellow stars 
and extremely prickly red stems; an intricate flores-
cent mechanical garden; plastic sounds; authentic 
crystallization of a merry orchestra.

Later on I met the writer G[ilbert] Clavel, who 
duly became my dearest friend, and on a suffocat-
ingly sultry day, while I was chatting with him, lying 
on the burning hot sand of the marina in Capri, I 
had a flash of intuition – apply my latest plastic 
solutions to the puppet theater. Freeing myself from 
the human factor, I granted the greatest autonomy 
and freedom to my beloved living constructions, 
and this is how my Balli plastici [Plastic Dances] 
came into being, the first organic attempt, made 
in collaboration with Clavel, to revolutionize and 
construct the plastic theater of the world; dances 

which had twelve performances in Rome, with 
splendid success.

Clowns; luminous, floral villages, streets of 
gold and trees of crystal; pink, lilac, green danc-
ers; bright white flights of mice with tin eyes; tor-
rential golden rain of cigarettes. Wild blacks; wild, 
shielded reds; the Great Savage with the little 
green surprise theater in her belly; mechanically 
devouring snakes; solid, living shadows; fabulous 
bears, cats, monkeys, dazzling and gymnastic, etc.; 
tropical landscapes of fire, very black subterranean 
perspectives. With time more perfect dances and 
dramas will be developed and finalized and the 
characters will be made not only of hard, squared 
wood, but also of fabric, of rubber, of tin; they will 
be subject to every kind of light, they will have 
roundness, transparency, and elasticity; they will 
dash, dance using springs and with all manner of 
pyrotechnic means they will be wondrously lumi-
nous.

The most ordinary and disparate feats will 
seem amazingly transformed and re-created in all 
the plastic magic they may suggest: crimes, rain, 
fires, etc.

Each movement of an object or figure, each act 
of thought, of dream, of vision, will be in the closest 
relation, in their miming performances, with the 
surroundings, rendered mimetic. And in some cas-
es the mime will be just in the set: whirling flowers, 
with surprising deconstructions; mountains that 
pass; trees and belfries that waver, houses that are 
uncovered and opened, impetuous winds that 
beat, shake, upturn, fling the landscape in fantastic 
eddies, while the characters remain motionless in a 
frozen tragedy. Even a lone figure can become the 
protagonist of magical plastic phenomena, for ex-
ample by means of enlarging the eyes, with multiple 
and changing lights. I have already mentioned the 
gigantic Great Savage, the leading female character 
in the dance: The Savages. While one of the charac-
ters, who is black, fights with another, who is red, 
for the heart of this pachydermous woman, and 
while the shields clash, the weapons sparkle, the 
screwed joints squeak in a most lively and furious 
excitement of mechanical struggle, the lights go out 
all at once, and in the belly of the giantess there 
opens up all of a sudden a little green theater, full of 
light, creating a magnetizing surprise. In that little 
theater there appears a tiny silvery wild creature, 
jumping and glowing with joy, holding a red heart 
in its hand.

The figure in a dance can be deconstructed 
and deformed to the point even of absolute trans-
formation; for example, a ballerina, in a whirl of 
ever-faster spins, becomes herself a floral vortex 
and, by means of very simple lighting devices, she 
can assume countless colors, quickly following one 
after the other. Even the structure of the stage will 
be completely transformed, and enlarged in every 
direction in such a way that the artist can execute 
thereupon his most hazardous intentions.

My style, which is all rhythm, has led me inevita-
bly to occupy myself with dance, which is nothing 

more than the stylization of gesture. And because I 
have lent rhythm to every floral, animal, human ele-
ment, every gesture, every movement and displace-
ment of the characters and objects (person who 
walks or smokes, machine which prints, runs, or 
grinds, flower that opens and blooms, animal that 
is born, water that flows) will likewise be stylistic. 
The very construction of the character produces 
a mimetic rhythm.

The vastness of theatrical renovation lies in 
the style, which may be glorified unto the most 
abstruse fantasies. Each atom of life can, on the 
other hand, be the object of very significant plastic 
interpretation. The style heightens and re-creates 
everything anew, from the simplest geometry of 
objects (brushes, glasses, boxes, etc.) to the tiniest, 
most mysterious microscopic movements of the 
smallest of insects or the tremendous gesticula-
tions of the most colossal of antediluvian animals.

Think, for example, how seductive the rendering 
on stage can be of the growth of a fantastic flower, 
from the appearance of an almost invisible bud to 
the greatest splendor that a flower can attain in an 
imaginary tropical zone, be it mechanical, electri-
cal, or pyrotechnical.

Part of my work currently on view in Milan, 
in the Galleria Centrale d’Arte – and which will 
subsequently be exhibited in Genoa, Florence, 
venice Lido, and then at the Wolfsberg House of 
Art4 in Zurich and, in the autumn, in London and 
Stockholm – is, as it just so happens, dedicated to 
this Futurist mimetic and plastic theater devised by 
me and already partly produced. In London and 
Zurich it will be shown by the Casa d’Arte Bragaglia 
of Rome. In Genoa, in early May, in the premises of 
the Futurist exhibition, I shall give my first lecture 
on “Architecture of Light: The Plastic Theater and 
the Living Plastic Complex.”

1 verb coined by Depero from the adjective geometric — 
Ed.

2 Another term invented by Depero, in this case a verb 
derived from a noun — Ed.

3 Depero intentionally employs the term “dance” rather 
than “ballet” — Ed.

4 Kunstsalon Wolfsberg — Ed.

“Teatro plastico Depero. Principi ed applicazio-
ni.” Text first published in the illustrated weekly 
magazine Il Mondo, yr. V, no. 17 (Milan, April 27, 
1919), reproduced on p. 396. Reprinted as “Teatro 
plastico Depero – principi ed applicazioni” in 
Fortunato Depero, Ricostruire e meccanizzare 
l’universo, ed. Giovanni Lista (Milan: Abscondita, 
2012 [Carte d’Artisti, 143]), 61–65, from where it 
has been translated by Simon Pleasance.
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06 
Self-introduction

1921
I belong to Italy redeemed. I was born twenty-eight 
years ago in Fondo (upper Anaunia), the small main 
town of one of those Alpine valleys that form the 
extreme bulwarks of Italianness against the German 
Tyrol.

Having escaped from there before the war in 
Italy, I started out as a painter and sculptor in the 
“Futurist Movement” back in 1914, and by working 
feverishly to attain a new goal, in just a few years  
I took part in fourteen solo and group exhibitions. I 
lived from my art, always managing to sell my work 
to public figures recognized be it in the field of art 
or in that of the intellectual aristocracy, Italian and 
foreign alike.

My painting
is a complex architecture of emotive inner values 
expressed in organic visions; in my pictures, picto-
rial, luminous, sensitive, impressionistic unreality 
becomes plastic, constructed reality; all my projec-
tions start from a single viewpoint which has been 
the same and only one in art down the ages, “inner 
perspective,” in other words, the realization of the 
inner phenomenon.

No longer flat academic realism, no longer 
slightly pictorial verism with a timid stylistic ap-
pearance, but powerfully transformed, reconstruct-
ed, and re-created.

The gaze turned inwards, facing the mysteri-
ous, magical, infinite world of the soul, of thoughts, 
of images. The capacity to give substance to the 
whole lived universe in the climates, zones, dawns, 
nights of the state of mind. Turning in this way to 
the true work of art, linking up with all the great 
arts of the past, Eastern, Western, ancient and mod-
ern, without actually resorting to semi-plagiarism, 
without painting incomprehensible, arbitrary ab-
stractions, fruit of creative inability and bad faith. 
The autonomous, clear, bright, exact work of art 
illuminated by its own light, populated by its own 
flora and fauna, and by exclusively plastic and pic-
torial figures.

The appearance of the work of art will be in its 
unreal magic arranged like the nature surround-
ing it.

The whole world in which we live is rhythm; no 
arrhythmic jarring note of line, of form, of color, of 
sound, of noise; everything is strictly mathemati-
cal, measured, weighed; this is the perfect style of 
that which is true.

In the work of art, that is, in the realization of 
the inner world, there must always be the same 

rhythmic discipline, an identical metric rhythm, 
in the relations of every character, and then there 
will be an authentic work of art of style.

What I have done  
for the theater
from the organic style of my painting I have taken 
the elements necessary for a new complex theatri-
cal decoration and for every kind of artistic appli-
cation. In 1917, for Mr. S. Diaghilev, director of the 
grandiose “Ballets Russes” company, I produced a 
gigantic plastic floral set, not painted on backdrops 
and lateral wings, but rather constructed (16 me-
ters high, 9 wide, and 8 deep) for Igor Stravinsky’s 
Le Chant du rossignol [The Song of the Nightingale]; 
for the same ballet I made forty plastic costumes, 
stiff-looking clothes with mechanical geometric 
shapes, suited to automatic gesturing, creating a 
dance of formal values and choreographic varieties 
never before seen on any stage in the world. Due to 
diverse matters of a financial nature at the moment 
of being staged, that show was never performed.

But owing to its originality and stylistic power, 
that creation marks one of the greatest conquests 
of modern plastic and pictorial art applied to the 
field of theater.

In the spring of 1918 I created the well-known 
Balli plastici [Plastic Ballets] with financial back-
ing from the Swiss writer Gilbert Clavel. Dances 
of highly colorful wooden robots, of synthetic and 
geometric construction, moved mechanically, cre-
ating unexpected, surprising gestures. They were 
set to music by the Italians Francesco Malipiero 
and Alfredo Casella, and by the English musician 
Tyrwhitt. They were performed twelve times in 
Rome and although at an unfortunate moment  
in the World War, they had very long and favorable 
reviews in the press.

In the winter of 1921–22 it is my firm intention 
to take up in grand style this “Plastic Theater” cre-
ation of mine, with which I was the first to success-
fully realize a complete, organic, and revolutionary 
theatrical spectacle.

The poster designer
I was recently elected one of the best Italian poster 
designers by the Istituto Editoriale Italiano, and 
one of my posters was among those chosen for the 
Italian Floating Fair for Tunisia, Algeria, Morocco, 
and France.

Last spring, the illustrious Mr. Umberto Notari, 
director of the Istituto Editoriale Italiano, bought 
from me a series of posters and panels in colored 
fabrics. He subsequently commissioned from me 
two very large tapestries; in all I made a consider-
able sum of money with which to set another idea 
of mine in motion:

The casa d’arte depero 
in my exhibitions, artistic research applied to fab-
rics, though incomplete and imperfect, met with 
ever more favorable and encouraging support from 
critics and public alike. The purpose of this art 
industry of mine, which is for the time being lim-
ited to the production of tapestries and cushions, 
is firstly to replace with ultra-modern intentions 
every type of gobelin tapestry,1 Persian, Turkish, 
Arab and Indian carpet, which today invade all 
kinds of different environments; secondly, and as 
a result of the former, I will undertake the neces-
sary and urgent creation of an indoor setting, be it 
a parlor, or a theater or hotel lounge, or an aristo-
cratic mansion; an environment corresponding to 
a contemporary fashion, suitable to accommodate 
all the avant-garde art that I am developing today.

1 Also called gobelins in English. The term derives from 
the tapestry dyer Jehan Gobelin (d. 1476), who estab-
lished his renowned workshop in the Faubourg Saint 
Marcel, Paris, in the mid-15th century. In 1662, Jean-
Baptiste Colbert purchased it on behalf of Louis XIv 
to set up the royal workshop, which became known as 
the Manufacture Nationale des Gobelins; in addition to 
tapestries, all kinds of furniture and sculptures were 
executed there. The term gobelin  generally refers to 
tapestry products characterized by the quality of their 
dyes — Ed.

“Autopresentazione.” Text first published in 
Depero e la sua Casa d’Arte [exh. cat. Galleria 
Centrale di Palazzo Cova, Milan, January 29–
February 20, 1921] (Milan, 1921). Reprinted in 
Fortunato Depero, Ricostruire e meccanizzare 
l’universo, ed. Giovanni Lista (Milan: Abscondita, 
2012 [Carte d’Artisti, 143]), 79–81, from where it 
has been translated by Simon Pleasance.
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07 
Theater Must 
Interpret Life

1926
Today’s prose theater is idiotic. It is “out of sync”: 
so it does not in fact interpret contemporary life, 
and all its endeavors are futile and useless.

The cinema has killed the prose theater through 
its multiple possibilities of expression, its infinite 
variants, its contrasting melodramatic surprises, so 
that it keeps a continuous grip on the audience’s 
curiosity and interest, with a speeded-up pace of 
emotions, with a result that is invariably successful.

An authentic, modern, and powerful New Theater 
is on the point of being born. It has already been 
wonderfully tested by the Futurists in the forms of: 
Synthetic Theater – Theater of Surprise – Plastic 
Theater – Bragaglia1 Theater – Theater of Color – 
Prampolinian Scenography – Revolution of Color 
– Revolution of Staging – Revolution of Perspective 
– Filming life in its most dramatic and comic expres-
sions. – Create, create, find. – Expose and exalt the 
most luminous Magic World of the Machine, which 
will reveal a whole unexplored universe.

1. Anton Giulio Bragaglia (1890–1960) was an Italian pho-
tographer, a pioneer of Futurist photography and cine-
ma, and the author of Fotodinamica futurista [Futurist 
Photodynamism] (1912) — Ed.

“Il teatro deve interpretare la vita.” Text pub-
lished in the daily newspaper La Fiera Letteraria, 
yr. 2, no. 46 (Milan, November 14, 1926), pub-
lished in reply to a report on the dramatic 
arts featured in the same journal. Reprinted in 
Fortunato Depero, Ricostruire e meccanizzare 
l’universo, ed. Giovanni Lista (Milan: Abscondita, 
2012 [Carte d’Artisti, 143]), 96, from where it has 
been translated by Simon Pleasance.

08 
Plastic Arts of Today 
Wall Manifesto

1927
“Plastica d’oggi. Manifesto murale.” Text first 
published in the bolted book Depero futuris-
ta 1913–1927 (Milan: Dinamo Azari, 1927). 
Reprinted in Fortunato Depero, Ricostruire e 
meccanizzare l’universo (Milan: Abscondita, 
2012 [Carte d’Artisti, 143]), 106–7, from where 
it has been translated by Simon Pleasance.
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09 
The First Motorumorist 
Plastic Complex

1927
Some time ago, the Russian Futurist sculptor 
Archipenko launched from New York an art mani-
festo concerning the “picture in motion.” I must 
remind you that this bold Futurist issue was ini-
tially launched by the Futurist painter Depero by 
way of manifestos, lectures, and works from 1926 
on [sic, for 1915].

Since then I have asserted that the framed pic-
ture, the landscape, the figure, the composition 
painted on a single plane, the sculpture made with a 
single, static material do not satisfy our machinery-
oriented, electro-speedy, magically artificial and 
extremely noisy sensibility.

After the colored plastic complexes of the paint-
er Balla and the sculptures of Boccioni made with 
various materials, after the endless efforts to make 
the work of art truly dynamic, I have felt a daring 
need to have recourse to the machine, to set my 
own colored and plastic complexes in motion.

I have defined these artistic mechanizations 
as: “motorumorist plastic complexes.” They are 
constructed with mechanisms of every sort, pul-
leys, winches, wire, wheels, noisy clockwork, lights, 
pumps, small engines, pipes, gears, and all kinds of 
lever systems; the most varied materials: wood, tin, 
mirrors, glass, lights, water, smoke, sounds, smells; 
applications of every physical, chemical, and illu-
sory trick, etc. …

I make a bell swing to a rhythm, I make colors, 
forms, animals, and clouds appear and disappear; 
I make doors and windows, hearts and houses, 
eyes and mouths open and close, artificial beings 
stir, dawns and sunsets live and die as my creative 
whim desires.

With my motorumorist complexes I want to 
make the work of art: exciting, revolving, talking, 
clanging, smoking, snoring, screaming, exploding, 
distressing, gladdening, fragrant, appetizing.

My work will thus be informed by its own au-
tonomous life, with regard to nature, man, animals, 
and all the atmospheric, telluric, and mechanical 
phenomena through which it is suggested.

All the pictorial emotions, all the plastic emo-
tions, are perceived by us in speed. Fixing them 
on a plane, or rendering them in a static material, 
means removing from the work of art the magic 
vibration and the divine fascination of motion.

I spin, everyone spins, the universe moves, 
clouds pass, birds fly, fish dart, machines turn 
rapidly, the whole world whistles, sings, makes 
noise in a divine orchestra, while the work of art 

has hitherto been expressed as fixed, tragically 
dead. So our works will be pictures with keyboards, 
sculptures with levers, authentic interpretations of 
our machinery-related life. 

I have created two of these motorumorist plas-
tic complexes: Fiera [Fair] and Panoramagico [cat. 
138]. The first is a set of spinning merry-go-rounds, 
high-speed wheels, perspectives, huts with little 
organs, sirens and bells ringing and rumbling, paths 
that really smoke through colored rays of light. The 
second, Panoramagico, is a machine-landscape with 
disparate pictorial elements and flowers expressed 
like mechanical corollas in motion. Tavern ele-
ments experienced in turbines, spinning on vertical 
and horizontal pivots. Such a construction is rich 
in noises, whistles, and birdsong. It has a keyboard 
of sandy, stony noises, and a distant roll of military 
drums. The whole dominated by a rumbling engine.

These works with their extreme artistic audac-
ity will be exhibited during my next show at the 
Galleria Pesaro in Milan. We announce the formi-
dable and fatal advent of the machine in the di-
vinely living work of art. Italian artistic inventions 
always find immediate imitators abroad, while at 
home they still encounter passéist hostility which 
must be fought daily.  

“Primo complesso plastico moto-rumorista.” 
Text published in the daily newspaper La Fiera 
Letteraria, yr. 3, no. 10 (Milan, March 6, 1927). 
Reprinted with a few changes and with the title 
“Il complesso plastico moto-rumorista” [The 
Motorumorist Plastic Complex] in the bolted 
book Depero futurista 1913–1927 (Milan: Dinamo 
Azari, 1927) and in Fortunato Depero, Ricostruire 
e meccanizzare l’universo, ed. Giovanni Lista 
(Milan: Abscondita, 2012 [Carte d’Artisti, 143]), 
102–3, from where it has been translated by 
Simon Pleasance.
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10 
The Need For  
Self-Advertisement  
Wall Manifesto

1927
“Necessità di auto-réclame: manifesto murale.” 
Text first published in the bolted book Depero 
futurista 1913–1927 (Milan: Dinamo Azari, 1927). 
Reprinted in Fortunato Depero, Ricostruire e 
meccanizzare l’universo, ed. Giovanni Lista 
(Milan: Abscondita, 2012 [Carte d’Artisti, 143]), 
104, from where it has been translated by Simon 
Pleasance.

11 
Magic Theater

1927 
“Teatro magico.” Text first published in the bolt-
ed book Depero futurista 1913–1927 (Milan: 
Dinamo Azari, 1927). Reprinted in Fortunato 
Depero, Ricostruire e meccanizzare l’universo, 
ed. Giovanni Lista (Milan: Abscondita, 2012 
[Carte d’Artisti, 143]), 114–26, from where it has 
been translated by Simon Pleasance.  
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1. Depero appears to be making reference to the review In Penombra (initially Penombra) published in Rome from 1917 to 1919. Directed by the journalist and playwright Tomaso Monicelli 
(1883–1946), it stood out for the quality of its illustrations, among others by S. Tofano, M. Dudovich, and F. Depero, which placed it at the head of avant-garde graphic design — Ed.

2. Depero makes reference to two operas by the Italian musician Pietro Mascagni (1863–1945): Il piccolo Marat [The Small Marat] centers on the figure of the Jacobin leader Jean-Paul 
Marat, murdered in 1793; it was first staged in Rome in 1921. Iris, a “Japanese” opera, is an ode to the sun interwoven with a story of stolen childhood (kidnapping, seduction, and 
death); it was first staged in Rome in 1898 — Ed.
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1. virgilio Marchi (1895–1960) was an Italian architect and art director, author of the Manifesto dell’architettura futurista dinamica, stato d’animo, drammatica (1920). Ivo Pannaggi
(1901–1981) was an Italian architect and painter, author, with vinicio Palladini, of the Manifesto dell’arte meccanica futurista (1922) — Ed.
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12 
From Un futurista a  
New York

c. 1928–1930

Skyscrapers
The skyscrapers, the buildings that lend the world’s 
largest metropolis its Babel-like look are not, as is 
mistakenly thought, all the same and monotonous; 
rather they have distinctly different and typically 
original traits.

There are black ones with golden cornices  
and roofs like burning coals. Others are slender and 
tapering, like huge stone bayonets. Others still are 
nothing less than vertical protuberances resem-
bling real gigantic irons.

The more recent ones have vertical bands of 
steel that run from the pavement to the sixtieth 
floor. They have spires with shiny metal scales, 
which, at different heights, reflect all the variations 
of light at dawn and dusk.

These very tall towers, these metal belfries of 
the new century, seem created for climbing up into 
the sky and entering the hyperbolic dancehalls of 
storms.

In addition to the black, reddish, smoking, and 
ancient skyscrapers (between 10 and 20 years 
old); in addition to the very new, white, resplen-
dent ones, there are the huge iron cages of the na-
scent skyscrapers laid out with daring and amazing 
constructive speed, which come into being every 
month proliferating like mushrooms, and which 
give the city an aspect of continuous transforma-
tion, a workshop city constantly and infernally at 
work.

If you photograph what you see from your win-
dow in the month of May and then take again the 
photograph from the same window in the month of 
October, you will have two different views.  

Skyscrapers that have disappeared – skyscrap-
ers that have risen again, new metal cages, new 
pipes, new roads.

One of the most impressive, a real architectonic 
beauty, is undoubtedly the “Paramount.” Looking at 
it from the street, I had the sensation of being at the 
feet of my Dolomites in Trentino. It is nothing less 
than a square mountain of live pink rock, which 
rises up in tiers through layers of dark and misty at-
mosphere, that is slightly golden at the top. Inside, 
this geometric mountain is traversed by vertical 
trains that climb up into the clouds, into fairy tales, 
to the offices.  

When you are on a terrace on the 40th floor, 
the view that unfolds before you and the sensation 

that you feel is truly exhilarating, it is nothing less 
than spellbinding.

The huge inhabited parallelepipeds are perfo-
rated by millions of little squares of light, all the 
same. On the roofs, and on the spires, on the lofti-
est terraces, there are powerful moveable projec-
tors that sweep the dark night like smears of light. 

The words “Paramount,” “Hotel Manger,” “Hotel 
victoria,” “Roxy Theater,” are enormous, with the 
letters one above the other, lit up, colorful, at times 
still, and at others blinking. 

When you look from these verandas into the 
clouds, and when you look into the deep viscera – 
corridors, down, down, down, but really a long way 
down, you see darting about little buses filled with 
small human shadows, thousands of small cars – 
mice scurrying about in every direction. 

From the terraces near and far, visible and in-
visible, high up, very high up, low down, very low 
down, there rise light columns of blue, white, black 
smoke. They seem to come from mysterious biv-
ouacs scattered in the square prairies of the roofs.

A vast and smoking enchantment.
The walls in all the perspective views are 

pierced by millions of lit windows and mask mil-
lions of tiny busy human lives.  

There are millions of benches. Millions of loves, 
millions of writers and readers. There are millions 
of sleeping and dancing people who enliven this cu-
bic metropolis, this new and immense Babel, which 
has the simultaneous look of a lunatic asylum and a 
workshop, made out of parallelepiped mountains, 
representing our world’s most powerful dynamo.  

Fortunato Depero, Un futurista a New York, 
ed.  Claudia Salaris (Montepulciano:  Editori 
del Grifo, 1990), 37–39. Translated by Simon 
Pleasance.

Ideal cinema
Exasperated by the demands and delusions of New 
York, the architect Friedrich Kiesler1 took refuge 
in his studio and constructed a bold and original 
project in cardboard for an ideal movie theater.

A cinema-building, whose outer architecture 
and inner spaces were inspired, both in their style 
and in their mechanical function, by the motion 
picture camera. Project in hand, he convinced two 
financiers to back its construction.  

Here I am in the entrance, not yet completed. 
A facade built of blocks, curves, and mechanisms.  
In the waiting room, metal walls and young ladies in 
eye-catching red and black uniforms. The inside of 
the large auditorium is a sort of trapezoidal funnel. 
At the far end, the round drop curtain opens and 
closes like the diaphragm of a “Zeiss.” The room is 
gradually lit up with indirect low lights skimming 
the walls. Blue, violet, pink, red and then white 
lights. The atmosphere is magic, intimate, and 
original; psychologically cinematographic. The 
onlooker finds himself drawn in to experience the 

projection of the film with a sense of intimate un-
disturbed penetration.  

Friedrich Kiesler is a brilliant viennese archi-
tect, who organized an important European theatre 
exhibition in New York and who furbished one of 
the Austrian pavilions at the 1925 International 
Exhibition of Decorative Arts in Paris. He is small, 
he has piercing eyes and the tapering and astute 
nose of a mouse.  

Many personalities, artists, and journalists were 
present at the inauguration. A gala of black suits, 
comments, admiration, surprise, elegance, and in-
tellectuality in many languages. For the occasion, 
among other things, a rare film of the UFA2 was also 
screened: A Drama of Hands.  

Fortunato Depero, Un futurista a New York, 
ed.  Claudia Salaris (Montepulciano:  Editori 
del Grifo, 1990), 119–20. Translated by Simon 
Pleasance.

An abstract toast
Most of the guests are American and I am very 
irritated not to know English sufficiently well to 
propose a toast.  

I really did want to, not least because Mrs. 
Jacobson is an admirer of Fascist Italy and Futurist 
art; besides, our lady friend is very affectionate.  

To this end, I therefore prepared an abstract 
toast, “Bells for the Jacobson Party.” This was de-
claimed with a chorus of bells chiming as a celebra-
tory sign of the surname Jacobson. 

I leapt onto the table, summoned everyone’s 
attention, and in a loud sonorous voice declaimed 
this entertaining, phonic lyric, which can be under-
stood in every language.

It started thus:  
BIIM BOOM BAAMM
giéé coob soon
BUMM BOOMM      BAAMM
giéé coob soon
giacobisonno BOOM BOMM
già-cob-son din don dan
giacobì deudeledeim
giacobì deudeledeum…
and it ended:
TOONN … DODONN
GROSS … SOSONN
BONN … NONON
giekebesenn dènn
giakabasann dànn
giukubusunn dùnn
e sempre evviva Jacobson
e pempeppina-popopom
e sempre evviva Jacobson
e pempeppipa-papopom
BIMM BOOMM BAAMM
GIAMM COOMM SOMM
BOOMM BOOMM BOOMM BOOMM.
… The applause was thunderous.
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These days it has also been magnificently 
scored by the Milanese musician Guarino Carmini 
[sic].3

Fortunato Depero, Un futurista a New York, 
ed. Claudia Salaris (Montepulciano: Editori del 
Grifo, 1990), 161–62. Translated from the Italian 
by Simon Pleasance.

I transform a large Italian 
restaurant in downtown  
New York
The suitcases to leave New York are packed. May 
1930. It is best to leave before the torrid summer 
arrives. To this end I gather all my strength and 
round up as many dollars as I can. I offer Mr. Zucca 
a few publicity drawings in black and white and on 
acquiring them, he asks me if I can give him a plan 
for the decorative conversion of his Restaurant. I 
fall in love with the idea.

Mr. Zucca had seen a small room decorated 
by me on 48th Street, at the Enrico & Paglieri 
Restaurant. I asked for a week’s time to draw up 
the necessary plans. I have plenty of energy, even 
though I feel drained after more than two years of 
uneven struggles and exasperating uninterrupted 
work.  

I unpack my bags and decide to deal with the 
new undertaking. The reward is satisfying. I remove 
the wooden lattice that covers the walls, the ceil-
ings, the corridor, and the winter garden: clouds 
of black dust and hard blood red bricks come into 
view; hangings swollen with fatigue and torn by old 
age; transformation in form and color of the shabby 
furniture. I rebuild and decorate room by room, 
from top to bottom, devising every possibility and 
stepping up my efforts.  

Fortunato Depero, Un futurista a New York, 
ed. Claudia Salaris (Montepulciano: Editori del 
Grifo, 1990), 197. Translated by Simon Pleasance.

Genoa, October 22, 1930
– steamship “Roma” – the well-known Futurist 
painter Depero with his wonderful wife Rosetta 
on his arm – loaded trunks-suitcases – full wallet 
(about to burst) arrives from New York.  

Annoying sympathizing Futurist friends with 
open arms, welcome-embraces – kisses – long live 
– long live – long live Depero – long live – long 
live – long live Rosetta – finally returned to us, to 
beautiful Italy – sun – flowers – wine shouting take 
me, drink all of me – I fire your fantasy.

After two years in New York (two years in the 
inferno of the living4) international Babel – canni-
balism – cynicism – jostling elbows – pushing ahead 
by force – getting dollars, dollars, dollars dying of 
dollar indigestion (no matter) the painter Depero 
returns a champion of resistance, fantasy fired 

rivers of light – muscles hardened from climbing 
skyscrapers – sharp eyes enlarged from looking up 
up up ever higher – a looooot – I want this, I want, 
I want, I want new Italian.  

Tired fatigued emptied confused great wel-
comes, the very generous painter Depero turns out 
his pockets of smiles, shouts with a tight throat: 
America dollars,

 Italy sun.
 Long live the sun! 

Fortunato Depero, Un futurista a New York, 
ed. Claudia Salaris (Montepulciano: Editori del 
Grifo, 1990), 205. Translated by Simon Pleasance.

1.  Frederick (Friedrich) Kiesler (1890–1965) was an 
Austrian-American architect, theater designer, artist, 
and theoretician who designed the Film Guild Cinema 
(1929) in New York. Prior to that he worked in vienna 
with Adolf Loos and in 1923 he developed the set design 
for Karel Capek’s R.U.R. (see p. 297, n. 22) — Ed.

2.  Universum Film A.G. was the most important film Studio 
in Germany between 1917 and 1945 — Ed.

3.  Carmine Guarino (1893–1965) was an Italian compo-
ser who collaborated with several Futurist artists 
(Marinetti, Masnata, etc.) in a wide range of projects 
— Ed.

4.  This makes reference to an expression used by Italo 
Calvino in Invisible Cities: “The inferno of the living is 
not something that will be; if there is one, it is what  
is already here, the inferno where we live every day, 
that we form by being together” — Ed.

13 
Contemporary Film 
and Dynamic Painting

1929
The cinema has contributed enormously to the 
speeding up of our impressionability. The speed 
and simultaneity of images are much more intense 
on film than in life.

A few hours before the screen are sufficient to 
transport us from the wonders of an African for-
est to the smartest health resort; from the sea to 
the mountain; from a small lake to the boundless 
ocean; from a silent provincial town to the noisy 
metropolis. very long, endless journeys, with all 
kinds of vehicles and through all kinds of settings, 
are made possible in a few minutes.

Sudden, rapid dramas and tragedies (cold show-
ers on the audience) and then, immediately follow-
ing, peace, smiles, sunshine: contrasts of moods and 
of images. As a result, our eye has become accus-
tomed to speed and simultaneity.

The modern painter has doubtlessly found in 
the cinema a rapid development of his own spirit 
of observation and he has thus become unable to 
focus his own graphic attention for hours on a sin-
gle, static image. We must, therefore, consider the  
cinema to be the real teacher and prompter of  
the pictorial dynamism that today holds sway in 
modern art the world over.

When the Futurist painter Giacomo Balla painted 
the hands of a violinist,1 agitated, darting, leaping 
hands intersected by the vibrations of the strings, 
set down with great delicacy in their cinematic ner-
vous passion, the picture was accused of being a 
“cinematic trick” and the work was deemed to be 
an insane exercise in pictorial acrobatics. When in 
19092 the same Balla showed his famous picture Il 
cane al guinzaglio [Dynamism of a Dog on a Leash] 
in which he depicted the multiplied vibration of the 
dog’s paws and of the feet of its mistress, it was 
talked about and adjudged as a scandal. Today, on 
the contrary, these two works are of great historical 
importance because they mark the first steps taken 
by a painter to fix on canvas, with a brand new and 
surprising sensibility, the graphic phenomenon of 
a vision in motion.

The Futurist painters, always insatiable, already 
made eager by passionate pictorial research – 
Impressionist, Divisionist, and Cubist (the first ki-
netic aspects of the picture) – were strongly pushed 
by the dramatic speed of the “cinema” towards in-
tensely modern and revolutionary manifestations 
of art. They thus created the powerful plastic 
dynamism that has influenced and characterizes 
present-day painting around the world.
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Umberto Boccioni, Giacomo Balla, Luigi 
Russolo, Gino Severini, Fortunato Depero, Enrico 
Prampolini, Gerardo Dottori, Ivo Pannaggi, and 
others presented in the salons of Paris, Berlin, 
Moscow, Milan, Rome, and New York, some in a 
first stage, others in a second, paintings of explo-
sive dynamism and true, violent kinetic inspiration.

Consult their works: speed of racing horses – 
speed of cyclists and motorcyclists – speed of cars 
– trains leaving and trains arriving – sporting com-
petitions – tram races – dancing crowds – machines 
in motion – aerial flights – storms breaking out – air 
raids.

An orchestra of a thousand colors, composi-
tions of a thousand shapes. It was a disarraying 
revelation of a cinematic painting, erupting from 
the dynamic and mechanical advent of our life, 
completely original and different from the life of 
the past.

Consequently: An ancient painting is to a 
Futurist painting like an old, faded, static photo-
graph of fifty years ago is to the dynamic talking 
film of today. This relationship seems to me to be 
sufficiently demonstrative to underscore the value 
of the works of the Italian Futurist painters.

1.  Depero refers here to Balla’s Le mani del violinista [The 
Hands of the violinist], from 1912 — Ed.

2.  Balla’s Dinamismo di un cane a guinzaglio [Dynamism of 
a Dog on a Leash] dates from 1912. Depero might have 
inadvertently made a mistake or he might be referring 
to an earlier version, which we have been unable to 
locate — Ed.

“Il cinematografo e la pittura dinamica d’oggi.” 
Initially written for the American magazine Movie 
Makers, which had it translated, it nonetheless 
went unpublished on the author’s request. The 
text was then published in the review Futurismo 
1932, a single issue published by Fortunato 
Depero to mark Marinetti’s visit to Trentino in 
spring 1932. The manuscript, situated and dated 
“New York. November 22, 1929,” is held in the 
Fondo Fortunato Depero, MART – Museo di arte 
moderna e contemporanea di Trento e Rovereto. 
A slightly different version was published in 
English in Depero’s So I Think, So I Paint. The 
original was reprinted in Fortunato Depero, 
Ricostruire e meccanizzare l’Universo, ed. 
Giovanni Lista (Milan: Abscondita, 2012 [Carte 
d’Artisti, 143]), 133–34, from where it has been 
translated by Simon Pleasance. 

archaic style of the past was meant to glorify the 
life of that age –  

our splendors, our glories, our men, our prod-
ucts, all demand an art that is equally splendid, 
equally mechanical and swift, exalting dynamism, 
things practical, light, our new materials – 

even art must keep step with industry, science, 
and politics in the style of its time, glorifying them – 

art of just that sort has been initiated by futur-
ism and the art of advertising – 

the art of advertising is extremely colorful and 
must be highly synthetic – a spellbinding art boldly 
placed on walls and the facades of big buildings, in 
shop windows, in trains, alongside pavements and 
streets, everywhere; someone even tried to project 
advertisements onto the clouds – living, multiplied 
art, not isolated and buried in museums – art free of 
all academic restraints – art that is cheerful – bold 
– exhilarating – optimistic – art that is difficult to 
synthesize, where the artist is up against original 
creation –

the signboard is the symbolic image of a prod-
uct, the felicitous discovery of a picture or shape 
that can exalt it, make it interesting – in using our 
genius to exalt the products and companies of our 
time, i.e. the prime factors in our life, we are making 
the purest, truest, and most modern art – 

advertising art offers an artistic field and 
themes which are utterly new – advertising art is 
unavoidably necessary – art unavoidably modern 
– art unavoidably bold – art unavoidably paid for 
– art unavoidably experienced –

LONG LIVE CREATIVE ARTISTS, INDUSTRIAL-
ISTS, AND PRODUCERS

one industrialist is more useful for modern art 
and the nation than 100 critics, than 1,000 useless 
passéists – 

the Futurists were the first painters, poets, and 
architects who exalted modern work with their art 
– they painted speeding automobiles – they painted 
lamps bursting with light – they painted steaming 
locomotives and swift cyclists – 

the Futurists stylized their compositions, adopt-
ing a violently colored look; with synoptic and geo-
metric shapes they multiplied and decomposed 
the rhythms of objects and landscapes in order 
to increase their dynamic qualities and to give an 
effective rendering of their swift ideas, their states 
of mind, their conceptions – 

in ongoing contact with the landscapes of steel, 
light, and reinforced cement, the Futurists have 
created new techniques, a new form of multiple 
perspective, new aerial flying forms, an art magnifi-
cently endowed with all the qualities necessary for 
a great advertising art – the best and most talented 
poster designers have borrowed, removed, even 
stolen the rhythms, perspectives, and shapes of 
the Futurists –

for example: at the International Exhibition of 
Decorative Arts in Paris in 1925, all the nations were 
showing Futurist posters – in front of the Théâtre 
des Champs Elysées, at the entrance, I was sur-

14 
Futurism and 
Advertising Art

1931
the art of the future will be largely advertising – that 
bold and unimpeachable lesson i have learned from 
museums and great works from the past – all art 
for centuries past has been marked by advertising 
purposes: the exaltation of the warrior, the saint; 
documentation of deeds, ceremonies, and histori-
cal characters depicted at their victories, with their 
symbols, in the regalia of command and splendor 
– even their highest products were simultaneously 
meant to glorify something: architecture, royal pal-
aces, thrones, drapery, halberds, standards, her-
aldry and arms of every sort – there is scarcely an 
ancient work that does not have advertising motifs, 
a garland with a trophy, with weapons of war and 
victory, all stamped with seals and the original sym-
bols of clans, all with the self-celebrating freedom 
of ultra-advertising –

even today we have captains of business who 
run powerful campaigns in order to publicize their 
battles, their labors on behalf of their own projects 
and products – for example, PIRELLI,1 the king of 
infinite rubber forests, the owner of mountains of 
rubber, who produces millions of tires that give or 
increase the world’s speed – isn’t that a poem? a 
drama? a painting? the awesome architecture of the 
highest poetry, the most magical palette, the most 
diabolic fantasy? – 

ANSALDO – FIAT – MARCHETTI – CAPRONI – 
ITALA – LANCIA – ISOTTA FRASCHINI – ALFA RO-
MEO – BIANCHI, etc.2 aren’t their factory yards 
miracles which create and hurl forth mechanical 
furies – mechanical sirens – mechanical eagles, fur-
nished with precise and perfect dials, with wings 
and heaving lungs, capable of every sort of flight, 
straight down – spiraling – banking – conquering 
unimaginable distances and heights – creating new 
super-buildings: the ecstasy of speed and space? – 

LONG LIvE BALBO – DE PINEDO – DE BERNARDI 
– DAL MOLIN – MADDALENA3 – these names have 
created authentic miracles, offering artists spec-
tacles that are far more powerful than “a cow, graz-
ing” or “a goat, drinking” or “a still life” – 

the aerial battles above major cities, continental 
and transatlantic flights, the manufacturing yards 
that produce hundreds of machines and engines 
per day, are all spectacles and environments of 
great artistic and modern inspiration – 

and yet there are very few artists today who see, 
study, and exalt this new, splendid, and triumphant 
nature – 

the art of the past, it is good to repeat it yet 
again, served to exalt the past; the classical and 
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prised by two enormous posters by the much 
discussed French painter COLIN,4 posters taken 
straight from Boccioni: a ballerina in a whirlwind 
of speeding muscles with draperies curling up in 
the form of interpenetrating funnels – 

also two gigantic and talented posters by CAS-
SANDRE,5 who is so much in vogue today, both 
of a perfectly dynamic and mechanical style that 
is Futurist – also the shop windows in the larg-
est street of luxury stores in the world, i.e., Fifth 
Avenue in New York, are in great part Futurist in 
design – dynamic and colorful constructions – dec-
orations with the most varied materials; woods, 
metals, draperies, velvets, silks, cartons, straws, 
candies, cigars, glasses, tin cans – there are tow-
ers made of books, landscapes of ties, forests and 
monuments of pencils, trophies of hats, flowers  
and villages of lampshades, forward charges of 
foodstuffs – plastics in gold and silver, on which 
lifelike ebony mannequins, with hair, are sitting, 
lying, or standing, wearing pearls and sparkling 
necklaces – pajamas are now wildly colored and 
decorated with Futurist patterns – even the back-
drops of these superb and immense shop-windows 
are painted in a sharply dynamic style – there are 
trees, there are clouds, abstract oceans, swift col-
ors, vibrating lines, swift forms; there are subtle 
shadings and designs depicted with an extremely 
delicate and evanescent telegraphic sensitivity – 

the influence of the Futurist style is evident, de-
cisive, categorical in all advertising applications 
and creations – I have seen my own works, on every 
street corner and every space open for advertising, 
plagiarized and robbed, more or less intelligently, 
more or less tastefully – my vivacious colors, my 
crystalline and mechanical style, my metallic, geo-
metrical, and imaginative flora, fauna, and people, 
all widely imitated and exploited – 

this gives me a great deal of pleasure; although 
I have taken up the art of advertising on a delib-
erately restricted schedule, I can affirm, without 
hesitation, that I have managed to create many fol-
lowers; but I should add that, in this field, I shall 
have a great deal yet to say – 

1.  See Giovanna Ginex’s essay, “Not Just Campari! Depero 
and Advertising” in this catalogue, p. 316, n. 12 — Ed. 

2.  Ibid., n. 13 — Ed.

3.  Italo Balbo (1896–1940) was the Fascist leader of 
Ferrara, Air Marshal of Italy, and Governor-General  
of Libya, a hero who flew a group of 24 Savoia Marchetti 
S-55 transatlantic airplanes in a seven-leg journey from 
Italy to the United States and back in 1933. Francesco 
de Pinedo (1890–1933) was an Italian aviator who flew 
a SIAI biplane covering 55,000 miles from Rome to 
Australia, Tokyo, and back in 1925, to name but one of 
numerous crossings. The other people in Depero’s list 
were Balbo’s co-pilots — Ed.

4.  Paul Colin (1892–1985) was a French poster artist and 
set and costume designer who worked in the theater 
for over forty years — Ed.

5.  A. M. Cassandre (pseudonym of Adolphe Jean-Marie 
Mouron, 1901–1968) was a French designer, painter 
and writer made famous by his poster work (exhibited 
at the Museum of Modern Art in 1936) — Ed.

“Manifesto dell’arte pubblicitaria futurista – glo-
rie, prodotti e arte del passato e del presente – 
stile futurista – precursori– plagiari.” Text first 
published with the title “Il futurismo e l’arte pub-
blicitaria” in the special book-length magazine 
that Depero produced for the Campari company, 
Numero unico futurista Campari 1931 (Milan: 
Ditta Davide Campari, 1931). Reprinted in the 
journal Futurismo, yr. 1, no. 2 (Rome, June 15–
30, 1932), and in Fortunato Depero, Ricostruire 
e meccanizzare l’universo, ed. Giovanni Lista 
(Milan: Abscondita, 2012 [Carte d’Artisti, 143]). 
Reproduced here with minor variations from 
“Futurism and Advertising Art” in Futurism: An 
Anthology, ed. Lawrence Rainey, Christine Poggi, 
and Laura Wittman (New Haven and London: Yale 
University Press, 2009), 288–91.

15 
ABC of Futurism

1933
1. His Excellency Marinetti is the founder and 

head of Futurism.
2. Futurism is a revolutionary artistic movement 

that originated in Italy in 1909.
3. The Futurists created: a new poetry, a new 

music, a new painting, a new theater, a new sculp-
ture, a new architecture.

4. Marinetti’s artistic and vital dynamism is one 
of the most glorious monuments of the new Italy. 
Mussolini, who fraternally watched Marinetti’s rise, 
quite rightly elected him to the Italian Academy. 
This is an acknowledgement and an appreciation 
worthy of the Regime and of Marinetti’s genius.

5. Marinetti is unsurpassed as an orator and 
declaimer. He has outstanding lungs. He is inde-
fatigable. He is sonorous, and swift and ready for 
any assault.

He always attacks, he unrepentantly provokes. 
He eliminates and reviles any unfortunate contra-
dictor, persuades and fascinates the testiest critic. 
When he declaims, he rumbles, he explodes. His 
images live in space, they whistle, they dance, 
they distress like an invisible and present tangible 
throng. His declamations of war are undoubtedly 
the most inspired and moving cries of epic assaults, 
of deafening bombardments, the bloodiest songs of 
victory.

6. The Futurists created in poetry: words-in-
freedom, a wireless imagination, the logic of the 
unforeseen, a typographical revolution.

7. The typographical revolution added a new 
pictorial beauty to poetry.

8. Large words and small words; vertical words 
and horizontal words; diagonal words. Recumbent 
words, upright words, and upside-down words. 
Broken words, elongated words, repeated words. 
Words altered depending on the sensation to be 
expressed. Spiral words like cigar smoke. Words 
in flight like trains. Detonating words like pistol 
and cannon shots. Fluttering words like butterflies. 
Words that fall light as snow, or thick as rain.

9. With their words-in-freedom, the Futurist po-
ets extolled: the noisiness of the city, of workshops 
and electric power stations, the song of engines, 
the vast orchestras of the world war. With words-
in-freedom, young people will be able to express 
themselves with more intense originality and un-
bounded variety. Originality and variety which, 
with the old metrics and prosody, would not have 
happened.

10. Passéists are victims of tradition, the muse-
um, the school, who still have melancholy dreams 
about the oil lamp and the pitch torch. When they 
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execute a work of art they forget their tempera-
ment, their state of mind, the beauty of today’s 
life.

11. It is important to distinguish between “craft-
ing” and conceiving a work of art.

Crafting know how to draw
 know how to paint
 know how to mold 
 
Conceiving invent a landscape
a work  of art invent a statue   
 invent an architecture

Originality and brilliance. 

“ABC del Futurismo.” Text first published 
in Dinamo futurista, yr. 1, no. 1 (Rovereto, 
February 1933). The manuscript of the text, situ-
ated and dated “New York 1930,” is held in the 
Fondo Fortunato Depero, MART – Museo di arte 
moderna e contemporanea di Trento e Rovereto. 
Reprinted in Fortunato Depero, Ricostruire e 
meccanizzare l’universo, ed. Giovanni Lista 
(Milan: Abscondita, 2012 [Carte d’Artisti, 143]), 
152–53, from where it has been translated by 
Simon Pleasance.

16 
Radio Lyrics

1934
I have defined these lyrics as “radiophonic” because 
some of them were created specifically for the radio 
and because the others also contain the necessary 
elements that radio broadcasting requires.

Easily understandable elements such as: Brevity 
of time. Concise variety of images. Contemporary 
subject. Simultaneous and jovial style. Poetic 
lyricism fused with phonic lyricism, sonorous and 
noisy; onomatopoeias: imitative and interpretative; 
invented languages; jangling chants and voices; 
mental states of surprise.

Colored and synthetic expressions torn from 
life, pulsating, changing daily; with relentlessly 
fast aspects, dramas, materials, and mechanisms, 
which do not admit: descriptive analyses, mawkish 
melancholy, scholastic prudence, cultural exhuma-
tions of gagged fantasy.

The precise style which the contemporary poet 
must have in front of the microphone entails ex-
tracting and re-assimilating the very creations of 
our dynamic external and internal world: with com-
municative clarity; with emotional vibration; with 
united and organic imagination even in contrast; 
with surprising development and structure; with 
bold simultaneity and a felicitous sense of union 
between reality and fantasy.

These radio lyrics interest, delight. They are more 
effective that the usual and futile broadcasts of well-
known music, the habitual banal literary chats and 
insignificant theatrical squabbles, which are fine so 
long as they remain enclosed in a book or framed on a 
stage. But broadcast by radio, vibrating in space, they 
lose all their meaning and all their logical consistency.

My radiophonic lyric poems are expressions 
adapted for long-distance transmission. The lis-
tener is no longer just curled up in a quiet and ro-
mantic living room, but is to be found everywhere: 
on the street, in a café, on a plane, on the deck of a 
ship, in a thousand different contexts. So the char-
acter of the radio lyrics must be spatial, energetic, 
acoustic, unexpected, magical.

In a word, the radiophonic poetry I have invented 
must be the lyrical expression of a very pure state of 
mind. On the reality that surrounds him, the listener 
must vibrate like a GLOWING NEON: like an appari-
tion, a landscape, and a psychic cosmic vision.

Preface to Fortunato Depero’s collection of po-
etry for the radio, Liriche radiofoniche (Milan: 
Morreale, 1934), hence the allusions to the lyric 
compositions that follow. Reprinted in Fortunato 
Depero, Ricostruire e meccanizzare l’universo, 
ed. Giovanni Lista (Milan: Abscondita, 2012 
[Carte d’Artisti, 143]), 171, from where it has 
been translated by Simon Pleasance.

17 
Multiple Perspective

1940
The first element to create a picture is a drawing. 
The drawing is the layout needed to contain the 
colors, to project the planes and volumes, to regu-
late the proportions, to establish the distances, 
to clarify the composition as a whole and in all 
its details. In order to draw a picture it is just as 
vital to have knowledge of technical perspective 
to outline a door, a house, a street, or any kind of 
object. This represents the first step that is taught 
in art schools.

But this perspective is fixed and rigorously the 
same for all art students; it is a photographic pro-
jection which I believe is vital for engineers, ar-
chitects, photographers, and designers, but which 
seems to be insufficient for the creative artist. To 
fix his inner, simultaneous, and inventive world, 
the artist needs to make perspective dynamic by 
intensifying it and multiplying it; the artist needs 
to create new laws of perspective.

The Futurists discovered plastic dynamism, the 
painting of speed and of states of mind, defying  
the old statics, breaking away from traditional 
naturalistic compositions, creating new pictorial 
displays. Naturally, chaotic scenes were painted 
and not all our works were on target, nor did all our 
experiments have felicitous results. Even the works 
of Boccioni, so dense in revelations and experimen-
tal splendors, contain transient and arbitrary ele-
ments. Because one cannot escape from the law of 
one step at a time and no creation comes into being 
complete and perfect, so it was not possible to in-
vent an entire new painting in one go. In addition 
to study, perseverance, and tenacious investigative 
patience, it takes years and works to clarify, sim-
plify, and organically conclude a new style. 

The complex problem of plastic dynamism, a 
new method of painting and shaping modern life, 
needs ironclad laws. The problem, where I am con-
cerned, has been confronted, but not resolved. It 
is not enough to overlay, interpenetrate, multiply, 
and create cadence; more than anything else, it is 
necessary to merge and relate perspectives, clarify 
contrasts, and define the dynamic interpretation. 
In other words, plastic dynamism must become 
communicative and the work must come across 
as convincing and lasting.

As soon as I set about producing pictures in-
spired by plastic dynamism, I observed that a mul-
tiple perspective was necessary. In fact, by having 
to produce a work that in itself encompasses pieces 
of disparate, distant, upside down, interpenetrated, 
overlaid, or fleeting landscapes, the diverse per-
spectives were logically bound to respond to the 

{
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respective and simultaneous subjects. So there 
is horizontal, vertical, oblique perspective, from 
above, from below, concentric and eccentric, that 
is radiating out from emotive centers and from 
luminous centers. Luminous perspective is also 
a problem that consolidates the structure of the 
dynamic picture: the perspective of light is an in-
disputable law.

All the painting of the late 19th century and the 
early 20th century was tormented by a new ele-
ment: light. Macchiaioli, Impressionists, Pointillists, 
and Divisionists of every technique, enthralled, 
studied and expressed light in every aspect and 
intensity. Sun, moon, sunsets, and all the vibra-
tions of light were to be found in every corner of 
their pictures. There thus came into being a more 
vibrant, more varied and pure, and more musical 
painting; differentiated, in the most absolute sense, 
from all previous forms of painting. Landscape be-
came sensory painting, tone, palette in freedom, 
which the artist could use with the same indepen-
dence wielded by the musician for his musical 
notes; handing down to us Impressionist pictures 
in form, vague in drawing, but shimmering with new 
light and new pictorial harmonies. 

Light. Our whole existence is subject to the di-
vine splendor of light. Ancients, primitives, and 
pagans all conceived rites, religions, idols, and dei-
ties paying homage to the sun; just as the whole 
of Christianity and its related symbols are radiant 
with light. Light is undoubtedly a source of life and 
inspiration. For this reason the Impressionist paint-
ers, our immediate predecessors, did not in fact err 
by turning to light in the quest for a new word with 
its forever revelatory vibration. In fact, it suggested 
a fundamental chromatic vibration, an undeniably 
brighter musical painting. They changed the exter-
nal vision through the interpretative and spectral 
glorification of light in a joyful painting, in a gushing 
chromatic passion.

The Divisionists directed their linear chromatic 
beams, their nervous and impulsive brushstrokes 
towards the sources of light. The surfaces of bod-
ies, fields, and houses ended up turned and ori-
ented towards such centers. This was a nascent 
instinctive perspective of light. Boccioni and the 
Futurists solidified the luminous and perspectival 
vibrations, made rays, reflections, and shadows sol-
id. Examples of solid, constructed forms of light can 
also be found in the rays emanating from figures of 
Christ on the cross or bursting from the hearts and 
hands of saints, and in the interpretations of deto-
nations and explosions. But these elementary signs 
are just the first letters of a possible and complex 
new plastic alphabet, likely to develop towards a 
real architecture dictated by light.

So I think I am not wrong if, recently, to give 
organic form to pictorial dynamism, I draw inspira-
tion from the linear laws, from the suggestive and 
imperative power of light. Not only vibrating expan-
sion of color, but light drawn, light shaped, light 
solidified hard and angular. Light indicates new 
perspectival directions and imposes a new struc-

ture on the picture; reality seems to be interpreted 
through a diamond. Drawing houses, landscapes, 
objects, and visions on the grid of a multiplied per-
spective, thus fixing the centers of the sources of 
light like new perspectival viewpoints. 

But there is yet another interesting problem, 
strictly inherent to perspective: the problem of 
sympathetic proportions. The mind, heart, and 
temperament of man are of a boundless variety. 
The same subjects, materials, landscapes, and ob-
jects are loved and appreciated in different ways, 
in the most divergent manners and degrees. If, in 
normal people, these sensitive differences are more 
or less accentuated, in the artist, that exceptional 
person, they are more pronounced and strongly 
contrasting. The artist can draw close, enlarge, 
sample, remove, limit, and annul what more or less 
interests or strikes him. This is a sensory, subjec-
tive evaluation, of free proportions. 

A similar phenomenon is also encountered in 
the depictions made by primitives and children, 
which are always disproportionate. In my view, 
these are not disproportions (but unconscious 
valuations of graphic, coloristic, and formal sym-
pathy) drawn on impulse and dogged instinct. So 
the artist, that instinctive and impulsive tempera-
ment if ever there was, will draw his own artistic 
conclusions and assessments from the values and 
proportions derived from his particular emotional 
state and stylistic will. Inner reasons which pre-
cisely establish the style and character of his own 
private world; reasons which define and confirm 
the individuality and integral content of the work 
of art.

“Prospettiva multipla.” Text first published in 
the volume Fortunato Depero nelle opere e 
nella vita (Trento: Tipografia Editrice Mutilati e 
Invalidi, 1940). Reprinted in Fortunato Depero, 
Ricostruire e meccanizzare l’universo, ed. 
Giovanni Lista (Milan: Abscondita, 2012 [Carte 
d’Artisti, 143]), 188–90, from where it has been 
translated by Simon Pleasance.

18 
From So I Think,  
So I Paint

1947

Hold on!
If in Alaska or in Turkestan a book were printed in 
Italian, the eventual ortographical [sic] mistakes and 
misprints would be, no doubt, excused. So I apolo-
gize for the inevitable mistakes contained in this book 
printed in Trentino and within a very limited space.

I was told that the words Heaven, Hell, Purgatory 
are not to be written with capital letters; I reserve 
to myself to correct as soon as I am back from one 
of these misterious [sic] and so much spoken of 
places; only then I will be able to give my opinion 
on the question.

Finally I authorize the reader to displace surplus 
capital letters and to put them were [sic] I out of my 
typographical taste have omitted them.

aeropainting
Kind of painting of aeronautical inspiration. Last 
experimental station of futuristic painting. We must 
here remember a forerunner: the Parisian painter 
Benito who illustrated the catalogue of the “Maison 
Blériot” with effective examples of impressionist 
aeropainting. It is a field of interesting research for 
which it is necessary to have really lived the life 
of a pilot in order to avoid insincerity and obvious 
pseudo-photographic tricks.

antipretty
It is a word that Umberto Boccioni invented or, 
rather, adapted to an artistic conception. It is a 
strong reaction to affected painting of feminine 
weakness, of studied bourjeois [sic] manner and to 
middle-class oleography. Drastic reaction of masses 
and of chiaroscuro cuts, of incisive deformation, of 
stylistic will, of relief and strength in the synthesis 
of the predominant lights and shades. Antiveristic 
and antisatisfying plastic liberty. Impulsive brutal-
ity of depriving the subject of all useless details, 
of all superfluous charm in order to reveal and to 
strip naked the architectural essential of plastic 
problem with strong antipretty will.

typographic architecture
It is that special architectural form suggested by 
typographic types which has been used with great 
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efficacy in advertising artistic constructions, in pa-
vilions, kiosks and advertising plastics on national 
and international exhibitions of decorative art 
and in industrial and commercial exhibitions. The 
painter Depero created, in 1927, the book pavilion 
of the Bestetti-Tumminelli and Treves publishing 
house at the international exhibition of decorative 
art at Monza, inspiring his work to this conception 
of typographic architecture.

automaton
Mechanical figure and fantastic puppet of inventive 
conception, made with various matter. The painter 
Depero animated several of his paintings with these 
automatons of pure fancy: solid and transparent 
automatons, drawing their inspiration from the 
flora, the fauna and from machinery. They walk, 
dance, sit down, read, work and live in dream set-
tings and landscapes, in fairy-like perspective and 
atmosphere.

charlestone – 
(documentation)
The Corriere della Sera of the 1/3–1927 publishes: 
Berlin – Feb. 28th – night – “The ‘machine-dance’ 
created in Russia” Charlestone has been forbidden 
in Russia. A wire from Moscow now says that, ac-
cording to the orders of the Government, a new 
dance entitled “machine” has been created. The 
arms of the dancers imitate the movement of  
the pistons of a steam engine while the feet beat the 
ground like heavy hammers. The music imitates  
the noises of a factory.

anihccam (word “macchina” – machine – writ-
ten backwards) of the year 3000. It is a dance ide-
ated by Depero. Movements, costumes, scenario 
and choir by Depero. Music by Franco Casavola. 
Interpretation and reproduction of the move-
ments and noises of machinery. This dance was 
performed in 28 cities of Italy during the tournée 
of the new Futurist Theater headed and organized 
by Alfredo De Angelis in the winter of 1924.

continuity in space
It is a definition of Boccioni. His sculptures, drawing 
their inspiration from a racing athlete, from strug-
gling muscles, aim to fix in space the plastic volume 
of the strength exploding from the human body and 
to mould the speed of gestures and the continuity 
of the impetus. These are the formal and abstract 
equivalents which Boccioni called “continuity in 
space.”

cutting criticism
A cutting critic is a man who, for love of contradic-
tion or for stupid and evil reaction, often for envy 
and physical defectiveness, other times for unjus-

tifiable conceit, speaks ill, insinuates and does his 
best to misunderstand the work of a brave artist 
especially when the artist is an Italian. At the same 
time, this kind of critic is ready to praise, dishon-
estly and obediently, a bad painter or a plagiarist 
coming from abroad. This happens frequently in 
Italy, for it is one of the incurable Latin diseases.

hotel
As there are hotel thieves, I could call myself a hotel 
painter, for fate has contrived that I should paint 
pictures, placards, and write articles in many ho-
tels of Rome, Milan, Paris, Turin, venice and New 
York. At the Hotel Du Nord in Rue de Bourgogne 44, 
Paris, I painted the picture “Train + inn + cyclist” for 
the international exhibition of the Art d’aujourd’hui 
1926. At the Hotel La Fenice of Milan, at Porta 
venezia, I painted two psychological portraits of 
F. T. Marinetti and of the pilot F. Azari. In New York, 
at the New-Transit Hotel, 464 West 23rd Street, I 
even set up a studio and a permanent show. These 
are a few examples to justify the definition of hotel 
painter which could be mine.

i know giacomo balla
I have not seen him for many years and I do not 
know what he is painting today. He was my artistic 
encounter in Rome in 1914. My mother had just 
died. There was an acrid smell of war. I was tor-
mented by the longing of going to the capital.

still life
Any subject consisting of objects, of tools, of any 
inanimate element, lying in inert order or disorder. 
These subjects are used in schools for the purpose 
of perspective or pictorial practice and in many 
ancient and modern compositions as completing 
elements. Many painters of today use them and 
abuse of them for the sake of expeditiousness  
and style. Still life was and still is a favorite subject 
of cubists and a polemic theme for futurists.

still life alive
It is a definition which the Author opposes to “still 
life” and which he uses to indicate the subjects of 
still life vivified by him thanks to an abstract or 
objective element, unexpectedly intervened with 
the purpose of lighting or of dynamizing contrast.

passatist
It is an artist who diligently plagiates [sic] the art 
of the past with cold copies. It is he who believes 
only in the past, excluding a priori the possibility 
of evolution. It is the obstinate traditionalist who 
thinks he understands art because he is learned 

and has been educated to conventional, limited, 
old-fashioned tastes, acquired through wrong and 
trite schooling.

centrifugal and centripetal 
perspective
It is a definition by Depero expressing two perspec-
tive orders contained in a dynamic painting. First: 
“centrifugal perspective” – a perspective, irradiat-
ing order, expanding lights, forces and objective 
and abstract forms exploding from the center of 
the picture. Second: “centripetal perspective” – a 
perspective, concentring [sic] order of lights, of 
forces and of objective and abstract forms, mag-
netic, grouped together and directed towards the 
center of the painting, towards the fire of the plasti-
cally represented action or sensation, towards the 
essence of the subject.

internal and emotional 
perspective
It is that particular perspective through which an 
artist is able to see and draw his favorite subjects 
from a specific, interpreting and emotional point 
of view. To make larger or smaller, to overlook or 
neglect the whole or the details according to the 
attraction and interest the artist feels for them.

multiple perspective
A term expressing the simultaneous, coordinated 
use of various opposite perspectives: vertical, fron-
tal, internal, external, luminous, emotional perspec-
tives. Multiple perspective, if used with strict order 
and style, is a necessary key for an organic painting 
of dynamic conception.

shadows
Shading is a necessary element for the relief of 
volume. Shadow is a synonym of depth and dark-
ness. A shadow is a black area – stretched out, lying 
down or broken – adhering to the background or 
ground on which the subject or figure projecting 
it is standing or walking. A shadow has a speaking 
individuality of its own. I have always been greatly 
interested in shadows: dividing them from their 
original figures, making them stand, giving them 
a body, as black figured walls and solid vivified 
blocks, as depths dug into space. I painted a pic-
ture entitled: “Town mechanized and geometrized 
by shadows”1 in which I depicted abysmal, deep 
shadows like ditches, having the profile of a lamp 
post or of an anonymous nocturnal passer-by. I cre-
ated a ballet for my plastic theater entitled “The 
dance of shadows.” These were not projected shad-
ows, but really built ones, shaped and moving as 
definite, articulated ghosts. They were shadows of 
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objects and of people – long and short – whole and 
broken – black, blue, red and violet – coming to life 
in an abstract atmosphere, rhythmically moving, 
getting together and apart, lying down and rising 
at the sound of syncopated music. Shadows are 
black blades cutting the bodies, mutilating them 
and dividing them into segments. They are the 
symbol and synthesis of nocturnal mysterious pro-
files. They are also flat pieces of sky on the ground, 
drawn by the foot of men and animals. A few years 
ago, I wrote and illustrated a short story bearing 
the title of “I and my shadow.”

physical transcendentalism
Rome – 1915. Discussion with Umberto Boccioni on 
mobile painting.

Quartiere Prati, sunny and new. Blocks of com-
fortable, elegant buildings. High terraces with 
plenty of air. Whiteness of clean linen flapping in 
the wind. Avenues generously offering light, trees, 
room, wide pavements and golden wines. I lived in 
Cola di Rienzo, Crescenzio and Germano Streets, 
transversal and parallel – all equally comfortable, 
brimming with life, with colors and cool breezes. 
In Cola di Rienzo Street, I had a small room. It was 
a modest place having the functions of bed-room 
[sic], work-room [sic] and kitchen. An omnibus 
room: piles of paintings, card-board [sic] machin-
ery, plans of daring mobile plastic inventions. From 
the ceiling hung polychrome sheets of wordfree 
tables and of poems for placards. It was a room 
looking like the abode of a Chinese gypsy, of an 
abstract painter and of a designer of infernal ma-
chines. To this workshop-room came several im-
portant personages, journalists, artists, admirers 
and unbelievers.

On a spring afternoon of the year 1915, Marinetti 
and Umberto Boccioni knocked at the door. This 
was the first time I shook hands with the creator of 
plastic dynamism. Marinetti explained to him my 
freeword tables and my abstract poems dangling 
from the ceiling and written on large sheets with 
a brush and colored inks. He read a few pieces of 
them with great enthusiasm. Then, on my part, I 
recited a few more. At the end, however, Boccioni 
interrupted angrily my reading. He said, in a loud 
voice, that he believed I was, first of all, a painter 
and a plastic [artist] and that he wished to exam-
ine my paintings. I dared not reply then and there, 
but later told my distinguished guests that both of 
them were right, since I sincerely felt both painter 
and poet. Then, Boccioni’s nose, eyes and forefin-
ger pointed at an ink drawing lying on the table 
which was marked with the title “Plan of three-cycle 
plastic.” Boccioni frowned and did not say a word. 
Shortly afterwards, we coldly said goodbye.

Several days went by before I met him again. 
But there we were together again, along the green 
avenues of the Tiber. Bridges of sun – castles of 
sky – walks of gold – and ardent emotions in our 
hearts and eyes.

He referred to my drawing and destroyed me 
with his reasonings, blaming my exaggerated au-
dacity and my insolent impudence in treating art 
with a brutal, machinistic sense. At first, I was 
struck dumb, then I replied with friendly and timid 
frankness that it had been he who had taught me 
artistic courage of all kinds and I explained my con-
viction that in art there can be no limit of expres-
sion and therefore no limit to the means and mat-
ters necessary for creation. He himself had been 
the ideator and the defender of the free simultane-
ous use, in a work of art, of any matter whatever, be 
it iron, glass or cloth. I had gone farther than he, for 
I declared that not only such matters would have 
enriched a work of art, but that also mechanical, 
liquid and luminous means would have added to it 
a powerfully new element: “motion” and the magic 
sense of transformation.

Boccioni listened to me with interest, acknowl-
edged my intentions and so we both agreed to con-
firm the futuristic principles, according to which 
the limits, the setting, the style and the means for 
artistic creation and composition are at the bound-
less disposal of every single talent: the important 
thing is to reach the solution of the problem and 
the concrete, obvious conclusion.

Mechanical means in a work of art will set mov-
ing and vibrating with a new life all pictorial, plas-
tic, decorative or advertising elements. It will not 
be painting – it will not be sculpture – it doesn’t 
matter: it will be a work of genial creation. I am 
certain that Leonardo Da vinci who was planning 
war and flying machines and trying to solve prob-
lems of hydraulics while he decorated ceilings and 
painted pictures and frescos, would agree with me 
if he were here today. I am certain that he would 
continue his painting by creating artistic, sound 
and luminous plastic masses, and using all the 
technical and scientific wonders of this century. 
Boccioni listened to me with greater and greater 
attention; then he embraced me and left for Milan. 
This was our first and last conversation. A few days 
later, the painter Giacomo Balla received the fol-
lowing letter: “My dear Balla – we are happy to let 
you know that we have agreed to put the name of 
Depero among those forming the group of futurist 
painters and sculptors. We are certain that this will 
please you – always discovering and encouraging 
young talent with great enthusiasm and self-denial 
– and that it will help Depero to continue his work 
with more and more courage.”

Signed: Umberto Boccioni – F. T. Marinetti – 
Carlo Carrà – Luigi Russolo.

(At the time, the Futuristic [sic] Movement con-
sisted of very few artists – of very few real paint-
ers–sculptors–poets and musicians).

words in liberty
After blank verse, F. T. Marinetti advanced in the 
poetic field with the “words in liberty.” It is a form 
of poetry open to all possibilities: from typographic 
to imaginative ones, enlivened by onomatopoeia 

and imitative noises. Its most severe criticism 
could be found in its definition: “words in liberty,” 
since poetry and lyric are the expression of a strict 
choice of conceptions and not of words, of organic 
hermetic and anti-hermetic lyrical contents.

yes, marinetti had no strict 
principles
And that is the reason why I, too, was obliged to 
abandon him fifteen years ago: for his incorrigible 
habit of putting everything in the same bundle.

When he crystallized himself on his fixed idea of 
aeroexpressions, he once put me a question which 
was almost a reproach: “Why do you not take up 
aeropainting?” I answered him that compulsory and 
insincere futurism is stupid. I told him that I would 
devote myself to aeropainting only when I would be 
able to fly at least three times a week. A compulsory 
thing is worth nothing. I then added that he ought to 
be glad that at least one futurist still devoted himself 
to a sincere creating dynamism which was earthly 
and not aerial, without turning to aeropictorial liber-
ties. But poor old Marinetti had his own fixed ideas 
and I had the pride of my freedom. The second con-
trast happened when I published my “Radiophonic 
Lyrics,”2 slightly contrasting with the “words in 
liberty,” but at the same time boldly free and rich 
of lyrical transcendencies [sic] and interpreting ono-
matopoeia suitable for radio transmission.

But I will repeat that one of his chief mistakes 
was the generous ease with which he found talent 
in every amateur and opportunist who knocked 
at his door. With more seriousness and a better 
selection and with more loyalty to his early aims he 
would have been more successful and would have 
been treated with greater respect. In my opinion, 
Art and talent means selection and minority and 
not number. Hence, our difference and separation.

I was really sorry, for my contribution to this 
movement was considerable: from the theater to 
painting, from architecture to literature, from deco-
ration to plastics and publicity. The many works I 
published and my 82 Shows, both personal and 
collective, in Italy and abroad, as also the immense 
echo of the Press which I have kept and catalogued, 
are the best proof of my words and confirm them, 
leaving no room for doubts.

My clarifying and propagating contribution con-
sisted in works of various kinds which caused sur-
prise, interest and flattering reviews in many papers 
of Europe and America and started many imitators, 
then and today.

1 Città meccanizzata dalle ombre [City Mechanized by 
Shadows], 1920 — Ed.

2 Liriche radiofoniche [Radio Lyrics], 1934 — Ed.

Fortunato Depero, extracts from So I Think, So I 
Paint: Ideologies of an Italian Self-made Painter 
(Trento: Tipografia Editrice Mutilati e Invalidi, 
1947). 
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19 
Manifesto of Nuclear 
Painting and Sculpture

1950
Essentialism in art. Every writer, every poet, 
every painter, every artist has tried and tries to 
express himself with the fundamental elements 
of concept, composition, line, color, and form; he 
tries to be coherent and concise in the develop-
ment of thoughts, in the exposition of ideas, and 
in the representation of images. In a word, he tries 
to be recapitulatory and demonstrative; clear, con-
vincing, and conclusive in his works. In the field of 
the plastic arts: every subject, gesture, fact, figure, 
panorama, and material or immaterial composi-
tion comes from the artist efficiently summarized 
in the essence of its concept, rhythm, content, and 
plastic drama. So the elements of power and es-
teem of his originality as an artist are contained 
in his tormented, laborious, and inspired efforts. 
In the end, every real and unique work of art is 
an ensemble of essential values, values chosen, 
squeezed, traced, and elaborated with the mind, 
the pencil, the brush, the keyboard, and the chisel. 
In a nutshell: clear ideas, shrewd and conscious 
development, and in the end a conclusion that is 
essentialist in character and style.

There was a time when there was a temporary 
interest in the analytical spirit of problems, of im-
pressions; there was a particular love of objectiv-
ity, fidelity, and analysis (interest and love which 
may still be alive and justified), but the great pe-
riods and works of character and style are clearly 
steeped in figurative essence, steeped in chosen 
and essential core values.

The synthesis of elements, their integral expres-
sion and fusion, are the issues that should be at the 
center of the artist’s concern. They are the basic 
elements, they represent the master grid, the magic 
secret for detecting, singling out, characterizing, 
and stylizing a work of art. That is, the secret for 
grasping it in its divine essence beyond matter, 
outside nature; classical, surrealist, physical or 
metaphysical, static or aerodynamic expression, 
if you will. Secrets that are contained in the laws 
of harmony of the essential values which only a 
higher intelligence, the gift of acute intuition, of a 
private and contemplated evaluation can under-
stand and express. In a particular way, the modern 
artist who has overcome objective contemplation, 
who has gone beyond the usual technical preoc-
cupations, who through various ways and reasons 
of evolution has reached the fields of “pure cre-
ation,” has grasped this key necessity of art; he 

has taken possession of that key which I would 
call the “pentagram,” which judges and disciplines 
the essentialism in art; that is, of that spatial line 
and that measuring and calculating balance of the 
secret harmonies of conception and style.  

I have had these preoccupations out of personal 
instinct, perfected by acquired instruction, through 
suffered experience and tenacious method. From 
my young beginnings to the mature expressions of 
today, in every theme to be developed and repre-
sented or problem to be solved, be it with words, 
thoughts, pencils or brushes, both in works of 
pure artistic and ideological compromise and in 
those forms of applied requirements, I was always 
troubled by the torment involved in the choice of 
harmonic values, expressive values, and more than 
anything in those pure essentials to reach the plas-
tic integrity of a resolved work.

In sum, first problem, constant torment, techni-
cal pleasure, and inspired and conceptual elevation 
joined together in a single passionate will and drill, 
a fixed mental nail:  “essentialism”; essentialism for 
the earthly happiness of material life; essentialism 
in art for the divine happiness of the spirit.

Steel style. I think that the first half of this 
[20th] century, which has just come to an end, can 
be defined as a “steel age,” just as the second half 
to follow will probably be defined as an “atomic and 
nuclear age.” Steel, to remain in the present-day pe-
riod, is among our most representative materials, it 
is the most resistant metal bond used in mass and 
individual applications of extreme solidity, preci-
sion, and calculation.  

Steel is the symbol of luster, of stainless modern 
conquest. The technician, the worker, the engineer, 
the designer, the inventor always have to hand im-
plements and tools in which steel powerfully pre-
dominates. They live with passionate familiarity 
with this prince of metals. For their practical and 
ideological life it represents a language and symbol 
of daily use and sought manipulation, almost an 
indispensable bread for their yearning hands, for 
their hungry minds.  So it would not seem to me to 
be an idle question or a rhetorical commonplace if I 
were to ask myself: “Why can’t this language which 
ennobles and feeds the hand and the mind of the 
hardworking and eager man not interest the hand 
and the mind of the thinker, the poet, the painter, 
the musician, and the architect, that is, the inspired 
and creative man? Is the voice of steel not perhaps 
a ruling voice which vibrates in the space beside 
that of the sun and air which we breathe? I would 
like to ask myself: perhaps it deadens the sensibil-
ity, the intelligence, the warmth of the heart and 
brain? Perhaps it diverts the character, intoxicates 
the style, or, on the contrary, might this representa-
tive symbol of perfection, resistance, and conquest 
not achieve unusual and unknown qualities and 
splendors? Does steel not perhaps reveal qualities 
and elements which might suggest and contribute 
to a consolidation of style that is particularly ours 
and enduring?”  

Reasons, evidence, and factors which have 
pushed me towards this ideological track, present 
in several of my writings, in the chapters: “Steel 
Style,” “Aerodynamic Language,” “Character and 
Style,” “Aesthetics of the Machine,” “Multiple 
Perspective,” “Autonomy of the Source of Light,” 
“Transfigurations,” “Plastic Complexes,” etc. etc.; 
as well as in the many different paintings produced 
at various times and shown in many exhibitions. 
In particular, some of the paintings impregnated 
with this metallic splendor include the following: 
Alto paesaggio d’acciaio [High Landscape of Steel] 
(oil 1923) [cat. 143], La rissa [The Brawl] (oil 1924), 
Motociclista, solido in velocità [Biker (Solidified 
in Speed)] (oil 1925) [cat. 153], Martellatori 
[Hammerers] (sculpture in wood – Paris, 1925) 
[cat. 131], Chirottero metropolitano [Metropolitan 
Bat] (oil 1939), etc., to mention but some of the 
best known. What predominates in these paint-
ings and plastic works is a technique of clear-cut 
chiaroscuros, a plastic art of glass-like vibrations 
and mechanisms of a complex metallic splendor 
where the steel style is obvious and clearly defined.

Steel style is a definition that points to an atmo-
sphere of the present-day era. An era of building 
sites, factories, metropolitan undergrounds, mo-
tor vessels and airships, torpedoes and atomic 
bombs, artificial hearts and scientific miracles. 
Furthermore, this definition indicates and charac-
terizes a clear separation of epochs and contains 
en bloc all those elements of detail, synthesis, and 
mass that constitute an ideological world of mod-
ern Renaissance, of bold and epic human conquest.

Nuclear painting and sculpture. The etymol-
ogy and meaning of the word “nuclear” in the field 
of figurative art, although never used, can easily 
be explained. The root “nucleus” means group, or 
core, and corresponds in painting to the fundamen-
tal group of factors and elements which compose it; 
particularly in our theme to the fusion of concrete 
values with abstract values, or the achievement 
of a complex and complete “nucleus” of interpre-
tation and transfiguration. The word “nucleus” is 
topical. It has not been chosen by chance or for 
any cunning or shrewd secondary purpose. It has 
not been applied for subtle publicity histrionics. 
But it has been chosen after a close observation 
of evidence and arguments. It is a word that I have 
been waiting for all of 35 years. It corresponds to 
everything that I have dreamed about, drawn, and 
painted from 1915 up until today, 1950.  

I believe that this is the first time that this defini-
tion appears in the terminology of the plastic arts, 
just as I believe that this unusual expression rep-
resents and harbingers the meeting point of vari-
ous trends (like single streams and torrents that 
flow out into the river of the future), trends and 
aspirations born and flowering in the brief lapse 
of time of the last few decades. Those pictorial 
movements that go from the period of formal chro-
matic freedom of the post-Impressionists towards 
the vibration and consistency of light and rhythm; 
from the period of French Cubist analytical plastic 
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Divisionism to the Italian form of Futurist plastic 
dynamism, the legitimate and justified product of 
the age of speed and air travel of our days, to the 
present period of feverish abstraction of transfigu-
rations and unrealities, to the metaphysical and 
surrealist forms due to the talent and insatiability 
of today’s artists, to their uncontemplable fantasy 
and sensibility.  

I am convinced that the many different direc-
tions of these apparent deviations and conquered 
exploratory fields, which seem contrasting and dis-
similar to us, I am convinced that by proceeding 
along different paths, artists will arrive at a master 
road and with all probability they will converge on 
the vast horizon of the spellbinding and fatal not 
yet conquered tomorrow.  

Pause and reflection.  My dear reader, friend 
or foe, dear critic and historian, favorable or dis-
sident, even if we may give ourselves airs of su-
permen, even if we boast of being more or less 
flawless connoisseurs or almost infallible earthly 
critics, I would like us to agree that the Universe 
is so elusive, so immense and surprising, that the 
beauties known to us, that the marvels explored 
by us, and that our human and earthly presump-
tions are as nothing in comparison with the as yet 
unexplored areas, the mysteries of the hereafter, 
of the stellar and interplanetary vastnesses which 
contain unimaginable places.  So it will be as well 
to be prudent also in judging aprioristically any 
enunciation of unusual ideas and works, and I ad-
vise you to believe or at least to well-meaningly 
suppose that new laws and new values can appear 
on the horizon in an unusual and unexpected plas-
tic and ideological form. Forms and ideas which 
should indeed surprise, but not disturb, clash, or 
worse still, get in the way, tear apart, and smother 
at their first appearance, or simply be ignored to 
the detriment of culture and evolution.  The history 
of our days shows this clearly: so many insults, so 
many blasphemies against Boccioni, who everyone 
is discovering and praising today.  

The atomic and nuclear marvels, the aerody-
namic, underwater, earthly, and stratospheric forc-
es should make us all meditate and reflect, even the 
technicians, creators, and judges of art and aesthet-
ics. If someone dares to present an idea, a painting, 
or a sculpture of unusual form and flavor, do not be 
dismayed, gather around it: ponder, listen to the 
reasoning of its author, converse with the work as 
you do with other and so many other problems of 
a technical, scientific, sporting, or social nature, 
and you will find yourself totally or partly satisfied. 
In any event, little by little, you will feel yourself 
drawing closer to the artist and the work. 

Another consideration. Think and reflect 
about the fact that each being large or small which 
we see and experience, which we know on our plan-
et (and I suppose it will also be thus for beings and 
elements from other planets), is composed of head 
and tail, roots and trunk, cells and atoms, beginning 
and end, is driven by a material and immaterial life, 
which gives birth to it, and makes it grow and die; 

gives birth to it again, makes it grow and die again; 
with a more or less long existence; with a mortal or 
almost immortal character; living within a continu-
ity of rhythmic, spatial, and cosmic order. They are 
all made up of a musical and magic nuclear organ-
ism. They rotate, breathe, and reproduce within an 
atmosphere of vibrating light and movement with 
that sublime harmony that extends from the atom 
to the planetary stars. 

In sum, as far as I am concerned, the problem of 
organic essentialism in the work of art leads to a nu-
clear end purpose, inasmuch as the law that guides 
and the key that solves lies in the organic harmony 
of the line and construction, and in the continual 
functioning which every being and thus every work 
of art contains. Not only does the star twinkle, not 
only is the flower formed, not only does the drop 
of water absorb and emanate reflections, not only 
does the contrivance have its particular function, 
not only do man and animal possess voice, move-
ment, materiality, and spirituality; but the work of 
art also has its own light, it is formed, absorbs, and 
emanates reflections, it has its particular function, 
it has its own language, its own blood, its own mo-
tion, its own materiality, and its own spirituality. 
On the condition, however, that all these elements 
are ordered and coordinated with ability and wise 
nuclear harmony. The work of art lives, resists, 
talks, communicates, elevates, and enchants, by 
means of architectonic laws, sentimental and magic 
voices, by means of terrestrial and celestial forces. 
It is a masterly superhuman nucleus, of earthly ma-
nipulation and divine aspiration. It has been written 
that the artist is the man closest to God inasmuch 
as he manages to incarnate reality with abstrac-
tion, inasmuch as he manages to elevate matter to 
power and ideal, inasmuch as he has discovered 
the nuclear laws of creation.  

In conclusion, here is the guide:  
Drawing:  analytical or synthetic, stylistic or ex-

ploratory, anatomical or mechanical, in any sense 
defined and conclusive.

Color and form: festive or dramatic, sensual or 
lyrical, in any event: intense color, sculpted form.

Architecture (in the picture): order and harmony, 
selection and structure.  

Integral unity: fullness and continuity of values, 
scrupulous elaboration and inspired fantasy – in 
addition to the mental and physical efforts needed 
to solve problems.

Style: aerodynamic, physical or metaphysical, 
rational, surrealist or of steel, dictated by intelli-
gence and taste, with a love of modernity as well 
as the purpose and end of endurance. 

Character: seriousness in the task, seriousness 
of profession, seriousness and efficiency in the 
expressive forms and in the composition. virility 
of content.

Autonomy: the work of art only resembles itself. 
It is underpinned by its own structural and figura-
tive laws. It is driven by autonomous life.  

Preoccupations: 25% of meditation on values of 
the past with the purpose of connection and con-

tinuity. 25% of adherence and logical contact with 
the public and time: i.e. with the present. 50% of 
spirit of explorative investigation, involved with 
the future.

All this accompanied by uninterrupted and su-
perhuman efforts, material competence, severe and 
always lively self-critical state of mind. This, for 
me, is the not so simple formula for resolving the 
not so easy overall task of a pictorial and plastic 
work of art. Conclusive nucleus and solution for a 
felicitous creative achievement.  

“Manifesto della pittura e plastica nucleare.” 
Manifesto first published in Il nuovo caffè, yr. 
2, no. 6 (Milan, November 1950). Reprinted in 
Fortunato Depero, Ricostruire e meccanizzare 
l’universo, ed. Giovanni Lista (Milan: Abscondita, 
2012 [Carte d’Artisti, 143]), 196–202, from where 
it has been translated by Simon Pleasance.
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20 
The Return  
of Futurism

1951
While some want to see Futurism put away in a 
showcase as if it were a historical memory, I would 
like to observe and declare that this art movement 
has never stopped moving forward and that it is 
still proceeding apace with enthusiastic, promising, 
and affirmative continuity.

It would appear that for some time now, 
Futurism has returned to the critical and polemi-
cal arena. Since the foreign press and criticism 
declared that the Futurist movement represents 
the most significant source of the rebirth of the 
Italian plastic arts, the freshest and most modernly 
inspired source in our period, in Italy, too, the his-
torical significance of this movement is finally being 
recognized. After having fought it and denigrated 
it, today people are discovering its founders, sing-
ing the praises of the merits and talent of its best 
protagonists, exalting and giving pride of place to 
the signatories of the first Futurist Manifesto.

We faithful and tenacious continuers of plastic 
dynamism and firmly convinced announcers of its 
fatal development are gladdened by this universal 
consensus, but at the same time we cannot stay silent 
or let pass unobserved a serious oversight, an inexact 
(partly vicious and partly unconscious) negligence, 
about the decided neglect of the second and third 
generation Futurists, of the Futurists who, with inten-
sified faith, with a host of works and sacrifices, with 
hundreds of exhibitions, with a stepped-up program 
of ideas and wealth, continued ensuring the vigorous 
and fertile development of the Futurist movement so 
as to enable it to blossom and nurture similar move-
ments everywhere, arousing a worldwide echo and 
giving rise to an atmosphere of indisputable universal 
modern dynamism.

But few remember and all seek to minimize to 
the most abbreviated and humiliating terms this 
effort, which lasted from 1918 through to 1951. And 
when an attempt is made to represent or shed light 
on this movement, there is recourse solely to the 
works that were created and the authors who were 
at work between 1910 and 1915. And this is the 
source of my dismay. This the source of the guilty 
forgetfulness, of the culpable disinterest and the 
dishonest ill faith. I do not hesitate to declare that 
from 1918 onwards the founders of the pictorial 
Futurist movement, right up to today, apart from 
the odd essay by the painter Balla, did not produce 
and did not advance in the evolutive Futurist sense 
by a single step. Some of them died, others grew old 
and left their path and any Futurist manifestation, 

and still others denied it by abandoning their initial 
faith once so noisily manifested.

Initial Futurism was based on a violent, disor-
dered, simultaneous, and erratic dynamism, of a 
typically polemical and experimental nature, still 
steeped in Impressionist fragments and nostalgia. 
The character of their works was rather confused 
and not very legible, it was overtly saturated with 
intentions but rather poorly structured. This was 
not their fault. It was the fatal and logical disorderly 
beginning, polemical and bellicose, formalistic and 
rhetorical. It has been inevitably followed by a re-
constructive and consolidating movement. Perhaps 
its temporary and experimental character was the 
first and major cause of the lack of consensus on 
the part of critics and public.

Improvisation: a Futurist merit but also its serious 
flaw. Perhaps the fault of the times, perhaps the fault 
of accursed haste. A law which to me seems particu-
larly divine. Prohibiting talking in a rush, conversing 
and discussing in haste. In the end, prohibiting mak-
ing art in a hurry. One can dream up a verse, one can 
improvises a sketch or a skit, one can have a good 
off-the-cuff idea, but it is not possible to improvise a 
meditated and lasting work, which takes much time, 
much study, much effort and suffering. I was and I still 
am the enemy of haste and improvisation.

In the last thirty years, the signatories of the 
first Futurist Manifesto have given and revealed 
almost nothing in the sense of dynamic procedure, 
Futurist evolution, and modern stylistic assertion. 
While those who have consolidated, who have car-
ried on and made significant additions have been 
the Futurist artists of the second and third waves. 
Some of them have revealed their own artistic 
world, they have drawn up certain explanatory 
laws, they have imprinted their works with a tone 
of readability and consistency.

Modesty apart, between 1913 and today in 1951 
the undersigned has held some ninety solo and 
group exhibitions, in Italy, Europe and America, 
stirring up great interest everywhere and having a 
huge repercussion in the press. Numerous publica-
tions, editions, single issues and catalogues attest 
to this in the most indisputable way. They present 
and illustrate such a quantity of works, manifestos, 
declarations, and conquests that they go well be-
yond the first Futurist manifesto. Similarly, other 
colleagues of mine could present their testimony 
of years of artistic activity to protest against the 
neglect and oblivion of their merits.

And yet, despite forty years of work and action, 
the venice Biennale had the offensive naivety to 
invite me with two works, as if I were a twenty-year-
old novice. Precisely that same Biennale which 
had the courage to sacrifice some thirty rooms 
out of sixty in the Italian Pavilion, devoting them 
to foreign artists, with undoubted generosity and 
an exquisite sense of hospitality, but with just as 
much blameworthy sacrifice towards us. I am not 
personally accusing anyone, I am merely stating the 
reality of the facts and underscoring the inexcus-
able error, already pointed out by others.

But to get back to a name, that of one of the 
signatories of the first Futurist Manifesto, the name 
of the great painter and sculptor Umberto Boccioni, 
I take the liberty of quoting one of his very harsh 
and violent judgments concerning certain contem-
porary judging panels and selection committees. 
He said precisely this: “Are they not still alive and 
not still walking undisturbed down the streets,  
and are they not still sitting on committees and 
juries, those who massacred Segantini and Fattori?1 
Those who drove Pellizza da volpedo2 to commit 
suicide, who made Medardo Rosso flee abroad, who 
raised a wall of silence around Previati? Who would 
ever think of killing them or getting rid of them?” 
These are really cruel and incendiary words, but they 
unfortunately tally with a justified response to the 
wrongs done to the illustrious masters of their time.

I will not express myself in this tone, I am a pa-
tient and philosophical hillbilly. I can only sincerely 
say that an authentic appraisal and judgment of the 
transient and lasting values of Futurism and similar 
present-day movements will only be pronounced 
with a sense of fairness and exact measure by a 
reporter in the year 2000 and not by the present-
day judges and curators of exhibitions.

This is sad and meager satisfaction, but there is 
no other comfortable solution. Too many present 
interests and too many personal ambitions over-
shadow and divert from the reality and historical 
truth of the moment. Then as the years gradually 
pass works either fall by the wayside of time or 
are consolidated, reinvigorated, and illuminated, 
depending on the merit of their relative content. 
The same goes for manifestos, declarations and 
ideological programs undergoing the assessment 
of time, that infallible critic and judge which does 
away with what is vague and inconsistent and 
which, on the contrary, sheds light on what they 
contain by way of positive things worthy of merit; 
time sets in relief everything that has clearly con-
tributed to evolution and civilization.

1 Giovanni Fattori (1825–1908) was an Italian painter who 
belonged to the Macchiaioli, a group characterized by 
its use of patches of paint, macchia, to represent nature 
— Ed.

2 Giuseppe Pellizza da volpedo (1868–1907) was an Italian 
painter, an exponent of divisionism, symbolism, and 
Scapigliatura, best known for his social realist work, Il 
Quarto Stato [The Fourth Estate], from 1901 — Ed.

“Il Futurismo rivenuto a galla.” Unpublished manu-
script (8 folios, Dep. 4.1.163 Ms 315) held in the 
Fondo Fortunato Depero, MART – Museo di arte 
moderna e contemporanea di Trento e Rovereto. 
This is the speech given at the opening of the 
Mostra Nazionale della Pittura e della Scultura 
Futuriste [National Exhibition of Futurist Painting 
and Sculpture], Palazzo del Podestà, Bologna, 
November 11–25, 1951. Reprinted in Fortunato 
Depero, Ricostruire e meccanizzare l’universo, 
ed. Giovanni Lista (Milan: Abscondita, 2012 [Carte 
d’Artisti, 143]), 211–14, from where it has been 
transalted by Simon Pleasance. 
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Gruppo di futuristi con Marinetti in uniforme alla I Mostra 
nazionale di plastica murale [Group of Futurists with Marinetti 
in uniform at the I Mostra in uniform at the I Mostra Nazionale di 
Plastica Murale]. Genova, december 1934. Photograph: gelatin 
silver print on fiber-base paper, 5 1/8 x 7 1/16 in. (13 x 18 cm). 
Mart, archivio del ’900, Fondo depero
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FORTUNATO DEPERO (1892-1960)
A CHRONOLOGY

AIDA CAPA, MARTA SUÁREZ-INFIESTA
The thirteen essays in this catalogue present a relatively 
complete and detailed if somewhat fragmented 
chronology of the life of Fortunato Depero. For this 
reason we have decided to offer but a brief and 
subjective biographical synopsis. This summary 
chronology has been compiled from a large number 
of sources that cannot all be listed here for reasons of 
space. Nonetheless, due to its degree of detail and its 
ordering, a particularly important source should be 
referred to here, namely the documents in the Archivio 
del ‘900 edited by Francesca Velardita (Fondo Fortunato 
Depero. Inventario. Rovereto: MART; Nicolodi, 2008). 
The authors of this chronology would like to thank Erica 
Witschey, Inés d’Ors, Maurizio Scudiero, Fabio Belloni, 
and Raffaele Bedarida for their help, contributions, 
corrections, and suggestions.

1892

Fortunato Depero was born on March 30 in 
Fondo, a village in the province of Trento, 
which was part of the Austro-Hungarian Empire 
until 1918. His father was a gendarme in the 
Imperial troops and his mother a cook. The 
family soon moved to Rovereto, which Depero 
always considered his adoptive city. There 
he trained at the Scuola Reale Elisabettina, a 
school of applied arts where he studied drawing 
with Giovanni Tono, an artist close to the Arts 
and Crafts movement, and also took classes 
with Luigi Comel, a professor of drawing and 
watercolor who exercised a notable influence on 
his students. During his time there Depero met 
the painter Tullio Garbari, the architect Luciano 
Baldessari, the poet Lionello Fiumi, and the 
sculptor Fausto Melotti.

1906

Depero met Rosetta Amadori, whom he would 
marry in 1918. 

1908

Depero left the Scuola Reale Elisabettina 
during his 5th academic year. He attempted 
unsuccessfully to enter the Fine Arts Academy 
in Vienna then briefly moved to Turin, where he 
studied with the sculptor Pietro Canonica. He 
returned to Rovereto to work as an apprentice 
for another sculptor, Gelsomino Scanagatta.

1909

On February 20, Filippo Tommaso Marinetti, the 
poet and founder of Futurism, published the first 
Futurist Manifesto, entitled “Le futurisme,” in Le 
Figaro [cat. 2, p. 30; see pp. 361–63].

1910

Between 1910 and 1911 Depero was involved 
in the Movimento Studenti Tridentini, an 
organization that shared some of the ideas of the 
Lega Nazionale and maintained a somewhat anti-
German stance. The Manifesto dei pittori futuristi 
[Manifesto of the Futurist Painters] was published 
in February in Milan, signed by Umberto Boccioni, 
Carlo Carrà, Luigi Russolo, Giacomo Balla, and 
Gino Severini [cat. 5, p. 32; see pp. 363–64]. 

On April 11, Boccioni, Carrà, Balla, Severini, and 
Russolo published the Manifesto tecnico della pittura 
futurista [Technical Manifesto of Futurist Painting].

1911

The Mostra d’Arte Libera [Free Art Exhibition] 
was held in April, in which Boccioni, Carrà, and 
Russolo showed Futurist works. Lectures and 
serate futuriste were held in conjunction with this 
event, the latter being gatherings at which the 
young Futurists proclaimed their artistic ideas. 

As the theoretical founder and intellectual patron 
of the movement, Marinetti actively promoted 
the Futurist message through interviews, letters, 
and evening events.

1913

That spring, Depero held his first solo exhibition 
in Rovereto.

He traveled to Rome and met Marinetti. While 
there he visited Boccioni’s exhibition at the 
Galleria Sprovieri and was extremely impressed 
by his work [see p. 252]. He began to be 
interested in the deconstruction of forms and the 
graphic representation of movement.

Depero published his first book, Spezzature 
(impressioni-segni-ritmi) [Fragments 
(Impressions–Signs–Rhythms)] [cat. 16, p. 35].

1914

Depero was invited to take part in the Esposizione 
Libera Futurista Internazionale [International 
Futurist Exhibition] at the Galleria Sprovieri in 
Rome, which also showed work by Marinetti 
and Balla and by Wassily Kandinsky, Aleksandr 

Unknown photographer, Lo studio di Fortunato Depero 
in Viale dei Colli [Fortunato Depero’s Studio in Viale dei 
Colli], Rovereto, 1956. Studio Fotografico Bonmassar, 
Rovereto. MART, Archivio del ‘900, Fondo Depero Fundación Juan March
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thanks to the interest aroused by his complessi 
plastici. On March 11, Depero and Balla signed 
the manifesto Ricostruzione futurista dell’universo 
[Futurist Reconstruction of the Universe], which 
represents one of the most important milestones 
in the evolution of the Futurist aesthetic [cat. 36, 
p. 50; see pp. 369–75].

In May, Italy declared war on Austria and Depero 
decided to enlist as a volunteer. He was sent to the 
front at Col di Lana with the 82nd Infantry Regiment.

In July he was discharged from the army on 
health grounds and returned to Rome. In his 
study on Via Cola di Rienzo he experimented 
with purely abstract forms, making use of a wide 
range of materials and techniques. Marinetti 
published Zang Tumb Tumb, the first parolibre 
poem, in which words move freely in space. 

1916

Depero invented the “onomalanguage,” a language 
based on phonetic poems of abstract verbalization 
created through onomatopoeia and noise. 

A solo exhibition of his work opened in April 
at number 20, Corso Umberto in which Depero 
showed nearly two hundred pieces, including 

Archipenko, Francesco Cangiullo, Arturo Martini, 
Enrico Prampolini, Gino Rossi, and Mario Sironi. 
Depero was the only artist to sell works. 

In May he returned to Rovereto and exhibited 
his first experiments in plastic dynamism at the 
Circolo Sociale. 

World War I broke out on July 28. That August, 
Depero crossed the frontier and settled in 
Rome with Rosetta Amadori. He wrote the 
text Complessità plastica, Gioco libero futurista, 
L’essere vivente artificiale [Plastic Complexity – 
Free Futurist Game – The Artificial Living Being], 
which constituted the first presentation of his 
aesthetic vision [pp. 385–93]. 

At the end of the year he started work on his 
first complessi plastici [plastic complexes], 
sculptures made from everyday materials (metal, 
glass, cardboard, paper, etc.) to which he added 
a mechanism that gave them movement and 
sound, thus coming close to the Wagnerian idea 
of the total work of art. 

1915

Through Giacomo Balla, Depero was officially 
admitted to the Futurist movement as a sculptor, 

the first presentation of his complessi plastici 
motorumoristi [motorumorist plastic complexes]. 

That November he met Sergei Diaghilev, who 
commissioned him to design the sets and costumes 
for the ballet Le Chant du rossignol [The Song of 
the Nightingale], an adaptation of a fairy tale by 
Hans Christian Anderson with music by Stravinsky 
[cat. 52, p. 71]. Although Depero devoted several 
months to this project, Diaghilev would eventually 
present it in Paris in a different form. 

As a result of his work for the Ballets Russes, 
Depero’s work underwent a change; he left behind 
his abstract phase and began to work with figurative 
elements that had a pronounced fantastical and 
metaphysical component [cat. 101, p. 124].

The magazine L’Italia Futurista published the 
manifesto La cinematografia futurista [Futurist 
Cinema], signed by Marinetti, Corra, Settimelli, 
Ginna, and R. Chiti. Its rallying cry, “The universe 
will be our vocabulary,” reflects its intention to 
create analogies in which human gestures are 
replaced by purely natural forms of expression. 

1917
Through Diaghilev, Depero met Gilbert Clavel, 
a Swiss poet and Egyptologist [cat. 64, p. 77; 

1. Unknown photographer, 
Fortunato Depero, 1910. 
Studio Fotografico 
Bonmassar, Rovereto. MART, 
Archivio del ‘900, Fondo 
Depero

2. Unknown photographer, 
Rosetta Amadori, 1915. MART, 
Archivio del ‘900, Fondo 
Depero

3. Unknown photographer, 
Fortunato Depero, 1913.
Studio Fotografico Chiesura, 
Rovereto. MART, Archivio del 
‘900, Fondo Depero

4. Antibiennale. Museo 
preliminare Depero a 
Rovereto [Anti-biennial. 
Preliminary Depero Museum 
in Rovereto]. Rovereto: 
Manfrini, 1955. MART, 
Archivio del ‘900, Fondo 
Depero

5. Catalogo della Galleria 
e Museo Depero Rovereto: 
il primo museo futurista 
d'Italia [Catalogue of the 
Depero Gallery and Museum 
in Rovereto: the First Futurist 
Museum in Italy]. Trento: 
Tipografia Editrice Mutilati e 
Invalidi, 1959. MART, Archivio 
del ‘900, Fondo Depero

6. Progetto per chiosco 
pubblicitario [Project for an 
Advertising Kiosk], 1924.
MART, Museo di arte moderna 
e contemporanea di Trento e 
Rovereto

7. Unknown photographer, 
Depero nella casa di Viale 
dei Colli [Depero at Home 
in Viale dei Colli], Rovereto, 
1956. Studio Fotografico 
Bonmassar, Rovereto. MART, 
Archivio del ‘900, Fondo 
Depero
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see pp. 255–57 and 397]. Their friendship would 
lead on to a new phase in the artist’s work in 
which he pursued different artistic directions. 
Clavel invited him to Capri where he suggested 
that Depero design and illustrate his novel Un 
istituto per suicidi [Suicides’ Institute] [cat. 73, 
p. 78]. This collaboration provided the origins
for Depero’s Balli plastici [Plastic Dances]
[cat. 82, p. 88], a mechanical performance
involving puppets, automata, and sounds
to the accompaniment of music by Alfredo
Casella, Gian Francesco Malipiero, Lord Berners
(Gerald Tyrwhitt-Wilson), and Chemenov (the
pseudonym of Béla Bartók). Clavel and Depero
jointly devised the choreography while Depero
alone designed and made the puppets and
scenery [cat. 79, p. 84].

1918

On April 15, the first performance of the Balli 
plastici took place at the Teatro dei Piccoli in the 
Palazzo Odescalchi in Rome [cat. 76, p. 82].

Depero produced his first quadri in stoffa 
[paintings with textiles], in which he 
experimented with new materials and for which 
he received considerable recognition.

In August he went to Viareggio where he 
produced one of his key works: lo e mia moglie 
[My Wife and I] [cat. 88, p. 106].

The Manifesto del partito futurista italiano [Manifesto 
of the Italian Futurist Party] was published. 

1919

Depero exhibited with the Futurists at the 
Galleria Centrale of the Palazzo Cova in Milan, 
and at the Galleria Moretti in Genoa.

In June, after the end of World War I, he returned to 
Rovereto, which had been largely destroyed during 
the war. There he decided to found his own art 
center, the Casa d’Arte Futurista, a space for the 
creation of craft products: toys, furniture, textiles, 
and decorative objects. By founding this center 
and pursuing the ideas set out in Ricostruzione 
futurista dell’universo Depero aimed to bring about 
a global redesign of the everyday environment.

1920

That winter, Depero held a solo exhibition at the 
Galleria Centrale of the Palazzo Cova in Milan.

1921

Depero held a solo “decorative” exhibition at the 
Galleria Bragaglia in Rome. He also took part in 
group shows in Prague, Berlin, and Dusseldorf.

1922

That April the Cabaret del Diavolo [Devil’s Cabaret] 
[cat. 107, p. 145] opened in the Hotel Élite et des 
Étrangers in Rome, a venue designed and decorated 
by Depero. It was divided into three spaces that 
symbolized Heaven, Purgatory, and Hell.

In October, the Fascist leader Benito Mussolini 
seized power in Italy, installing a dictatorship.

1923

In May, Depero took part in the I Mostra 
Internazionale delle Arti Decorative [1st 
International Exhibition of Decorative Arts] in 
Monza, where an entire room was devoted to his 
work [cat. 148, p. 114].

Marinetti, Prampolini, and Depero wrote a letter 
to Mussolini requesting that young artists be 
included in the International Exhibition to  
be held in Paris in 1925.

4

5 6
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Marinetti published Il tamburo di fuoco [The 
Drum of Fire] [cat. 129, p. 102], marking the end 
of Futurism as a movement of revolutionary 
political action.

1924

In January, the Compagnia del Nuovo Teatro 
Futurista made its debut at the Teatro Trianon in 
Milan. The program included Depero’s mechanized 
ballet Anihccam 3000 [see fig. 9, p. 312]. During these 
years Depero’s work came closer to a mechanical 
universe in which the machine – the Futurist 
element par excellence – represents modernity. 

During this period Depero received advertising 
design commissions from various companies, 
including the brick manufacturers Verzocchi [cat. 
134, p. 155], Unica chocolate [cat. 141, p.175], 
Magnesia San Pellegrino, the pharmaceuticals 
company Schering, and Strega liqueurs. He 
established particularly close relations with the 
Davide Campari company in Milan, for which he 
produced posters, collages, paintings, lamps, dolls, 
kiosks, and even designed the Campari Soda bottle. 

1925

That autumn, Depero moved to Paris, renting 
a studio at number 93, rue Sansovere. On the 
door he put up the sign: “Futurism Originalities 
– Permanent Depero Atelier – Pure Art – Italian
Futuristic Applied Art – Billboard Office.” During
his time in Paris he visited Brancusi, Goncharova,
Larionov, and Gleizes. He met Theo van Doesburg
and Rolf de Maret and took part in the Exhibition
of Modern Decorative and Industrial Arts.

1926

Depero returned to Italy and took part in the 15th 
Venice Biennial. Friedrich Kiesler and Hans Arp 
invited him to participate in the International Theatre 
Exposition in New York, which also showed the work 
of Anton Giulio Bragaglia, Gerardo Dottori, Virgilio 
Marchi, Enrico Prampolini, Luigi Russolo, and Tato.

1927

Depero produced the Padiglione Tipografico [Book 
pavilion] for the Mostra Internazionale delle Arti 
Decorative [International Exhibition of Decorative 
Arts] in Monza [cat. 151, p. 157], commissioned 
by the publishers Bestetti-Tumminelli & Treves. 
That same year Fedele Azari’s publishing house 
Dinamo Azari published Depero futurista 1913–
1972 [cat. 148, p. 176]. Known as the “libro (im)
bullonato” or bolted book, it is considered the 
first avant-garde book-object. 

1928

The Casa d’Arte Futurista closed in September 
and Depero and Rosetta moved to New York. 
With the aim of improving his financial situation 
Depero attempted to sell advertising designs 
through a branch of the Casa d’Arte. He 
produced various designs for front covers and 

illustrations for magazines such as Vogue, Vanity 
Fair, The New Yorker and Sparks [cat. 214, p. 217]. 
He also decorated the restaurants Zucca on 49th 
Street [cat. 192, p. 213; see p. 421] and Enrico & 
Paglieri on 48th Street. In collaboration with the 
choreographer Léonide Massine he embarked on 
producing a ballet which, with the title of New 
York, New Babel, would offer a mechanistic vision 
of the modern city. It was never performed. 

1930

In October, Depero and Rosetta returned to Italy. 
The artist’s experiences in New York inspired him 
to create a book with a sound track entitled New 
York, film vissuto [New York – A Lived Film] [cat. 
215, p. 218], a project that he never completed. 

1931

Depero published a compilation of his designs 
for Campari entitled Numero unico futurista [cat. 
223, p. 229], which coincided with the publication 
of his Manifesto dell’arte pubblicitaria futurista 
[Futurism and Advertising Art] [pp. 422–23]. 

Although Depero maintained his contacts 
with the Futurists, in the 1930s he also began 
to isolate himself and his works became less 
chromatic, losing the dynamism of earlier years. 

1933

Depero founded and edited the magazine Dinamo 
Futurista, of which five numbers were published 
[cat. 244, 245, and 246, pp. 229 and 230]. 

1934

He published Liriche radiofoniche [Radio Lyrics], 
a selection of texts composed for the radio [cat. 
255, p. 234]. 

1937

He published Bilancio 1913–1936 [1913–1936 
Balance] [cat. 265, p. 237]. 

1939–45

World War II broke out in September 1939. Four 
years later, in September 1943 Depero moved to 
Serrada di Folgaria, near Rovereto. During these 
years he largely abandoned painting due to lack 
of materials and worked on his texts and archive. 

In 1940 the artist published Fortunato Depero 
nelle opere e nella vita [Fortunato Depero in his 
Works and Life] [cat. 269, p. 240], while in 1943 
he published A passo romano. Lirismo fascista e 
guerriero, programmatico e costruttivo [Roman 
Step. Programmatic and Constructive Fascist and 
Warrior Lyricism]. 

1944
Marinetti died on December 2.

1947
Depero moved to New York for the second time. 
In order to announce his presence again in 

the art world he produced various advertising 
projects. Massine and Leon Leonidoff, director 
of the Roxy Theater, secured him projects for set 
and costume designs. 

1947
Depero published So I Think, So I Paint: Ideologies 
of an Italian Self-made Painter [cat. 273, p. 241]. 

1948 
Depero moved to the countryside, to Merry Hall 
in Connecticut. He designed and undertook the 
remodeling of the Enrico & Paglieri restaurant. 

1949
He returned to Italy.

1950
Depero took up painting again. His work 
underwent a profound transformation.

He wrote the Manifesto della pittura e plastica 
nucleare [Manifesto of Nuclear Painting and 
Sculpture] [pp. 428–29], in which he set out the 
theoretical bases of his final style of painting.

During these years Depero remained largely aloof 
from the international art scene, although he took 
part in various exhibitions including the 9th Triennial 
in Milan in 1951, the Mostra Nazionale Futurista in 
Bologna and the 26th Venice Biennial, both in 1952. 

1951
In November he gave a speech entitled Il 
futurismo rivenuto a galla [The Return of 
Futurism] [p. 430] for the inauguration of the 
Mostra Nazionale della Pittura e della Scultura 
futuriste [National Exhibition of Futurist Painting 
and Sculpture] in Bologna. 

1955
He published Antibiennale. Museo Preliminare 
Depero a Rovereto [Anti-biennial. Preliminary 
Depero Museum in Rovereto].

1956
He went to Rome and took part in the VII 
Quadriennale Nazionale d’Arte [7th National Art 
Quadrennial].

He produced the decoration and furnishings 
for the Sala Consiliare, the City Council hall in 
Rovereto [see p. 340].

1957
The town of Rovereto funded the creation of a 
museum on Depero.

1959
The Casa Depero opened. The artist was involved 
in its organization and decoration, pursuing his 
ideal of the “total work of art.”

1960
Depero died on November 29 in Rovereto. 

Unknown photographer, Lo studio di Fortunato Depero 
in Viale dei Colli [Fortunato Depero’s Studio in Viale dei 
Colli], Rovereto, 1956. Studio Fotografico Bonmassar, 
Rovereto. MART, Archivio del ‘900, Fondo DeperoFundación Juan March
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Autor desconocido, Depero 
nella casa di Viale dei Colli 
[Depero en la casa en Viale 
deo Colli], Rovereto, 1956.  
Arte Foto Bonmassar, 
Rovereto. MART, Archivio del 
‘900, fondo Depero

Autor desconocido, Lo 
studio di Fortunato Depero 
in Viale dei Colli [Estudio de 
Fortunato Depero en Viale dei 
Colli], Rovereto, 1956. Foto 
Arte B. Bonmassar, Rovereto. 
MART, Archivio del ‘900, 
fondo Depero
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1 
Poesia. Rassegna Internazionale diretta 
da F. T. Marinetti [Poetry. International 
Review directed by F. T. Marinetti], year V, 
nos. 1–2 (February-March 1909). Magazine: 
lithograph on paper, 11 ¼ x 11 ⅜ in. (28.5 x 
28.9 cm). Archivio Depero

p. 30

2 
Filippo Tommaso Marinetti, Fondazione e 
Manifesto del Futurismo [The Founding 
and Manifesto of Futurism], 1909. 
Document: letterpress on paper, 11 7/16 x  
9 1/16 in. (29 x 23 cm). Archivo Lafuente 

p. 31

3 
Anton Giulio Bragaglia, Ritratto di 
Marinetti [Portrait of Marinetti], 1910. 
Photograph: gelatin silver print on fiber-
based paper, 8 ½ x 6 ¾ in. (21.5 x 17 cm). 
Private collection 

p. 29

4
Francesco Balilla Pratella, Manifesto dei 
Musicisti Futuristi [Manifesto of Futurist 
Musicians], 1910. Document: letterpress 
on paper, 11 7/16 x 8 1/16 in. (29 x 22 cm). 
Archivo Lafuente

p. 32

5
Giacomo Balla, Umberto Boccioni, Carlo 
Carrà, Luigi Russolo, and Gino Severini, 
Manifesto dei pittori futuristi [Manifesto 
of the Futurist Painters], 1910. Document: 
letterpress on paper, 11 ½ x 9 ⅛ in. (29.3 x 
23.2 cm). Archivo Lafuente 

p. 32

6
Filippo Tommaso Marinetti, Per la guerra, 
sola igiene del mondo [War, the Only 
Hygiene of the World], 1911. Document: 
letterpress on paper, 11 ¼ x 9 1/16 in.  
(28.5 x 23 cm). Archivo Lafuente

p. 33

7 
Filippo Tommaso Marinetti, Manifesto 
tecnico della letteratura futurista 
[Technical Manifesto of Futurist 
Literature], 1912. Document: letterpress 
on paper, 11 7/16 x 9 1/16 in. (29 x 23 cm). 
Archivo Lafuente

p. 33

8
Umberto Boccioni, Manifeste technique de 
la sculpture futuriste [Technical Manifesto 
of Futurist Sculpture], 1912. Document: 
letterpress on paper, 11 ½ x 9 1/16 in.  
(29.2 x 23 cm). Archivo Lafuente 

p. 33

9 
Umberto Boccioni, Studio di testa [Head 
Study], 1912. Pen, ink and watercolor on 
paper, 7 ⅝ x 7 7/16 in. (19.5 x 18.9 cm). Civico 
Gabinetto dei Disegni–Castello Sforzesco, 
Milan (Au 826B310)

p. 39

10 
Umberto Boccioni, Sviluppo di una 
bottiglia nello spazio [Development of a 
Bottle in Space], 1913. Bronze, 14 15/16 x  
23 7/16 x 12 ⅝ in. (38 x 59.5 x 32 cm). Private 
collection, Switzerland

p. 40

11
Umberto Boccioni, Voglio sintetizzare le 
forme uniche della continuità nello spazio 
[I Want to Synthesize the Unique Forms 
of Continuity in Space], 1913. Charcoal, 
watercolor and tempera on paper, 11 7/16 x 
9 1/16 in. (29 x 23 cm). Civico Gabinetto dei 
Disegni–Castello Sforzesco, Milan (813B300)

p. 42

12
Gino Severini, Ritmo plastico [Plastic 
Rhythm], 1913. Ink on paper, 10 ¼ x 7 1/16 in. 
(26 x 18 cm). Private collection 

p. 41

13
Unknown photographer, L’intonarumori di 
Russolo con Russolo e Piatti [Russolo and 
Piatti with Russolo’s intonarumori Noise-
making Devices], c. 1913. Photograph: 
gelatin silver print on fiber-based paper, 
7 7/16 x 9 ⅞ in. (18.9 x 25 cm). Private 
collection

p. 32

14
Anton Giulio Bragaglia, Ritratto 
polifisiognomico di Umberto Boccioni 
[Photodynamic Portrait of Umberto 
Boccioni], 1913. Photograph: gelatin silver 
print on fiber-based paper, 4 ⅞ x 6 ¾ in. 
(12.3 x 17 cm). Private collection

p. 38

15
Valentine de Saint-Point, Manifesto 
futurista della Lussuria [Futurist Manifesto 
of Lust], 1913. Document: letterpress 
on paper, 11 ⅝ x 9 1/16 in. (29.5 x 23 cm). 
Archivo Lafuente

p. 34 

16
Spezzature (impressioni-segni-ritmi) 
[Fragments (Impressions–Signs–
Rhythms)]. Rovereto: Tip[ografia] 
Mercurio, 1913. Book: letterpress and 
photogravure on paper, 8 11/16 x 6 ¾ in.  
(22 x 17 cm). MART, Archivio del ‘900, 
Fondo Depero

p. 35 

17
Filippo Tommaso Marinetti, Sintesi 
futurista della guerra [Futurist Synthesis 
of the War], 1914. Document: letterpress on 
paper, 11 7/16 x 9 1/16 in. (29 x 23 cm) folded. 
L’Arengario Studio Bibliografico 

pp. 36–37

18
Giacomo Balla, Il vestito antineutrale. 
Manifesto futurista [The Antineutral Suit. 
Futurist Manifesto], 1914. Document: 
letterpress and lithograph on paper,  
11 ½ x 9 3/16 in. (29.3 x 23.3 cm). Archivo 
Lafuente

p. 34 

19 
Umberto Boccioni, Pittura scultura 
futuriste (Dinamismo plastico)  
[Futurist Painting and Sculpture (Plastic 
Dynamism)]. Milan: Edizione futuriste di 
Poesia, 1914. Book: letterpress on paper, 8 x 
5 ⅝ in. (20.4 x 14.3 cm). Archivo Lafuente 

p. 38

20 
Figura umana stilizzata [Stylized Human 
Figure], c. 1914. Charcoal and white chalk 
on paper, 6 ¾ x 5 in. (17 x 12.7 cm). Private 
collection, Switzerland

p. 40 
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21 
Scomposizione di testa [Deconstruction of 
a Head], c. 1914 (signed “1916”). Charcoal, 
white chalk and ink on paper, 7 5/16 x 5 11/16 in.  
(18.5 x 14.5 cm). Private collection, 
Switzerland

p. 39 

22
Scomposizione di testa [Deconstruction of 
a Head], c. 1914. Charcoal, white chalk and 
ink on paper, 7 5/16 x 5 11/16 in. (18.5 x 14.5 
cm). Private collection, Switzerland

p. 39 

23
Linee-Forza [Force-Lines], 1914. Ink on 
paper, 4 15/16 x 3 15/16 in. (12.5 x 10 cm). 
Private collection, Switzerland 

p. 42 

24
Uomo che cammina [Man Walking], 1914. 
Ink on paper, 6 ⅞ x 3 15/16 in. (17.5 x 10 cm). 
Private collection, Switzerland

p. 42 

25
Linee sintetiche di un uomo che getta 
un oggetto [Synthetic Lines of a Man 
Throwing an Object], 1914. Ink on paper, 
4 5/16 x 3 15/16 in. (11 x 10 cm). Private 
collection, Switzerland

p. 42

26
Studio per Elettricità [Study for 
Electricity], 1914. Charcoal and watercolor  
on paper, 11 x 11 13/16 in. (28 x 30 cm). 
MART, Museo di arte moderna e 
contemporanea di Trento e Rovereto 
(MART 861)

p. 45 

27
Manuscript written by Fortunato Depero 
stating his intention to join the Futurist 
movement, 1914. Document: ink on paper, 
7 1/16 x 7 ⅞ in. (18 x 20 cm). MART, Archivio 
del ‘900, Fondo Depero (Dep.4.2.3.31)

p. 50 

28 
Carlo Carrà, Cineamore (Sintesi) [Cinelove 
(Synthesis)], 1914. Collage, ink and pencil 
on paper, 15 ⅜ x 11 in. (39 x 28 cm). Private 
collection 

p. 43 

29
Giacomo Balla, Partenza di Sironi per 
Milano [Sironi’s Departure for Milan], 1914. 
Ink on paper, 11 x 8 11/16 in. (28 x 22 cm). 
Private collection

p. 43 

30
Filippo Tommaso Marinetti, Parole 
in libertà [Words-in-Freedom], 1915. 
Document: letterpress on paper, 11 ½ x 
9 in. (29.2 x 22.9 cm). Merrill C. Berman 
Collection

p. 43 

31
Unknown photographer, Autoritratto con 
pugno [Self-portait with Punch], Rome, 
1915. Photograph: gelatin silver print on 
card, 5 ½ x 3 9/16 in. (14 x 19 cm). Archivio 
Depero

p. 53 

32
Giacomo Balla, Studio per i cuadri delle 
dimostrazioni interventiste [Study for the 
series Interventionist Demonstrations], 
1915. Pastel on paper, 6 5/16 x 5 ½ in.  
(16.1 x 14 cm), 2 ¾ x 2 ¾ in. (7 x 7 cm), 
and 6 5/16 x 6 ½ in. (16 x 16.5 cm). Private 
collection

p. 45 
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Veciclìsss–Astrazione animale [Veciclìsss 
– Animal Abstraction], 1915. Charcoal and 
white chalk on paper, 16 15/16 x 26 ⅜ in.  
(43 x 67 cm). Private collection, Switzerland

p. 47 

34
Compenetrazione [Interpenetration], 1915. 
Ink on paper, 7 ⅞ x 8 1/16 in. (20 x 20.5 cm). 
Private collection, Switzerland

p. 46 

35
Francesco Cangiullo, postcards, c. 1915. 
Cards: letterpress on card, 3 ½ x 5 7/16 in. 
(8.9 x 13.8 cm) each. Merrill C. Berman 
Collection
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36
Giacomo Balla and Fortunato Depero, 
Ricostruzione futurista dell’universo 
[Futurist Reconstruction of the Universe], 
1915. Document: letterpress on paper,  
11 7/16 x 9 1/16 in. (29 x 23 cm). Two copies 
on display: Archivo Lafuente and MART, 
Archivio di Nuova Scrittura, Collezione 
Paolo Della Grazia 
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37
Unknown photographer, Riso cinico 
[Cynical Laughter], Rome, 1915. 
Photograph: gelatin silver print on fiber-
based paper, 6 ½ x 6 ¾ in. (16.5 x 17 cm). 
MART, Archivio del ‘900, Fondo Depero 
(Dep.7.1.1.1.23)

p. 49 

38
Unknown artist, Esposizione Futurista. 
Depero [Futurist Exhibition. Depero], 
Rome, 1916. Brochure: letterpress and 
photogravure on paper, 7 ⅞ x 11 13/16 in.  
(20 x 30 cm). Archivo Lafuente
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39
Unknown artist, Il Teatro futurista 
[Futurist Theater] at the Teatro  
Niccolini in Florence, c. 1916.  
Poster (flyer): letterpress on paper,  
13 ⅜ x 6 7/16 in. (34 x 16.4 cm).  
Merrill C. Berman Collection
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40
Pasqualino Cangiullo, Una schiaffeggiata 
futurista [A Futurist Scuffle], 1916. Ink on 
paper, 8 ¼ x 10 ⅝ in. (21 x 27 cm). Merrill  
C. Berman Collection
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1916. Ink on paper, 19 ¼ x 10 ½ in. (48.8 x 
26.6 cm). Merrill C. Berman Collection 
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19 cm). Merrill C. Berman Collection 
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Private collection
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L’Italia Futurista [Futurist Italy], year I,  
no. 6 (August 1916). Magazine: letterpress 
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Filippo Tommaso Marinetti, L’Italia 
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Merrill C. Berman Collection
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Bottiglia [Bottle], 1916. Charcoal and white 
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cm). Private collection, Switzerland
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Costume per Mimismagia [Costume for 
Mimismagia], 1916. Ink and watercolor on 
paper, 11 7/16 x 7 ⅜ in. (29 x 18.7 cm). Private 
collection, Milan
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paper, 12 3/16 x 7 ⅞ in. (31 x 20 cm). MART, 
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paper, 9 7/16 x 6 ⅛ in. (24 x 15.5 cm). MART, 
Museo di arte moderna e contemporanea 
di Trento e Rovereto (MD 0260-b)
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(20.5 x 26.5 cm) each. Private collection, 
Switzerland

p. 70 

52
Flora magica, scenografia de “Le Chant 
du rossignol” [Magical Flora, set design 
for The Song of the Nightingale], 1917, 
reconstruction from 2000. Painted wood 
and cardboard, approx. 246 1/16 x 246 1/16 x 
149 5/8 in. (625 x 625 x 380 cm). MART, 
Museo di arte moderna e contemporanea 
di Trento e Rovereto (MART 4152)

p. 71 

53
Mechanical flower stage set for Sergei 
Diaghilev’s Ballets Russes performance 
in Rome in 1917 of Igor Stravinsky’s “Le 
Chant du rossignol” [The Song of the 
Nightingale], 1917. Photograph: gelatin 
silver print on fiber-based paper, 14 3/16 x 
15 ⅜ in. (36 x 39 cm). Private collection, 
Switzerland

p. 70 

54
Bambina e marinaio [Young Girl and 
Sailor], 1917. Pieced wool on cotton, 31 ⅛ x 
30 11/16 in. (79 x 78 cm). Private collection, 
Switzerland

p. 81 

55
Ballerina [Dancer], 1916–17. Collage, 13 x 
11 7/16 in. (33 x 29 cm). Private collection, 
Switzerland

p. 74 

56
Costume per balletto di Diaghilev 
[Costume for a Ballet by Diaghilev], 1917. 
Collage, 18 ⅞ x 11 13/16 in. (48 x 30 cm). 
Private collection, Switzerland

p. 72 

57
Il Mandarino [The Mandarin], 1916–17. 
Collage, 15 ⅜ x 12 ⅜ in. (39 x 31.5 cm). 
Private collection, Switzerland

p. 74 

58
Dama di corte cinese per Diaghilev [Lady 
of the Chinese Court for Diaghilev], 1917. 
Collage, 19 11/16 x 14 9/16 in. (50 x 37 cm). 
Private collection, Switzerland

p. 72 

59
Mandarino per il “Canto dell’Usignolo” 
[Mandarin for Stravinsky’s The Song of 
the Nightingale], 1917. Collage, 25 ⅜ x  
20 ⅞ in. (64.5 x 53 cm). Private collection, 
Switzerland

p. 73 

60
Mandarino per il “Canto dell’Usignolo” 
[Mandarin for Stravinsky’s The Song of 
the Nightingale], 1917. Collage, 18 ⅞ x  
11 13/16 in. (48 x 30 cm). Private collection, 
Switzerland

p. 73 

61
Il cigno candido posteggiatore per “Il 
giardino zoologico” di Cangiullo [The 
White Swan Parking Attendant for 
Cangiullo’s Il giardino zoologico], 1917. 
Collage, 15 9/16 x 16 15/16 in. (39.5 x 43 cm). 
Private collection, Switzerland

p. 74

Fundación Juan March



444444

62
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6 ⅝ x 4 ⅝ in. (16.8 x 12.1 cm). Merrill C. 
Berman Collection

p. 83 

79
Marionette dei Balli plastici [Puppets for 
Plastic Dances], 1918. Oil on card, 11 13/16 x 
11 13/16 in. (30 x 30 cm). Private collection, 
Switzerland

p. 84 

80
“Il Teatro Plastico” [The Plastic Theater], 
Ars Nova, April 1918. Magazine: letterpress 
and photogravure cuttings on card, 11 7/16 x 
16 ⅜ in. (29 x 41.5 cm). Archivio Depero

p. 93 

81
“I Balli plastici futuristi” [Futurist Plastic 
Dances], In Penombra. Rivista d’Arte 
Cinematografica, year I, no. 3 (August 
1918). Magazine: letterpress and 
photogravure on paper, 11 3/16 x 16 1/4 in. 
(28.4 x 41.3 cm). Archivio Depero

p. 92 

82
I miei Balli plastici [My Plastic Dances], 
1918. Oil on cavas, 74 ⅜ x 70 ⅞ in. (189 x 
180 cm). Private collection, Switzerland 

pp. 88–89 

83
Paese di tarantelle [Land of Tarantellas], 
1918. Oil on canvas, 46 1/16 x 73 ⅝ in. (117 x 
187 cm). Private collection, Switzerland

pp. 98–99 

84
La bagnante [The Bather], 1918. Oil on 
canvas, 28 ¼ x 21 ¾ in. (71.8 x 55.2 cm). 
Musei Civici di Arte e Storia, Brescia 

p. 97 

85
Il Mondo [The World], year V, no. 17 (April 
27, 1919). Magazine: letterpress and 
photogravure on paper, 13 9/16 x 9 ⅝ in. 
(34.5 x 24.5 cm). Private collection

p. 83 

86
Diavoletti di caucciù a scatto [Little 
Rubber Devils], 1919. Oil on canvas, 49 ¼ x 
43 5/16 in. (125 x 110 cm). Private collection, 
Switzerland

p. 94 

87
Mandarino con ombrello [Mandarin with 
Parasol], 1919. Pieced wool on cotton, 
25 ⅜ x 20 ⅞ in. (64.5 x 53 cm). Private 
collection, Switzerland

p. 75 

88 
Io e mia moglie [My Wife and I], 1919. Oil 
on canvas, 44 ½ x 37 ⅜ in. (113 x 95 cm). 
Private collection, Switzerland

p. 107 

89
Selvaggetto [Little Wild Thing], 1919. 
Painted wood, 10 1/16 x 4 ¾ x 1 ⅜ in. (25.5 x 
12 x 3.5 cm). Private collection, Switzerland

p. 142 

90
Il giocoliere [The Juggler], 1919. Pencil and 
ink on paper, 5 5/16 x 5 5/16 in. (13.5 x 13.5 cm). 
Private collection, Switzerland

p. 96 

91
Il circo [The Circus], 1919. Pencil on paper, 
18 ½ x 17 ¾ in. (47 x 45 cm). Private 
collection, Switzerland 

p. 96 

92 
Diavolo metallico [Metalic Devil], 1919 
(signed “1916”). Collage, 15 3/8 x 11 13/16 in.  
(39 x 30 cm). Private collection, Switzerland 

p. 85 

93 
I selvaggi (progetto per arazzo) [Savages 
(Tapestry Design)], 1920. Ink on paper,  
11 15/16 x 12 11/16 in. (30.3 x 32.3 cm). Courtesy 
Studio 53 Arte, Rovereto 

p. 117 

94 
Unknown photographer, Lavorazione delle 
tarsie in panno nel salone di casa Keppel 
[Fabric inlay work in the sitting room 
of the Keppel House], Rovereto, 1920. 
Photograph: gelatin silver print on fiber-
based paper, 16 7/16 x 22 15/16 in.  
(41.8 x 58.3 cm). Studio fotografico B. 
Filippini, Rovereto. MART, Archivio del 
‘900, Fondo Depero (Dep.7.1.1.1.64)

p. 112

95 
Ballerino di gomma (Danzatore di caucciù) 
[Rubber Dancer (Rubber Danseur)], 1920. 
Cushion: fabric, 20 ½ x 21 ⅝ in. (52 x 55 cm). 
Private collection

p. 95 

96 
Due maschere tropicali [Two Tropical 
Masks], 1920. Pieced wool on cotton,  
54 5/16 x 38 9/16 in. (138 x 98 cm). Private 
collection, Switzerland

p. 119 

97 
Diavolo di caucciù [Rubber Devil], 1920. 
Pieced wool on cotton, 23 13/16 x 23 ⅝ in.  
(60.5 x 60 cm). Private collection, 
Switzerland 

p. 118 

98 
Studio per Cavalcata fantastica [Study 
for Fantastical Ride], 1920. Pencil on 
paper, 18 ⅞ x 23 in. (48 x 58.5 cm). Private 
collection, Switzerland

p. 120 

99 
Città meccanizzata dalle ombre [City 
Mechanized by Shadows], 1920. Oil on 
canvas, 46 ⅞ x 74 in. (119 x 188 cm). 
Private collection, Switzerland

pp. 123–124 

100 
Cavalcata fantastica [Fantastical Ride], 
1920. Pieced wool on burlap, 93 5/16 x 
148 in. (237 x 376 cm). Private collection, 
Switzerland

pp. 120–121 

101 
Flora e fauna magica [Magical Flora and 
Fauna], 1920. Oil on canvas, 51 3/16 x  
77 15/16 in. (130 x 198 cm). Private collection, 
Switzerland

pp. 124–125 

102 
Giacomo Balla, Exposition des Peintres 
Futuristes Italiens et Conférence de 
Marinetti [Exhibition of Italian Futurist 
Painters and Conference by Marinetti]. 
Galerie Reinhardt, Paris, May 1921. Poster: 
lithograph on paper, 38 ⅞ x 30 ⅞ in. (98.7 x 
78.4 cm). Merrill C. Berman Collection 

p. 53 

103 
Giacomo Balla, Exposition des Peintres 
Futuristes Italiens et Conférence de 
Marinetti [Exhibition of Italian Futurist 
Painters and Conference by Marinetti]. 
Galerie Reinhardt, Paris, May 1921. Catalogue: 
letterpress on paper, 9 ¼ x 6 ⅞ in. (23.4 x  
17.5 cm). Merrill C. Berman Collection

p. 53 

104 
Ritratto psicologico dell’aviatore Azari 
[Psychological Portrait of the Pilot Azari], 
1922. Oil on canvas, 55 ⅛ x 36 ⅝ in. (140 x 
93 cm). Private collection, Brescia

p. 128
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105 
Casa d’Arte Futurista Depero, Rovereto 
[Depero Futurist House of Art, Rovereto], 
1922. Potstcard: letterpress and photo-
gravure on paper, 5 ⅝ x 3 ¾ in. (14.3 x  
9.5 cm). Merrill C. Berman Collection 

p. 110 

106 
Teatro degli Indipendenti (Teatro 
sperimentale). Bragaglia. Girotondo. Dieci 
quadri di Arturo Schnitzler. Novita’ per 
l’Italia. Piazza Barberini [Theatre of the 
Independents (Experimental Theater). 
[Director: Anton Giulio] Bragaglia. Ring-
around-the-rosie. Ten Paintings by Arthur 
Schnitzler. Novelty in Italy. Piazza Barberini], 
1922. Poster: letterpress and lithograph 
on paper, 27 ¾ x 12 ⅞ in. (70.5 x 32.7 cm). 
Merrill C. Berman Collection 

p. 102 

107 
Tutti all’inferno!!! Cabaret del Diavolo 
[Everyone to Hell!!! The Devil’s Cabaret], 
1922. Invitation: lithograph on card, 5 ½ x  
3 ½ in. (14 x 8.8 cm). Archivio Depero 

p. 145 

108 
Unknown photographer, Fortunato Depero 
ritratto di profilo [Fortunato Depero Profile 
Portrait], 1922. Photograph: gelatin silver 
print on fiber-based paper, 4 ¾ x 3 ⅜ in. 
(12 x 8.5 cm). Stab. d’arte fotografica A. S. 
Biasiori, Trento. MART, Archivio del ‘900, 
Fondo Depero 

p. 132 

109 
Unknown photographer, Filippo Tommaso 
Marinetti, 1922. Photograph: gelatin silver 
print on fiber-based paper, 5 ½ x 3 9/16 in.  
(14 x 9 cm). La Serenissima. MART, 
Archivio del ‘900, Fondo Depero 
(Dep.7.1.1.1.244)

p. 132 

110 
Unknown photographer, Depero prima 
di un volo [Depero before a Flight] and 
Depero dopo il volo [Depero after the 
Flight], Turin, 1922. Photographs: gelatin 
silver prints on fiber-based paper, 3 ⅛ x  
4 ⅛ in. (8 x 10.5 cm) each. MART, Archivio 
del ‘900, Fondo Depero (Dep.7.1.1.1.75 and 
Dep.7.1.1.1.76)

p. 126 

111 
NOI. Rivista d’Arte Futurista [NOI. Futurist 
Art Journal], no. 1 (April 1923). Magazine: 
letterpress on paper, 13 ½ x 9 ¾ in. (34.3 x 
24.8 cm). Merrill C. Berman Collection

p. 145 

112 
Unknown photographer, La grande 
selvaggia [Large Savage], c. 1923. 
Photograph: gelatin silver print on fiber-
based paper, 16 ⅜ x 12 in. (41.5 x 30.5 cm). 
MART, Archivio del ‘900, Fondo Depero 
(Dep.7.1.3.1.268)

p. 143 

113 
Doppio ritratto di Marinetti [Double Portrait 
of Marinetti], 1923. Collage, 18 ½ x 24 13/16 in. 
(47 x 63 cm). Private collection, Switzerland 

pp. 136–137 

114
Panciotto futurista di Marinetti, Panciotto 
“serpenti” [Marinetti’s Futurist Gilet, 
“Serpents” Vest], c. 1923. Vest: pieced wool 
and cotton, 22 13/16 x 22 1/16 in. (58 x 56 cm). 
Private collection

p. 140 

115 
Panciotto futurista di Depero [Depero’s 
Futurist Gilet], 1923. Vest: pieced wool 
and cotton, 20 ½ x 17 ¾ in. (52 x 45 cm). 
Private collection, Switzerland

p. 141 

116
Rovente. Quindicinale futurista [Topical. 
Futurist Fortnightly], nos. 7–8 (Parma, 
May 19, 1923). Magazine: letterpress and 
photogravure on paper, 13 9/16 x 9 ⅞ in. 
(34.5 x 25 cm). MART, Archivio del ‘900, 
Fondo Depero

p. 112 

117
Mangiatori di cuori [Heart Eaters],  
1922–23. Painted wood, 14 3/16 x 9 1/16 x  
3 15/16 in. (36 x 23 x 10 cm). Private 
collection, Switzerland

p. 142 

118 
Cavaliere piumato [Plumed Knight], 1923.  
Painted wood, 38 3/16 x 36 ⅝ x 17 ¾ in. 
(97 x 93 x 45 cm). Private collection, 
Switzerland 

p. 142 

119
Mario Castagneri, Depero in the dressing 
room at the Teatro Trianon in Milan 
(Depero painter and poet), c. 1924. 
Photograph: gelatin silver print on fiber-
based paper, 8 ⅞ x 6 ¾ in. (22.5 x 17 cm). 
Archivio Depero 

p. 65 

120
La pitonessa [The Soothsayer], 1924 
(signed “1916” and “1924”). Collage and ink 
on paper, 22 ¼ x 17 ¼ in. (56.5 x 43.8 cm). 
Private collection, Switzerland

p. 80 

121
Marinetti temporale patriottico. Ritratto 
psicologico [Marinetti Patriotic Storm. 
Psychological Portrait], 1924. Oil on 
canvas, 86 ⅝ x 63 in. (220 x 160 cm). 
Private collection

p. 27 

122
Spazialità lunari, o Convengo in uno 
smeraldo [Lunar Space, or Meeting within an 
Emerald], 1924. Oil on canvas, 39 ⅜ x 37 ⅜ in. 
(100 x 95 cm). Private collection, Switzerland

p. 146 

123
VIII Mostra d’arte di Como [VIII Como Art 
Fair], 1924. Poster: lithograph on paper, 
27 ½ x 19 ⅞ in. (70 x 50 cm). Merrill C. 
Berman Collection

p. 155 

124
Richard Ginori, 1924. Advertisement: 
lithograph on card, 9 ⅛ x 6 ⅞ in. (23.2 x 
17.5 cm). Merrill C. Berman Collection

p. 161 

125
Padiglione pubblicitario [Trade Fair 
Pavilion], 1924. Ink on paper, 17 ⅛ x  
12 13/16 in. (43.5 x 32.5 cm). Courtesy Studio 
53 Arte, Rovereto

p. 158 

126
Linoleum – il pavimento moderno 
[Linoleum – The Modern Flooring] (1924). 
Magazine: photogravure on paper, 14 3/16 x 
11 in. (36 x 28 cm). Private collection

p. 153 

127
Gara ippica tra le nubi [Horserace among 
the Clouds], 1924. Oil on canvas, 44 ⅛ x  
49 ¼ in. (112 x 125 cm). Private collection

p. 147 

128
Mandorlato Vido [Vido Nougat], 1924. 
Poster: lithograph on paper, 55 ⅛ x 39 ⅜ in. 
(140 x 100 cm). Massimo & Sonia Cirulli 
Archive

p. 152 

129
Unknown artist, Teatro Lirico. Recite 
straordinare di Teresa Franchini e Mario 
Fumagalli. Il Tamburo di Fuoco di F. T. 
Marinetti [Lyrical Theatre. Extraordinary 
Performance by Teresa Franchini and 
Mario Fumagalli. The Drum of Fire by F. 
T. Marinetti], c. 1924. Poster: letterpress 
on paper, 38 3/16 x 19 ⅞ in. (97 x 50.5 cm). 
Merrill C. Berman Collection

p. 103 

130
NOI. Rivista d’Arte Futurista [NOI. Futurist 
Art Journal], nos. 10–12 (Autumn 1925). 
Magazine: letterpress on paper, 13 9/16 x  
9 ¾ in. (34.5 x 24.8 cm). Archivio Depero

p. 145 

131
Unknown photographer, Martellatori 
macchina [Machine Hammerers], 1925. 
Photograph: gelatin silver print on fiber-
based paper, 12 x 15 ¾ in. (30.5 x 40 cm). 
MART, Archivio del ‘900, Fondo Depero 
(Dep.7.1.3.1.286)

p. 143 

132
Exposition des arts décoratifs. Maison 
d’Art futuriste Depero [Exhibition of 
Decorative Arts. Depero Futurist House of 
Art, Rovereto], 1925. Postcard: letterpress 
and photogravure on paper, 3 11/16 x 5 ½ in. 
(9.4 x 14 cm). Archivo Lafuente

p. 110 

133
Padiglione publicitario [Trade Fair 
Pavilion], c. 1925. Photograph: gelatin 
silver print on fiber-based paper, 13 ¾ x  
11 ⅝ in. (35 x 29.5 cm). MART, Archivio del 
‘900, Fondo Depero (Dep.7.1.3.1.279)

p. 237 

134
G. Verzocchi V&D Mattoni Refrattari [G. 
Verzocchi, V&D Refractory Bricks], 1924–25. 
Ink on paper, 13 ¼ x 9 ¼ in. (33.5 x 23.5 cm). 
Merrill C. Berman Collection

p. 155 

135
Trentino. Rivista e Bollettino della Legione 
Trentina [Trentino. Journal and Bulletin of 
the Tridentine Legion], year V, no. 7 (1925). 
Magazine: letterpress on paper, 12 x 9 ¼ in. 
(30.5 x 23.4 cm). Archivo Lafuente

p. 144 

136
Pupazzo Campari [Campari Doll], c. 1925. 
Painted wood, 25 x 18 ⅛ x 11 7/16 in. (63.5 x 
46 x 29 cm). Collezione M. Carpi, Rome

p. 174 

137
Exhibition of Modern Italian Art. New York, 
Italy America Society, 1926. Catalogue: 
letterpress and photogravure on paper,  
10 ¼ x 7 ⅞ in. (26 x 20 cm). MART, Archivio 
del ‘900, Fondo Depero

p. 179 

138
Unknown photographer, Panoramagico 
[Panoramagic], after 1926. Photograph: 
gelatin silver print on fiber-based paper,  
15 ¾ x 11 7/16 in. (40 x 29 cm). MART, Archivio 
del ‘900, Fondo Depero (Dep.7.1.3.1.300)

p. 101 

139
La Rivista Illustrata del Popolo d’Italia [The 
Illustrated Magazine of the Italian People], 
no. 9 (1926). Magazine cover: lithograph 
on paper, 13 ¼ x 9 ⅝ in. (33.5 x 24.5 cm). 
Private collection

p. 153 

140
La Rivista Illustrata dell Popolo d’Italia 
[The Illustrated Magazine of the Italian 
People], no. 1 (1927). Magazine cover: 
lithograph on paper, 13 ¼ x 9 ⅝ in. (33.5 x 
24.5 cm). Private collection

p. 153 

141
Unica (Cioccolato): “Uova a sorpresa” 
[Unica (Chocolate) “Surprise Eggs”], 1927. 
Advertisement: lithograph on card, 13 ⅜ x 
9 7/16 in. (34 x 24 cm). Private collection

p. 175 

142
Attività della Venezia Tridentina 
[Activities of Tridentine Venice], 1927. 
Advertisement: lithograph on card, 11 13/16 x 
9 7/16 in. (30 x 24 cm). Private collection

p. 156

143
Alto paesaggio d’acciaio (Alba e tramonto 
sulle Alpi) [High Landscape of Steel 
(Dawn and Sunset in the Alps)], 1927. Oil  
on canvas, 35 ½ x 52 in. (90 x 132 cm). 
MART, Museo di arte moderna e 
contemporanea di Trento e Rovereto, long-
term loan (MART 861)

pp. 148–149 

144
Scarabeo veneziano (Il gondoliere) 
[Venetian Beetle (The Gondolier)], 1927. 
Oil on canvas, 23 ⅝ x 35 ½ in. (60 x 90 cm). 
Private collection, Milan

p. 151
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145
Buona Pasqua [Happy Easter], 1927. 
Advertisement: lithograph on card, 13 ⅜ x 
9 7/16 in. (34 x 24 cm). Private collection

p. 153 

146
1919. Rassegna Mensile Illustrata [1919. 
Monthly Illustrated Review], no. 3 (1927). 
Magazine: lithograph on paper, 13 ¼ x 9 ⅝ in. 
(33.5 x 24.5 cm). Private collection

p. 153 

147 
1919. Rassegna Mensile Illustrata [1919. 
Monthly Illustrated Review], no. 11 (1927). 
Magazine: lithograph on paper, 13 ¼ x 9 ⅝ in. 
(33.5 x 24.5 cm). Private collection

p. 156 

148
Depero futurista 1913–1927. Milan: Dinamo 
Azari, 1927. Book: letterpress on paper,  
9 ⅝ x 12 9/16 in. (24.5 x 31.9 cm). Three 
copies on display: Private collection, 
Switzerland; Private collection; and MART, 
Archivio di Nuova Scrittura, Collezione 
Paolo Della Grazia 

p. 176 

149
Casa d’Arte Futurista Depero, Rovereto 
[Depero Futurist House of Art, Rovereto], 
c. 1927. Postcard: letterpress and 
photogravure on paper, 5 ⅝ x 3 ⅝ in.  
(14.3 x 9.3 cm). Archivio Depero 

p. 108 

150
Unknown artist, Esposizione Casa d’Arte 
Futurista Depero [Depero Futurist House 
of Art Exhibition], Libreria Principato, 
Messina, May 5–14, 1927. Poster: 
letterpress on paper, 27 9/16 x 39 ⅜ in.  
(70 x 100 cm). MART, Archivio del ‘900, 
Fondo Depero

p. 111 

151
Padiglione del Libro Bestetti Tumminelli 
Treves alla III Mostra Internazionale delle 
Arti Decorative [Bestetti, Tumminelli and 
Treves Book Pavilion at the III International 
Exhibition of Decorative Arts], Monza, 
1927. Photograph: gelatin silver print on 
fiber-based paper, 9 1/16 x 11 ¼ in. (23 x 
28.5 cm). MART, Archivio del ‘900, Fondo 
Depero (Dep.7.1.1.1.125)

p. 157 

152
Emporium, vol. LXVI, no. 396 (December 
1927). Magazine: photogravure on paper, 
10 ⅝ x 7 ⅞ in. (27 x 20 cm). Archivo 
Lafuente

p. 153 

153
Motociclista, solido in velocità [Biker, 
Solidified in Speed], 1927. Oil on canvas, 
46 1/16 x 64 ⅜ in. (117 x 163.5 cm). Private 
collection, Switzerland

pp. 162–163 

154
1928, 1927. Calendar cover: collage on 
paper, 12 ⅝ x 15 in. (32 x 38.1 cm). Merrill  
C. Berman Collection

p. 161

155
Corsa in salita Trento-Bondone [Trento-
Bondone Hill Climb Race], July 22, 1928. 
Advertisement: lithograph on card, 9 5/16 x 
6 ¾ in. (23.6 x 17 cm). Archivo Lafuente

p. 161 

156
Bitter Campari l’aperitivo [Bitter Campari 
the Aperitif], 1928. Poster: lithograph on 
paper, 38 9/16 x 26 9/16 in. (98 x 67.5 cm). 
Massimo & Sonia Cirulli Archive

p. 154 

157
La Rivista Illustrata del Popolo d’Italia 
[The Illustrated Magazine of the Italian 
People], year VI, no. 10 (1928). Magazine: 
letterpress and lithograph on paper, 13 ¼ x 
9 ⅝ in. (33.5 x 24.5 cm). Archivo Lafuente

p. 161 

158
Citrus, 1928. Postcard: lithograph on card, 
3 ½ x 5 ⅝ in. (8.8 x 14.3 cm). Merrill C. 
Berman Collection

p. 161 

159
1919, 1928. Magazine cover: lithograph 
on paper, 15 ⅛ x 10 ⅜ in. (38.5 x 26.3 cm). 
Merrill C. Berman Collection

p. 161 

160
Con un occhio vidi un Cordial con l’altro 
un Bitter Campari [With an Eye I Saw a 
Cordial, with the Other a Bitter Campari], 
1928. India ink on card, 13 ¼ x 11 7/16 in. 
(33.7 x 29.1 cm). Galleria Campari (2604)

p. 171 

161
Progetto per padiglioni pubblicitari Casa 
d’Arte Futurista Depero [Pavilion Design 
for the Depero Futurist House of Art], 
1927–28. Pencil on paper, 12 3/16 x 12 in.  
(31 x 30.4 cm). MART, Museo di arte 
moderna e contemporanea di Trento e 
Rovereto (MD 0434-a)

p. 167 

162
Centrale di azione [Action Headquarters], 
1928. Photo collage, 7 ⅞ x 12 3/16 in. (20 x 
31 cm). MART, Museo di arte moderna e 
contemporanea di Trento e Rovereto  
(MD 0025-c, Dep. F.884)

p. 178 

163
Automobile verde di lusso (Autentica New 
York). Pagina parolibera [Green Luxury 
Car (Authentic New York). Free-word 
composition], 1928. India ink on paper,  
9 15/16 x 8 in. (25.3 x 20.4 cm). MART, 
Museo di arte moderna e contemporanea 
di Trento e Rovereto (MD 0505-a)

p. 179 

164
Unknown photographer, Lavoranti della 
Casa d’Arte Depero a Rovereto [Workers 
at the Depero Futurist House of Art in 
Rovereto], 1928. Photograph: gelatin silver 
print on fiber-based paper, 10 ⅝ x 13 in. 
(27 x 33 cm). MART, Archivio del ‘900, 
Fondo Depero (Dep.7.1.1.1.131)

p. 112

165
Bitter Cordial, 1928. India ink on card, 
12 11/16 x 10 ¾ in. (32.3 x 7.4 cm). Galleria 
Campari (2611)

p. 171 

166
Secolo XX [20th Century], 1928. Oil on 
board, 25 ¼ x 19 ⅝ in. (64.1 x 49.8 cm). 
Merrill C. Berman Collection

p. 187 

167
Secolo XX [20th Century], no. 6 (1929). 
Magazine cover: lithograph on paper,  
15 ¼ x 11 ⅝ in. (38.7 x 29.5 cm). Merrill C. 
Berman Collection

p. 186 

168
Depero Modernist Paintings and 
Tapestries. Guarino Gallery, New York, 
January 8–February 8, 1929. Brochure: 
letterpress on paper, 9 7/16 x 7 ⅞ in. (24 x 
20 cm) folded. MART, Archivio del ‘900, 
Fondo Depero 

p. 188 

169
Depero Futurist Art, 1929. Flyer: 
letterpress on paper, 3 ¾ x 4 ¾ in. (9.5 x 
12 cm). MART, Archivio del ‘900, Fondo 
Depero

p. 193 

170
Atlantica [Atlantic] (June-July 1929). 
Magazine: letterpress and photogravure 
on paper, 9 ⅝ x 6 ½ in. (24.5 x 16.5 cm). 
MART, Archivio del ‘900, Fondo Depero

p. 192 

171
Movie Makers, vol. IV, no. 12 (December 
1929). Magazine: letterpress and 
lithograph on paper, 12 x 9 ¼ in. (30.5 x 
23.5 cm). MART, Archivio del ‘900, Fondo 
Depero 

p. 192

172
Futurismo [Futurism] and Distruggiamo i 
musei [Let’s Destroy the Museums], 1929. 
Postcards: photogravure on card, touched 
up by the artist, 5 ½ x 3 ½ in. (14 x 8.8 cm) 
and 3 ½ x 5 ½ in. (8.8 x 14 cm). Archivio 
Depero

p. 185 

173
Hotel Manhattan, c. 1929. Postcard: 
photogravure on card, touched up by the 
artist, 5 7/16 x 3 ¼ in. (13.8 x 8.3 cm). Merrill 
C. Berman Collection

p. 185 

174
Mr. & Mrs. Nathan Jacobson, 1929. Christmas 
card: lithograph on card, 4 3/16 x 5 7/16 in.  
(10.6 x 13.8 cm). Archivio Depero

p. 191 

175
Unknown photographer, Mostra Depero a 
New York (a la sala del Fascio Femminile) 
[Depero Exhibition in New York (at the 
Fascio Margherita di Savoia)], 1929. 
Photograph: gelatin silver print on fiber-
based paper, affixed to card, 8 11/16 x 11 ¼ in. 
(22 x 28.5 cm). Archivio Depero

p. 190 

176
Mostra Depero a New York (a la sala del 
Fascio Femminile) [Depero Exhibition in 
New York (at the Fascio Margherita di 
Savoia)], 1929. Invitation: letterpress on 
card, 3 ¾ x 6 ⅝ in. (9.5 x 16.8 cm). Archivio 
Depero

p. 190 

177
Christmas Greetings, for Dance Magazine 
(New York, December 1929). Magazine ad: 
lithograph on paper, 12 11/16 x 9 ⅝ in. (32.3 x 
24.5 cm). Private collection

p. 191 

178
Primo dizionario aereo italiano [First 
Italian Aviation Dictionary] by Filippo 
Tommaso Marinetti and Fedele Azari. 
Milan: Morreale, 1929. Book: letterpress 
on paper, 7 x 4 ⅞ in. (17.8 x 12.3 cm). 
L’Arengario Studio Bibliografico

p. 130 

179
Festa di bambini-strilli. Pagina parolibera 
[Children-Screams Party. Free-word 
composition], 1929. India ink on paper,  
14 3/16 x 10 ¼ in. (36 x 26 cm). MART, 
Museo di arte moderna e contemporanea 
di Trento e Rovereto (MD 0825-a)

p. 195 

180
Luna park. Esplosione tipografica 
(Montagne russe a Coney Island) [Luna 
Park. Typographic Explosion (Roller 
Coaster in Coney Island)], 1929. India ink on 
paper, 19 x 11 ⅞ in. (48.2 x 30.2 cm). MART, 
Museo di arte moderna e contemporanea 
di Trento e Rovereto (MD 0557-a)

p. 194 

181
“Depero – Italian Modernist Shows His 
Sensational Paintings and Tapestries 
Here,” The New York Sun (New York, 
January 12, 1929). Newspaper cutting: 
letterpress and photogravure on paper, 
affixed to card, 21 7/16 x 15 ¾ in. (54.5 x 
40 cm). MART, Archivio del ‘900, Fondo 
Depero

p. 208 

182
“Il futurista Depero alle Gallerie Guarino” 
[The Futurist Depero at the Guarino 
Gallery], Corriere d’America (New York, 
January 10, 1929). Newspaper page: 
letterpress and photogravure on paper, 
affixed to card, 16 ¾ x 11 13/16 in. (42.5 x 
30 cm). MART, Archivio del ‘900, Fondo 
Depero

p. 189 

183
“F. P. Marinetti glorificato dal pittore 
Depero” [F. P. (sic) Marinetti Glorified by 
the Painter Depero], Corriere d’America 
(New York, June 9, 1929). Newspaper 
page: letterpress and photogravure on 
paper, 16 ½ x 12 3/16 in. (42 x 31 cm). Private 
collection

p. 209
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184
Big Sale (Mercato di Down-Town) [Big 
Sale (Downtown Market)], 1929. Oil on 
canvas, 45 11/16 x 72 7/16 in. (116 x 184 cm). 
Courtesy Studio 53 Arte, Rovereto

pp. 206–207 

185
Cordial Campari, 1929. India ink on card, 
21 ⅞ x 15 3/16 in. (55.5 x 40.2 cm). Galleria 
Campari (2622)

p. 168 

186
Bozzetto per locandina pubblicitaria De 
Marinis & Lorie [Sketch for De Marinis & 
Lorie Advertising Poster], 1929. India ink 
on paper, 16 ½ x 12 ⅝ in. (42 x 32 cm). MART, 
Museo di arte moderna e contemporanea 
di Trento e Rovereto (MD 0787-a)

p. 212 

187
Carne e putrelle [Meat and Beams], 1929. 
India ink on paper, 18 5/16 x 14 9/16 in.  
(46.5 x 37 cm). MART, Museo di arte 
moderna e contemporanea di Trento e 
Rovereto (MD 0182-a)

p. 197 

188
Famiglia negra in Elevated [Black Family in 
Elevated Train], 1929. Tempera and pencil on 
paper, 20 ½ x 28 ¾ in. (52 x 73 cm). MART, 
Museo di arte moderna e contemporanea 
di Trento e Rovereto (MD 0091-a)

p. 196 

189
11 bozzetti per coperchi di scatole 
intarsiate. Motivi decorativi per coperchi 
di scatole intarsiate [11 sketches for inlaid 
box lids. Decorative motifs for inlaid box 
lids], 1925–30. India ink and watercolor on 
paper, 13 ⅜ x 19 ⅜ in. (34 x 49.3 cm). MART, 
Museo di arte moderna e contemporanea 
di Trento e Rovereto (MD 2275-a)

p. 116 

190
Bozzetto pubblicitario per il Ristorante 
Zucca (Corsa di cameriere) [Sketch  
for Ristorante Zucca Advertisement 
(Running Waiter)], 1930. India ink and 
pencil on paper, 13 13/16 x 17 9/16 in. (35.1 x 
44.6 cm). MART, Museo di arte moderna  
e contemporanea di Trento e Rovereto 
(MD 0502-a)

p. 213 

191
Bozzetto per il Ristorante Zucca (Scorcio 
dell’interno) [Sketch for Ristorante Zucca 
Advertisement (View of the Interior)], 
1930. Pencil on paper, 12 x 9 in. (30.5 x  
22.8 cm). MART, Museo di arte moderna  
e contemporanea di Trento e Rovereto 
(MD 0532-a)

p. 213 

192
Unknown photographer, Restaurante 
Zucca in New York decorated by Fortunato 
Depero, c. 1960. Photograph: gelatin silver 
print on fiber-based paper, 7 1/16 x 9 7/16 in. 
(18 x 24 cm). Archivio Depero

p. 213 

193
Bozzetto per pubblicità Venus Pencils 
[Sketch for Venus Pencils Advertisement], 
1929–30. India ink on paper, 17 ⅛ x 14 ¼ in. 
(43.4 x 36.1 cm). MART, Museo di arte 
moderna e contemporanea di Trento e 
Rovereto (MD 0016-c)

p. 214 

194
Cordial Campari – New York, 1929–30. 
India ink on card, 21 15/16 x 15 ⅝ in. (55.7 x 
39.7 cm). Galleria Campari (2614)

p. 168 

195
Nove teste con capello [Nine Heads with 
Hat], 1929–30. Pieced wool on cotton,  
18 ⅛ x 18 ⅞ in. (46 x 48 cm). Private 
collection, Switzerland

p. 210 

196
Bozzeto per pubblicità Venus Pencils 
[Sketch for Venus Pencils Advertisement], 
1929–30. Collage, 12 x 19 ⅞ in. (30.5 x  
50.5 cm). MART, Museo di arte moderna  
e contemporanea di Trento e Rovereto  
(MD 0285-a)

p. 215 

197
Bozzeto di copertina per “Vanity Fair” 
[Sketch for Vanity Fair Cover], 1930. 
Collage, 18 ⅛ x 14 in. (46 x 35.5 cm). MART, 
Museo di arte moderna e contemporanea 
di Trento e Rovereto, long-term deposit 
(MART 863)

p. 216 

198
Bozzeto di copertina per “Vogue” [Sketch 
for Vogue Cover], 1930. Collage, 17 15/16 x  
13 9/16 in. (45.6 x 34.5 cm). MART, Museo di 
arte moderna e contemporanea di Trento 
e Rovereto, long-term deposit (MART 864)

p. 216 

199
Vanity Fair (New York, July 1930). 
Magazine cover: lithograph on paper,  
12 ⅞ x 9 ¾ in. (32.7 x 24.7 cm). Private 
collection

p. 216 

200
L’innaffiatore delle vie di New York [New 
York Road Sprinkler], 1930. Ink and tempera 
on card, 16 ⅛ x 14 9/16 in. (41 x 37 cm). 
Courtesy Studio 53 Arte, Rovereto

p. 204 

201
Macchinismo babelico [Mechanization of 
Babel], 1930. India ink on paper, 15 ¾ x  
18 ⅞ in. (40 x 48 cm). MART, Museo di arte 
moderna e contemporanea di Trento e 
Rovereto (MD 0092-a)

p. 199 

202
Broadway, vetrine – folla – macchine – 
Paramount [Broadway, Windows – Crowds 
– Cars – Paramount], 1930. India ink and 
tempera on paper, 23 x 27 ½ in. (58.8 x 
69.7 cm). MART, Museo di arte moderna  
e contemporanea di Trento e Rovereto 
(MD 0090-a)

p. 200

203
Broadway, folla, Roxy Theater [Broadway, 
Crowd, Roxy Theater], 1930. India ink and 
tempera on paper, 17 5/16 x 24 in. (44 x  
61 cm). MART, Museo di arte moderna  
e contemporanea di Trento e Rovereto  
(MD 0095-a)

p. 198

204
Subway (Folla ai treni sotterranei) [Subway 
(Crowded Underground Trains], 1930. India 
ink and tempera on card, 23 ⅝ x 35 ½ in.  
(60 x 90 cm). Collezione M. Carpi, Rome

p. 201

205
Bozzetto di scenario mobile per il balletto 
“The New Babel” [Sketch of Mobile Set for 
the Dance “The New Babel”], 1930. India ink 
and tempera on paper, 15 ¾ x 19 9/16 in.   
(40 x 49.7 cm). MART, Museo di arte 
moderna e contemporanea di Trento e 
Rovereto (MD 0094-a)

p. 203

206
Grattacieli e subway per “The New Babel” 
[Skyscrapers and Subway for “The New 
Babel”], 1930. Ink and watercolor on paper, 
16 1/16 x 18 7/16 in. (40.8 x 46.8 cm). MART, 
Museo di arte moderna e contemporanea 
di Trento e Rovereto (MD 0096-a)

p. 202 

207
Senco, 2ª mostra della radio [2nd 
Radio Exhibition], 1930. Advertisement: 
lithograph on card, 9 ⅜ x 6 ¾ in. (23.8 x  
17 cm). Merrill C. Berman Collection

p. 234 

208
Unknown photographer, Motonave 
“Roma”: ponti [“Rome” Steamship: Deck], 
October 1930. Photograph: gelatin 
silver print on fiber-based paper, affixed 
to card, 9 1/16 x 19 1/16 in. (23 x 50 cm). 
MART, Archivio del ‘900, Fondo Depero 
(Dep.7.1.1.1.144)

pp. 220–221

209
Bruno Munari, Forze dell’impero [Forces of 
the Empire], c. 1930. Photocollage on card, 
26 ⅛ x 19 in. (66.3 x 48.2 cm). Merrill C. 
Berman Collection

p. 131 

210
Bruno Munari, Aeronautica italiana [Italian 
Air Force], c. 1930. Photomontage: gelatin 
silver print on fiber-based paper, 8 ¾ x 
6 ¾ in. (22.2 x 17.1 cm). Merrill C. Berman 
Collection

p. 131

211
Bruno Munari, Airplane, c. 1930. 
Photograph: gelatin silver print on fiber-
based paper, 11 ⅝ x 7 ⅞ in. (29.5 x 20 cm). 
Merrill C. Berman Collection

p. 131

212
Bruno Munari, They have even invented 
this, the world has gone mad, c. 1930. 
Photocollage on card, 9 ⅜ x 7 in. (23.4 x 
17.3 cm). Merrill C. Berman Collection

p. 131

213
Filippo Tommaso Marinetti, Almanacco 
Italia veloce [Fast Italy Almanac], 1930. 
Leaflet: letterpress and photogravure on 
paper, with handwritten notes, 11 ⅜ x  
8 ⅞ in. (28.9 x 22.5 cm) folded. Merrill C. 
Berman Collection

p. 224

214
Sparks (New York, September 1930). 
Magazine cover: lithograph on paper, 
affixed to card, 11 x 16 ⅛ in. (28 x 41 cm) 
spread. Private collection

p. 217

215
Gebrauchsgraphik – International 
Advertising Art, volume with bound issues 
nos. 1, 2, 4, 6, 7 and 8, 1930. Magazine: 
letterpress and photogravure on paper, 
11 13/16 x 9 ¼ in. (30 x 23.5 cm). Private 
collection

p. 218

216
Quattro istantanee di Depero realizzate a 
New York [Four Shots Taken by Depero in 
New York], 1928–30. Photographs: gelatin 
silver print on fiber-based paper, affixed to 
card, 9 ¼ x 6 ⅝ in. (23.4 x 16.8 cm). Private 
collection

p. 184

217
News Auto Atlas, New York, 1930. Road 
map: letterpress and lithograph on card, 
12 13/16 x 9 7/16 in. (32.5 x 24 cm). MART, 
Archivio del ‘900, Fondo Depero

p. 211

218
Paesaggio quasi tipografico Cordial 
Campari [Cordial Campari Quasi-
typographic Landscape], 1930–31. India 
ink on card, 23 ⅝ x 15 9/16 in. (60 x  
39.5 cm). Galleria Campari (2618)

p. 168 

219
Unknown artist, Simultanina, 1931. Flyer: 
letterpress on paper, 13 ⅝ x 9 ¾ in. (34.6 x 
24.8 cm). Merrill C. Berman Collection

p. 226

220
“Depero a New York” [Depero in New 
York], La Sera (Milan, February 25, 
1931). Newspaper page: letterpress and 
photogravure on paper, 23 x 16 ⅜ in.  
(58.5 x 41.5 cm). Archivio Depero 

p. 222 

221
“Poeti futuristi – L’autunno futurista” 
[Futurist Poets: The Futurist Autumn], 
Futurismo [Futurism], year I, no. 15 (Rome, 
December 18, 1931). Magazine page: 
letterpress and photogravure on paper, 25 x 
17 ¼ in. (63.5 x 43.8 cm). Archivio Depero

p. 225

222
Vanity Fair (New York, March 1931). 
Magazine: lithograph on paper, 12 ¾ x 
9 ⅞ in. (32.3 x 25 cm). Merrill C. Berman 
Collection

p. 216
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223 
Numero unico futurista Campari [Campari 
Futurist Single Edition]. Milan: F. Depero/D. 
Campari, 1931. Book: letterpress and 
lithograph on paper, 6 ⅛ x 9 7/16 in. (15.6 x 
24 cm). Archivo Lafuente

p. 229

224
Il nuovo semaforo Bitter Cordial Campari 
[The New Bitter Cordial Campari Traffic 
Lights], 1931. India ink on card, 17 5/16 x  
12 ⅝ in. (44 x 32 cm). Galleria Campari (2619)

p. 168

225
Segnalazioni di Gerbino [Gerbino Signals], 
1931. India ink on card, 12 ½ x 12 ⅜ in.  
(31.8 x 31.5 cm). Galleria Campari (2628)

p. 172

226
Palestra tipografica [Typographic Parade], 
1931. India ink on card, 20 1/16 x 15 ½ in.  
(51 x 39.3 cm). Galleria Campari (2616)

p. 171 

227
Bitter Cordial Campari gli unici che si 
salvano [Bitter Cordial Campari, The Only 
Ones Saved], 1931. India ink on card,  
16 15/16 x 13 ¼ in. (43 x 33.5 cm). Galleria 
Campari (2614)

p. 170 

228
Campari, 1931. India ink on card, 15 9/16 x 
16 ⅜ in. (39.5 x 41.5 cm). Galleria Campari 
(2623)

p. 169 

229 
Un triplice evviva [Three Hurrahs], 1931. 
India ink on card, 16 ¾ x 12 ¾ in. (42.5 x 
32.4 cm). Galleria Campari (2624)

p. 170 

230
Viale delle esclamazioni [Exclamation 
Avenue], 1931. India ink on card, 9 5/16 x  
12 13/16 in. (23.7 x 32.5 cm). Galleria Campari 
(2645)

p. 173

231
Esperimento spiritico [Spirits Experiment], 
1931. India ink on card, 7 ⅞ x 8 ¼ in. (20 x 
21 cm). Galleria Campari (2649)

p. 172

232
Spirale Cordial Campari liquor [Cordial 
Campari Liquor Spiral], 1931. India ink 
on card, 12 ⅝ x 13 9/16 in. (32 x 34.5 cm). 
Galleria Campari (2635)

p. 173

233
New York, film vissuto. Primo libro 
parolibero sonoro [New York – A Lived 
Film. First Free-word Audio Book]. 
Rovereto: n.p., 1931. Book: letterpress and 
photogravure on paper, 6 ⅛ x 9 7/16 in.  
(15.6 x 24 cm). Two copies on display: 
Merrill C. Berman Collection and Archivo 
Lafuente 

p. 219

234
Donna matita per pubblicità Venus 
Pencils [Miss Pencil for Venus Pencils 
Advertisement], 1929–31. India ink and 
pencil on paper, 15 11/16 x 13 1/4 in. (39.9 x 
33.6 cm). MART, Museo di arte moderna  
e contemporanea di Trento e Rovereto 
(MD 0285-a)

p. 214 

235
“La prima mostra della ambientazione 
e della moda a Torino” [First Interior 
Decoration and Fashion Exhibition in 
Turin], La Citta’ Nuova, year I, no. 7 (Turin, 
June 15, 1932). Magazine cover: letterpress  
and photogravure on paper, 21 ¾ x 16 ⅜ in.  
(55.3 x 41.6 cm). Merrill C. Berman Collection 

p. 228

236
Depero New-Jork Nuova Babele [Depero 
New Jork (sic) New Babel], c. 1932. Poster: 
letterpress on paper, 39 ⅜ x 27 9/16 in.  
(100 x 70 cm). MART, Archivio del ‘900, 
Fondo Depero

p. 228

237
Mario Castagneri, Depero e grattacieli 
[Depero and Skyscrapers], c. 1932. 
Photomontage: gelatin silver print on 
fiber-based paper, affixed to card, 11 13/16 x 
9 7/16 in. (30 x 24 cm). MART, Archivio del 
‘900, Fondo Depero (Dep.7.1.1.1.162)

p. 183 

238
La Rivista Illustrata dell Popolo d’Italia 
[The Illustrated Magazine of the Italian 
People], no. 2 (1932). Magazine cover: 
letterpress on paper, 13 ¼ x 9 ⅝ in. (33.5 x 
24.5 cm). Private collection

p. 175

239 
Primo schizzo di Nitrito in velocità [First 
sketch for Speeding Nitrite], 1932. Ink on 
paper, 7 ⅞ x 13 ¾ in. (20 x 35 cm). Private 
collection, Switzerland

p. 127

240
Futurismo [Futurism], year I, no. 8 (Rome, 
October 28, 1932). Magazine: letterpress 
and lithograph on paper, 25 ⅛ x 17 ⅜ in. 
(64 x 44 cm). Merrill C. Berman Collection

p. 231

241
Futurismo [Futurism], year I, no. 16 (Rome, 
December 25, 1932). Magazine: letterpress 
and lithograph on paper, 25 ⅛ x 17 ¼ in.  
(64 x 43.8 cm). Merrill C. Berman Collection 

p. 231

242
Bozzetto di padiglione per la ditta Davide 
Campari & C. [Sketch of Pavilion for the 
Davide Campari & C. Company], 1933.  
India ink on card, 15 ¾ x 14 9/16 in. (40 x  
37 cm). Galleria Campari (2620)

p. 167 

243
Dinamo Futurista [Futurist Dynamo], 
1933. Advertisement: letterpress and 
photogravure on card, 11 11/16 x 9 1/16 in. 
(29.7 x 23 cm). Archivo Lafuente 

p. 233

244
Dinamo Futurista [Futurist Dynamo], 
year I, no. 1 (Rovereto, February 1933). 
Magazine: letterpress and photogravure 
on paper, 16 ⅛ x 11 13/16 in. (41 x 30 cm). 
MART, Archivio del ‘900, Fondo Depero

p. 229

245
Dinamo Futurista [Futurist Dynamo], year 
I, no. 2 (Rovereto, March 1933). Magazine: 
letterpress and photogravure on paper,  
16 ⅛ x 11 13/16 in. (41 x 30 cm). MART, 
Archivio del ‘900, Fondo Depero 

p. 229

246
Dinamo Futurista. Numero speciale 
per le onoranze ad Umberto Boccioni 
[Futurist Dynamo. Special Issue in Honor 
of Umberto Boccioni], nos. 3–5 (Rovereto, 
June 1933). Magazine: letterpress on 
paper, 13 9/16 x 9 ⅝ in. (34.5 x 24.5 cm). 
MART, Archivio del ‘900, Fondo Depero 

p. 230

247
Dinamo Futurista. Numero speciale 
per le onoranze ad Umberto Boccioni 
[Futurist Dynamo. Special Issue in Honor 
of Umberto Boccioni], 1933. Poster: 
letterpress on paper, 19 11/16 x 27 9/16 in.  
(50 x 70 cm). MART, Archivio del ‘900, 
Fondo Depero 

p. 230

248
Filippo Masoero, The Atlanticis fly 
over Costantino’s Arch in Rome, 1933. 
Photograph: gelatin silver print on fiber-
based paper, 11 ⅞ x 16 ¼ in. (30.2 x  
41.2 cm). Merrill C. Berman Collection

p. 130

249
Futurismo [Futurism], year II, no. 38 (Rome, 
May 28, 1933). Magazine: letterpress and 
lithograph on paper, 25 ⅛ x 17 ⅜ in. (64 x 
44 cm). Merrill C. Berman Collection

p. 231
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250
Unknown artist [Mino Somenzi], Grande 
Mostra Nazionale d’Arte Futurista [National 
Exhibition of Futurist Art], 1933. Poster: 
letterpress on paper, 27 11/16 x 13 1/16 in.  
(70.3 x 33.1 cm). Merrill C. Berman Collection

p. 227

251
Futurismo [Futurism], year II, no. 42 (Rome, 
June 1933). Magazine: letterpress and 
lithograph on paper, 25 ¼ x 17 ¼ in. (64.1 x 
43.8 cm). Merrill C. Berman Collection

p. 231

252
Futurismo [Futurism], year II, no. 40 
(Rome, June 11, 1933). Magazine: 
letterpress and lithograph on paper, 25 x 
17 ¼ in. (63.5 x 43.8 cm). Private collection

p. 230

253
Bozzetto della prima pagina per “Alta 
Tensione Futurista” [Sketch for the First 
Page of High Futurist Tension], 1933. India 
ink and pencil on paper, 19 ⅝ x 13 ⅜ in.  
(49.9 x 34 cm). MART, Museo di arte 
moderna e contemporanea di Trento e 
Rovereto 

p. 232

254 
Bozzetto della prima pagina per “Dinamo 
Futurista” [Sketch for the First Page of 
Futurist Dynamo], 1933. India ink and 
pencil on paper, 17 1/16 x 11 7/16 in. (43.3 x 
29.1 cm). MART, Museo di arte moderna e 
contemporanea di Trento e Rovereto 

p. 232 

255
Liriche radiofoniche [Radio Lyrics]. Milan: 
G. Morreale, 1934. Book: letterpress and 
photogravure on paper, 9 ⅝ x 6 ½ in. 
(24.5 x 16.5 cm). Two copies on display: 
Merrill C. Berman Collection and Archivo 
Lafuente

p. 234 

256 
Esposizione privata Depero [Depero 
Private Show], 1934. Invitation: lithograph 
on card, 4 ½ x 5 ¾ in. (11.5 x 14.7 cm). 
Archivo Lafuente 

p. 233 

257
Xanti Schawinsky, Si [YES / Year XII of the 
Fascist Era], 1934. Poster: lithograph on 
paper, 37 11/16 x 28 ¼ in. (95.7 x 71.8 cm). 
Merrill C. Berman Collection

p. 238 

258 
Filippo Masoero, Caproni Airplane, c. 1935. 
Photomontage: gelatin silver print on 
fiber-based paper, 7 x 9 7/16 in. (17.8 x  
24 cm). Merrill C. Berman Collection

p. 130 

259 
Filippo Masoero, Untitled, c. 1935. 
Photomontage: gelatin silver print on 
fiber-based paper, 4 ⅝ x 5 ⅞ in. (12 x  
14.9 cm). Merrill C. Berman Collection

p. 130 

260 
Bozzetto di diploma per il Partito 
Nazionale Fascista [Sketch of Diploma for 
the National Fascist Party], 1935. Tempera 
and India ink on paper, 17 1/16 x 11 13/16 in.  
(43.3 x 30 cm). MART, Museo di arte 
moderna e contemporanea di Trento e 
Rovereto (MD 1968-a /Dep. 6.38)

p. 237 

261 
Proclamazione e trionfo del tricolore 
[Proclamation and Triumph of the 
Tricolor], 1935. Tempera on card, affixed  
to Masonite, 89 ¾ x 55 ½ in. (228 x  
141 cm). MART, Museo di arte moderna e 
contemporanea di Trento e Rovereto (Md 
0179-b)

p. 236

262
Festa dell’Uva [Grape Festival], single issue 
(Rovereto, 1936). Magazine: letterpress and 
photogravure on paper, 10 ⅞ x 8 1/16 in. (27.6 x 
20.5 cm). Archivo Lafuente 

p. 234 

263
Schizzo per carro allegorico Monopoli 
[Sketch for Monopoli Tobacco Factory 
Float], 1936. Pencil and India ink on paper, 
22 ½ x 15 ¼ in. (57.1 x 38.7 cm). MART, 
Museo di arte moderna e contemporanea 
di Trento e Rovereto (MD 2268-a)

p. 235

264
Carro del dopolavoro della Manifattura 
Tabacchi (Monopoli) in occasione della 
Festa dell’Uva [Monopoli – Tobacco 
Factory Workers’ Club Float for the Grape 
Festival], 1936. Photograph: gelatin silver 
print on fiber-based paper, 4 ⅝ x 7 in.  
(11.7 x 17.8 cm). Archivio Depero

p. 235

 
265
Bilancio 1913–1936 [1913–1936 Balance]. 
Rovereto: R. Manfrini, 1937. Book: 
Letterpress on paper, 9 9/16 x 6 ¾ in.  
(24.3 x 17 cm). Two copies on display: 
MART, Archivo del ‘900, Fondo Depero 
and Archivo Lafuente

p. 237

 
 
266
Ala fascista [Fascist Wing], 1937. Pieced 
wool on cotton, 80 5/16 x 37 3/16 in. (204 x 
94.5 cm). MART, Museo di arte moderna  
e contemporanea di Trento e Rovereto 
(MD 0005-d)

p. 239

267
96 tavole a colori per “I Dopolavoro 
Aziendali in Italia” [96 Color Plates for the 
Italian after-work Facilities of the OND]. 
Rovereto: Manfrini, 1938. Book: printed on 
fabric, 11 ⅝ x 10 13/16 in. (29.5 x 27.5 cm). 
MART, Archivio del ‘900, Fondo Depero 

p. 240

268
Filippo Tommaso Marinetti, La potenza 
futurista di Depero [Depero’s Futurist 
Power], Rome, 1938. Document: typewritten 
text on paper, with handwritten notes,  
10 ⅝ x 14 9/16 in. (27 x 37 cm). MART, 
Archivio del ‘900, Fondo Depero (Dep.4.4.61)

p. 240 

269
Fortunato Depero nelle opere e nella vita 
[Fortunato Depero in his Works and Life]. 
Trento: TEMI, 1940. Book: letterpress on 
card, 12 ⅝ x 9 7/16 in. (32 x 24 cm). MART, 
Archivio del ‘900, Fondo Depero 

p. 240

270
“Fortunato Depero nelle opere e nella 
vita” [Fortunato Depero in his Works 
and Life], Il Brennero, (Trento, May 21, 
1940). Newspaper page: letterpress and 
photogravure on paper, 21 7/16 x 15 ¾ in. 
(54.5 x 40 cm). MART, Archivio del ‘900, 
Fondo Depero 

p. 241 

271 
A passo romano: lirismo fascista e 
guerriero programmatico e costruttivo 
[Roman Step: Programmatic and 
Constructive Fascist and Warrior 
Lyricism], 1943. Trento: Edizioni di 
credere obbedire combattere, 1943. Book: 
letterpress on paper, 9 7/16 x 6 5/16 in. (24 x 
16 cm). Archivo Lafuente 

p. 241 

272 
Address label for heavy box-luggage 
shipped to New York, c. 1947. Luggage 
label: letterpress on card, 4 ⅞ x 9 3/16 in. 
(12.3 x 23.3 cm). Private collection 

p. 241 

273 
So I Think, So I Paint: Ideologies of an 
Italian Self-made Painter. Trento: TEMI, 
1947. Book: letterpress and photogravure 
on paper, 10 ⅝ x 8 11/16 in. (27 x 22 cm). 
MART, Archivio del ‘900, Fondo Depero 

p. 241 

274 
Fortunato Depero. New School for Social 
Research, New York, March 1–20, 1948. 
Leaflet: letterpress on paper, 6 ⅞ x 4 15/16 in.  
(17.5 x 12.5 cm). MART, Archivio del ‘900, 
Fondo Depero 
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275 
Cantiere sonoro [Loud Construction Site], 
1950. Charcoal and India ink on paper,  
35 13/16 x 43 11/16 in. (91 x 111 cm). MART, 
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FURTHER READING
A BRIEF SELECTION

Within the context of Italian art and the specific 
field of Futurism, the bibliography on Forunato 
Depero is both extensive and specialized. With 
regard to the artist’s own writings, there are 
extremely complete editions, such as the recent 
Ricostruire e meccanizzare l’universo edited by 
Giovanni Lista (Milan: Abscondita, 2012 [Carte 
d’Artisti, 143]), which is repeatedly cited in 
these pages. In the present catalogue we have 
opted to offer the interested reader an accessible 
selection of publications by and on Depero, in 
addition to some bibliographical references that 
will orient him or her within the broader context 
of Futurism and the avant-gardes. The references 
are arranged into: (1) Texts by Fortunato Depero; 
(II) Texts on Fortunato Depero; (III) Exhibition 
Catalogues (one-man shows), and (IV) Reference 
Works.

In the first section the texts by Depero 
appear in chronological order. This section 
does not include references to the texts in 
Depero futurista 1913–1927 (Milan: Dinamo Azari, 
1927) or in Lista’s compilation. In addition, the 
anthology presented in these pages (see pp. 

356–430) includes forty-one texts by Depero from 
between 1914 and 1951 with their corresponding 
bibliographical references. 

In the second section it has not been 
considered necessary to distinguish between 
monographs, contributions to multi-authored 
volumes and articles in journals.

The third section includes some of the 
most important solo exhibitions on the 
artist, presented in chronological order and 
extending as far as the most recent at La 
Pedrera in Barcelona, Depero y la reconstrucción 
futurista del universo (Barcelona: Fundació 
Catalunya-La Pedrera, 2013), while including 
a few other exhibitions of middling degree of 
importance held outside Italy. Depero’s work 
has been included in group exhibitions with 
some regularity in recent decades, for which 
reason it has been decided only to cite here 
those held in Spain which have included his 
work. Among the most significant have been 
Maestros del arte moderno en Italia 1910–1935. 
Colección Gianni Mattioli at the Museo Español 
de Arte Contemporáneo, Madrid (Madrid: 

Comisaria de Exposiciones de la Dirección 
General de Bellas Artes, 1970); Italiens Moderne 
/ Vanguardia italiana de entreguerras at the 
Museum Fridericianum, Kassel [January 28 to 
March 25, 1990) and the Centre Julio González 
(IVAM), Valencia [April 5 to June 5, 1990] (Milan: 
Mazzotta; Valencia: Instituto Valenciano de Arte 
Moderno, 1990); Futurismo 1909–1916 at the 
Museu Picasso Barcelona (Barcelona: Àmbit 
Serveis Editorials, 1996), and the bibliographical 
exhibition Futurismo y cuenta nueva at the Sala 
de Exposiciones del Archivo Municipal, Malaga 
(Malaga: Área de Cultura, Instituto Municipal del 
Libro y Ayuntamiento de Málaga, 2009).

Finally, the section devoted to reference 
works includes the bibliography cited in the 
thirteen essays in this catalogue and the notes 
in the anthology, except for references which, 
although important (for example, those to 
MacLuhan or Baudelaire) are too general for 
the purposes of this bibliographical selection. 
Erica Witschey and Inés d’Ors have patiently 
undertaken the editing and ordering of this 
bibliography.  

I. Texts by Fortunato Depero

I.1 Books

Spezzature (impressioni-segni-ritmi). 
Rovereto: Tipografia Mercurio, 1913.

Depero futurista 1913–1927. Milan: Dinamo 
Azari, 1927.

Liriche radiofoniche. Milan: Morreale, 1934. 
Repr. Fortunato Depero: Liriche Radiofoniche. 
Edited by Luciano Caruso. Florence: SPES, 
1987.

Bilancio 1913–1936. Rovereto: Tipografia 
Manfrini, 1937.

96 tavole a colori per “I Dopolavoro Aziendali 
in Italia.” Rovereto: Tipografia Manfrini, 1938.

Fortunato Depero nelle opere e nella vita. 
Trento: Tipografia Editrice Mutilati e Invalidi, 
1940.

A passo romano: lirismo fascista e guerriero 
programmatico e costruttivo. Trento: Edizioni 
di credere obbedire combattere, 1943.

So I Think, So I Paint: Ideologies of an Italian 
Self-made Painter. Trento: Tipografia Editrice 
Mutilati e Invalidi, 1947.

Un futurista a New York. Edited 
by Claudia Salaris. Collana modernità. 
Montepulciano: Del Grifo, 1990.
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“Autopresentazione.” In Depero e la sua 
Casa d’Arte, exh. cat. Rovereto: Tipografia 
Mercurio, 1921. 

“Manifesto dell’arte pubblicitaria futurista.” 
In Fortunato Depero and Giovanni Gerbino, 
Numero unico futurista Campari. Milan: Ditta 
Davide Campari, 1931. 

“ABC del futurismo.” Dinamo Futurista, 1, no. 1 
(Rovereto, February 1933). 

II. Texts on Fortunato Depero 
Avanzi, Beatrice. “Fortunato Depero e la 
pubblicità: un’arte ‘fatalmente moderna’.” 
In Depero pubblicitario: dall’auto-réclame 
all’architettura pubblicitaria, ed. Gabriella Belli 
and Beatrice Avanzi, 31–32. Milan: Skira, 2007.
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Corriere della Sera, November 30, 1960: 19.

Chiesa, Laura. “Transnational Multimedia: 
Fortunato Depero’s Impressions of New 

York City.” California Italian Studies, vol. 
1, no. 2 (2010). http://escholarship.org/uc/
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Leiber, David. “The Socialization of Art.” In 
Maurizio Scudiero and David Leiber, Depero 
Futurista & New York. Rovereto: Editore 
Sergio Longo, 1986.

——. “L’esperienza futurista di Fortunato 
Depero.” In Fortunato Depero, Ricostruire e 
meccanizzare l’universo, ed. Giovanni Lista. 
Milan: Abscondita, 2012.

Notari, Umberto. “Depero e la sua casa 
d’arte.” In Grande esposizione arazzi, cuscini, 
pittura della Casa d’Arte Depero. Rovereto: 
Casa d’Arte Depero, 1921.

Scudeiro, Maurizio. Depero: l’uomo e l’artista. 
Rovereto: Egon, 2009. 

——. “Depero.” Art e Dossier, 251 (Florence–
Milan, 2009).

——. “La ricerca deperiana: problemi di 
metodo.” In Depero, ed. Maurizio Fagiolo, 
226–36. Milan: Electa, 1988.

III. Exhibition Catalogues
Esposizione futurista del pittore e scultore 
Depero [exh. cat. Sala Morgano, Capri, 
September 8–16, 1917]. Capri: Sala Morgano, 
1917.

Depero e la sua Casa d’Arte [exh. cat. Palazzo 
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Fortunato Depero, opere 1911–1930 [exh. cat. 
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1988.

Depero futurista: grafica & pubblicità [exh. 
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1989.

Fortunato Depero futuriste. De Rome à Paris 
1915–1925 [exh. cat. Les musées de la Ville de 
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Paris. Pavillon des Arts, Paris]. Paris: Editions 
des musées de la Ville de Paris; Milan: Skira, 
1996. 

Depero futurista [exh. cat. Galeria Studio 53 
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Grafica, 1998.
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Depero futurista: grafica & pubblicità [exh. 
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❦ ALBERTO GIACOMETTI. Colección de la 
Fundación Maeght. Texts by Jean Genêt, 
Jean-Paul Sartre, Jacques Dupin and 
Alberto Giacometti

❦ II ExPOSICIóN DE BECARIOS DE ARTES 

PLÁSTICAS

1977

❦ ARTE USA. Text by Harold Rosenberg

❦ ARTE DE NUEVA GUINEA Y PAPÚA. 
Colección A. Folch y E. Serra. Texts by  
B. A. L. Cranstone and Christian 
Kaufmann

❦ PICASSO. Texts by Rafael Alberti, Gerardo 
Diego, Vicente Aleixandre, Eugenio d’Ors, 
Juan Antonio Gaya Nuño, Ricardo Gullón, 
José Camón Aznar, Guillermo de Torre and 
Enrique Lafuente Ferrari

❦ MARC CHAGALL. 18 pinturas y 40 
grabados. Texts by André Malraux and 
Louis Aragon (in French)  

❦ ARTE ESPAÑOL CONTEMPORÁNEO. 

COLECCIóN DE LA FUNDACIóN JUAN 

MARCH. [This catalogue accompanied 
the exhibition of the same name that 
traveled to 67 Spanish venues between 
1975 and 1996; at many venues, 
independent catalogues were published.]

❦ III ExPOSICIóN DE BECARIOS DE ARTES 

PLÁSTICAS

1978

❦ ARS MEDICA. Text by Carl Zigrosser

❦ FRANCIS BACON. Text by Antonio Bonet 
Correa

❦ BAUHAUS. Texts by Hans M. Wingler, 

Will Grohmann, Jürgen Joedicke, 
Nikolaus Pevsner, Hans Eckstein, 
Oskar Schlemmer, László Moholy-
Nagy, Otto Stelzer and Heinz Winfried 
Sabais. Published by the Institut für 
Auslandsbeziehungen, Stuttgart, 1976

❦ KANDINSKY: 1923–1944. Texts by Werner 
Haftmann, Gaëtan Picon and Wassily 
Kandinsky

❦ ARTE ESPAÑOL CONTEMPORÁNEO. 

COLECCIóN DE LA FUNDACIóN JUAN 

MARCH

❦ IV ExPOSICIóN DE BECARIOS DE ARTES 

PLÁSTICAS

1979

❦ WILLEM DE KOONING. Obras recientes. 
Text by Diane Waldman

❦ MAESTROS DEL SIGLO xx. NATURALEZA 

MUERTA. Text by Reinhold Hohl

❦ GEORGES BRAQUE. óleos, gouaches, 
relieves, dibujos y grabados. Texts by 
Jean Paulhan, Jacques Prévert, Christian 
Zervos, Georges Salles, André Chastel, 
Pierre Reverdy and Georges Braque

❦ GOYA. CAPRICHOS, DESASTRES, 

TAUROMAQUIA, DISPARATES. Text by 
Alfonso E. Pérez-Sánchez (1st ed.)

❦ V ExPOSICIóN DE BECARIOS DE ARTES 

PLÁSTICAS

1980

❦ JULIO GONZÁLEZ. Esculturas y dibujos. 
Text by Germain Viatte

❦ ROBERT MOTHERWELL. Text by 
Barbaralee Diamonstein and Robert 
Motherwell

❦ HENRI MATISSE. óleos, dibujos, 
gouaches, découpées, esculturas y libros. 
Text by Henri Matisse

❦ VI ExPOSICIóN DE BECARIOS DE ARTES 

PLÁSTICAS

1981

❦ MINIMAL ART. Text by Phyllis Tuchman

❦ PAUL KLEE. óleos, acuarelas, dibujos y 
grabados. Text by Paul Klee

❦ MIRRORS AND WINDOWS. AMERICAN 

PHOTOGRAPHY SINCE 1960. Text by John 
Szarkowski. English ed. (Offprint: Spanish 
translation of text by John Szarkowski). 
Published by The Museum of Modern 
Art, New York, 1980

❦ MEDIO SIGLO DE ESCULTURA: 1900–1945. 
Text by Jean-Louis Prat

❦ MUSEO DE ARTE ABSTRACTO ESPAÑOL. 

CUENCA. FUNDACIóN JUAN MARCH 
[Catalogue-Guide]. Texts by Gustavo 
Torner, Gerardo Rueda and Fernando 
Zóbel

FERNANDO PESSOA. EL ETERNO 
VIAJERO. Texts by Teresa Rita Lopes, 
María Fernanda de Abreu and Fernando 
Pessoa

1982

❦ PIET MONDRIAN. óleos, acuarelas y 
dibujos. Texts by Herbert Henkels and 
Piet Mondrian

❦ ROBERT Y SONIA DELAUNAY. Texts by 
Juan Manuel Bonet, Jacques Damase, 
Ramón Gómez de la Serna, Isaac del 
Vando Villar, Vicente Huidobro and 
Guillermo de Torre

❦ PINTURA ABSTRACTA ESPAÑOLA: 1960–

1970. Text by Rafael Santos Torroella

❦ KURT SCHWITTERS. Texts by Werner 
Schmalenbach, Ernst Schwitters and 
Kurt Schwitters

❦ VII ExPOSICIóN DE BECARIOS DE ARTES 

PLÁSTICAS

1983

❦ ROY LICHTENSTEIN: 1970–1980. Text by 
Jack Cowart. English ed. Published by 
Hudson Hill Press, New York, 1981
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❦ FERNAND LÉGER. Text by Antonio Bonet 
Correa and Fernand Léger

❦ PIERRE BONNARD. Text by Ángel 
González García

❦ ALMADA NEGREIROS. Texts by Margarida 
Acciaiuoli, Antonio Espina, Ramón Gómez 
de la Serna, José Augusto França, Jorge 
de Sena, Lima de Freitas and Almada 
Negreiros. Published by the Ministério da 
Cultura de Portugal, Lisbon, 1983

❦ ARTE ABSTRACTO ESPAÑOL EN LA 

COLECCIóN DE LA FUNDACIóN JUAN 

MARCH. Text by Julián Gállego

❦ GRABADO ABSTRACTO ESPAÑOL. 

COLECCIóN DE LA FUNDACIóN JUAN 

MARCH. Text by Julián Gállego. [This 
catalogue accompanied the exhibition 
of the same name that traveled to 44 
Spanish venues between 1983 and 1999.]

HENRI CARTIER-BRESSON. 
RETROSPECTIVA. Text by Ives Bonnefoy. 
French ed.

1984

❦ EL ARTE DEL SIGLO xx EN UN MUSEO 

HOLANDÉS: EINDHOVEN. Texts by Jaap 
Bremer, Jan Debbaut, R. H. Fuchs, Piet de 
Jonge and Margriet Suren

❦ JOSEPH CORNELL. Text by Fernando  
Huici

❦ FERNANDO ZóBEL. Text by Francisco 
Calvo Serraller. Madrid and  

❦ JULIA MARGARET CAMERON: 1815–1879. 
Texts by Mike Weaver and Julia Margaret 
Cameron. English ed. (Offprint: Spanish 
translation of text by Mike Weaver). 
Published by John Hansard Gallery & 
The Herbert Press Ltd., Southampton, 
1984

❦ JULIUS BISSIER. Text by Werner 
Schmalenbach

1985

❦ ROBERT RAUSCHENBERG. Text by 
Lawrence Alloway

❦ VANGUARDIA RUSA: 1910–1930. Museo y 
Colección Ludwig. Text by Evelyn Weiss

❦ DER DEUTSCHE HOLZSCHNITT IM 20. Text 
by Gunther Thiem. German ed. (Offprint: 
Spanish translations of texts). Published 
by the Institut für Auslandsbeziehungen, 
Stuttgart, 1984

❦ ESTRUCTURAS REPETITIVAS. Text by 
Simón Marchán Fiz

1986

❦ MAx ERNST. Texts by Werner Spies and 
Max Ernst

❦ ARTE, PAISAJE Y ARQUITECTURA. El 

arte referido a la arquitectura en la 
República Federal de Alemania. Texts 
by Dieter Honisch and Manfred Sack. 
German ed. (Offprint: Spanish translation 
of introductory texts). Published by 
the Institut für Auslandsbeziehungen, 
Stuttgart, 1983

❦ ARTE ESPAÑOL EN NUEVA YORK: 1950–

1970. Colección Amos Cahan. Text by 
Juan Manuel Bonet

❦ OBRAS MAESTRAS DEL MUSEO DE 

WUPPERTAL. De Marées a Picasso. Texts 
by Sabine Fehlemann and Hans Günter 
Wachtmann

1987

❦ BEN NICHOLSON. Texts by Jeremy 
Lewison and Ben Nicholson

❦ IRVING PENN. Text by John Szarkowski. 
English ed. published by The Museum of 
Modern Art, New York, 1984 (repr. 1986)

❦ MARK ROTHKO. Texts by Michael 
Compton and Mark Rothko

1988

❦ EL PASO DESPUÉS DE EL PASO EN LA 

COLECCIóN DE LA FUNDACIóN JUAN 

MARCH. Text by Juan Manuel Bonet

❦ ZERO, A EUROPEAN MOVEMENT.  
The Lenz Schönberg Collection. Texts by 
Dieter Honisch and Hannah Weitemeier. 
Bilingual ed. (Spanish/English)

❦ COLECCIóN LEO CASTELLI. Texts by 
Calvin Tomkins, Judith Goldman, Gabriele 
Henkel, Leo Castelli, Jim Palette, Barbara 
Rose and John Cage

❦ MUSEO DE ARTE ABSTRACTO ESPAÑOL. 

CUENCA. FUNDACIóN JUAN MARCH 
[Catalogue-Guide]. Text by Juan Manuel 
Bonet (1st ed.)

1989

❦ RENÉ MAGRITTE. Texts by Camille 
Goemans, Martine Jacquet, Catherine de 
Croës, François Daulte, Paul Lebeer and 
René Magritte

❦ EDWARD HOPPER. Text by Gail Levin

❦ ARTE ESPAÑOL CONTEMPORÁNEO. 

FONDOS DE LA FUNDACIóN JUAN MARCH. 
Text by Miguel Fernández-Cid

1990

❦ ODILON REDON. Colección Ian Woodner. 
Texts by Lawrence Gowing, Odilon Redon 
and Nuria Rivero

❦ CUBISMO EN PRAGA. Obras de la Galería 
Nacional. Texts by Ji r̂í Kotalík, Ivan 
Neumann and Ji r̂í Šetlik

❦ ANDY WARHOL. COCHES. Texts by 

Werner Spies, Cristoph Becker and Andy 
Warhol

❦ COL·LECCIó MARCH. ART ESPANYOL 

CONTEMPORANI. PALMA. FUNDACIóN JUAN 

MARCH [Catalogue-Guide]. Text by Juan 
Manuel Bonet. Multilingual ed. (Spanish, 
Catalan and English)

1991

❦ PICASSO. RETRATOS DE JACQUELINE. 
Texts by Hélène Parmelin, María Teresa 
Ocaña, Nuria Rivero, Werner Spies and 
Rosa  
Vives

❦ VIEIRA DA SILVA. Texts by Fernando 
Pernes, Julián Gállego, Mª João Fernandes, 
René Char (in French), António Ramos 
Rosa (in Portuguese) and Joham de 
Castro

❦ MONET EN GIVERNY. Colección del 
Museo Marmottan de París. Texts by 
Arnaud d’Hauterives, Gustave Geffroy 
and Claude Monet

❦ MUSEO DE ARTE ABSTRACTO ESPAÑOL. 

CUENCA. FUNDACIóN JUAN MARCH 
[Catalogue-Guide]. Text by Juan Manuel 
Bonet (2nd ed.)

1992

❦ RICHARD DIEBENKORN. Text by John 
Elderfield

❦ ALExEJ VON JAWLENSKY. Text by 
Angelica Jawlensky

❦ DAVID HOCKNEY. Text by Marco 
Livingstone

❦ COL·LECCIó MARCH. ART ESPANYOL 

CONTEMPORANI. PALMA. FUNDACIóN JUAN 

MARCH [Catalogue-Guide]. Text by Juan 
Manuel Bonet (German ed.)

1993

❦ MALEVICH. Colección del Museo Estatal 
Ruso, San Petersburgo. Texts by Evgenija 
N. Petrova, Elena V. Basner and Kasimir 
Malevich

❦ PICASSO. EL SOMBRERO DE TRES PICOS. 
Dibujos para los decorados y el vestuario 
del ballet de Manuel de Falla. Texts by 
Vicente García-Márquez, Brigitte Léal  
and Laurence Berthon

❦ MUSEO BRÜCKE BERLÍN. ARTE 

ExPRESIONISTA ALEMÁN. Text by 
Magdalena M. Moeller

1994

❦ GOYA GRABADOR. Texts by Alfonso  
E. Pérez-Sánchez and Julián Gállego

❦ ISAMU NOGUCHI. Texts by Shoji Sadao, 
Bruce Altshuler and Isamu Noguchi

❦ TESOROS DEL ARTE JAPONÉS. Período 
Edo: 1615–1868. Colección del Museo 
Fuji, Tokio. Texts by Tatsuo Takakura, 
Shin-ichi Miura, Akira Gokita, Seiji Nagata, 
Yoshiaki Yabe, Hirokazu Arakawa and 
Yoshihiko Sasama

❦ FERNANDO ZóBEL. RÍO JÚCAR. Texts  
by Fernando Zóbel and Rafael Pérez-
Madero  

1995

❦ KLIMT, KOKOSCHKA, SCHIELE. UN  

SUEÑO VIENÉS: 1898–1918. Texts by  
Gerbert Frodl and Stephan Koja

❦ ROUAULT. Texts by Stephan Koja, 
Jacques Maritain and Marcel Arland

❦ MOTHERWELL. Obra gráfica: 1975–1991. 
Colección Kenneth Tyler. Text by Robert 
Motherwell  

1996

❦ TOM WESSELMANN. Texts by Marco 
Livingstone, Jo-Anne Birnie Danzker, 
Tilman Osterwold and Meinrad Maria 
Grewenig. Published by Hatje Cantz, 
Ostfildern, 1996

❦ TOULOUSE-LAUTREC. De Albi y de otras 
colecciones. Texts by Danièle Devynck 
and Valeriano Bozal

❦ MILLARES. Pinturas y dibujos sobre 
papel: 1963–1971. Text by Manuel Millares 

  

❦ MUSEU D’ART ESPANYOL CONTEMPORANI. 

PALMA. FUNDACION JUAN MARCH 
[Catalogue-Guide]. Texts by Juan Manuel 
Bonet and Javier Maderuelo. Bilingual eds. 
(Spanish/Catalan and English/German, 
1st ed.)

❦ PICASSO. SUITE VOLLARD. Text by 
Julián Gállego. Spanish ed., bilingual 
ed. (Spanish/German) and trilingual 
ed. (Spanish/German/English). [This 
catalogue accompanied the exhibition 
of the same name that, since 1996, has 
traveled to seven Spanish and foreign 
venues.]

1997

❦ MAx BECKMANN. Texts by Klaus Gallwitz 
and Max Beckmann

❦ EMIL NOLDE. NATURALEZA Y RELIGIóN.  
Text by Manfred Reuther

❦ FRANK STELLA. Obra gráfica: 1982–1996. 
Colección Tyler Graphics. Texts by Sidney 
Guberman, Dorine Mignot and Frank 
Stella   

❦ EL OBJETO DEL ARTE. Text by Javier 
Maderuelo   

❦ MUSEO DE ARTE ABSTRACTO ESPAÑOL. 

CUENCA. FUNDACIóN JUAN MARCH 

Fundación Juan March



454454

[Catalogue-Guide]. Texts by Juan Manuel 
Bonet and Javier Maderuelo. Bilingual ed. 
(Spanish/English, 1st ed.)

1998

❦ AMADEO DE SOUZA-CARDOSO. Texts by 
Javier Maderuelo, Antonio Cardoso and 
Joana Cunha Leal

❦ PAUL DELVAUx. Text by Gisèle Ollinger-
Zinque

❦ RICHARD LINDNER. Text by Werner 
Spies

1999

❦ MARC CHAGALL. TRADICIONES JUDÍAS. 
Texts by Sylvie Forestier, Benjamin 
Harshav, Meret Meyer and Marc Chagall

❦ KURT SCHWITTERS Y EL ESPÍRITU DE 

LA UTOPÍA. Colección Ernst Schwitters. 
Texts by Javier Maderuelo, Markus 
Heinzelmann, Lola and Bengt Schwitters

❦ LOVIS CORINTH. Texts by Thomas 
Deecke, Sabine Fehlemann, Jürgen H. 
Meyer and Antje Birthälmer

❦ MIQUEL BARCELó. Ceràmiques: 1995–
1998. Text by Enrique Juncosa. Bilingual 
ed. (Spanish/Catalan) 

❦ FERNANDO ZóBEL. Obra gráfica  
completa. Text by Rafael Pérez-Madero. 
Published by Departamento de Cultura, 
Diputación Provincial de Cuenca, 
Cuenca, 1999   

2000

❦ VASARELY. Texts by Werner Spies and 
Michèle-Catherine Vasarely

❦ ExPRESIONISMO ABSTRACTO. OBRA 

SOBRE PAPEL. Colección de The 
Metropolitan Museum of Art, Nueva York. 
Text by Lisa M. Messinger

SCHMIDT-ROTTLUFF. Colección Brücke-
Museum Berlin. Text by Magdalena  
M. Moeller

❦ NOLDE. VISIONES. Acuarelas. Colección 
de la Fundación Nolde-Seebüll. Text by 
Manfred Reuther   

❦ LUCIO MUÑOZ. ÍNTIMO. Text by Rodrigo 
Muñoz Avia  

❦ EUSEBIO SEMPERE. PAISAJES. Text by  
Pablo Ramírez   

2001

❦ DE CASPAR DAVID FRIEDRICH A PICASSO. 
Obras maestras sobre papel del Museo  
Von der Heydt, de Wuppertal. Text by 
Sabine Fehlemann

❦ ADOLPH GOTTLIEB. Text by Sanford 
Hirsch

❦ MATISSE. ESPÍRITU Y SENTIDO. Obra 

sobre papel. Texts by Guillermo Solana, 
Marie-Thérèse Pulvenis de Séligny and 
Henri Matisse

❦ RóDCHENKO. GEOMETRÍAS. Texts by 
Alexandr Lavrentiev and Alexandr 
Ródchenko   

2002

❦ GEORGIA O’KEEFFE. NATURALEZAS 

ÍNTIMAS. Texts by Lisa M. Messinger and 
Georgia O’Keeffe

❦ TURNER Y EL MAR. Acuarelas de la Tate. 
Texts by José Jiménez, Ian Warrell, Nicola 
Cole, Nicola Moorby and Sarah Taft

❦ MOMPó. Obra sobre papel. Texts by 
Dolores Durán Úcar  

❦ RIVERA. REFLEJOS. Texts by Jaime 
Brihuega, Marisa Rivera, Elena Rivera, 
Rafael Alberti and Luis Rosales  

❦ SAURA. DAMAS. Texts by Francisco  
Calvo Serraller and Antonio Saura   

2003

❦ ESPÍRITU DE MODERNIDAD. DE GOYA 

A GIACOMETTI. Obra sobre papel de la 
Colección Kornfeld. Text by Werner Spies

❦ KANDINSKY. ORIGEN DE LA ABSTRACCIóN. 
Texts by Valeriano Bozal, Marion 
Ackermann and Wassily Kandinsky

❦ CHILLIDA. ELOGIO DE LA MANO. Text by 
Javier Maderuelo   

❦ GERARDO RUEDA. CONSTRUCCIONES. 
Text by Barbara Rose  

❦ ESTEBAN VICENTE. Collages. Texts by José 
María Parreño and Elaine de Kooning  

❦ LUCIO MUÑOZ. ÍNTIMO. Texts by Rodrigo 
Muñoz Avia and Lucio Muñoz 

MUSEU D’ART ESPANYOL CONTEMPORANI. 

PALMA. FUNDACION JUAN MARCH 
[Catalogue-Guide]. Texts by Juan 
Manuel Bonet and Javier Maderuelo. 
Bilingual eds. (Catalan/Spanish and 
English/German, 2nd ed. rev. and exp.)

2004

❦ MAESTROS DE LA INVENCIóN DE LA 

COLECCIóN E. DE ROTHSCHILD DEL MUSEO 

DEL LOUVRE. Texts by Pascal Torres 
Guardiola, Catherine Loisel, Christel 
Winling, Geneviève Bresc-Bautier, George 
A. Wanklyn and Louis Antoine Prat

❦ FIGURAS DE LA FRANCIA MODERNA. 
De Ingres a Toulouse-Lautrec del 
Petit Palais de París. Texts by Delfín 
Rodríguez, Isabelle Collet, Amélie Simier, 
Maryline Assante di Panzillo and José de 
los Llanos. Bilingual ed. (Spanish/French)

❦ LIUBOV POPOVA. Text by Anna María 
Guasch   

❦ ESTEBAN VICENTE. GESTO Y COLOR.  
Text by Guillermo Solana 

❦ LUIS GORDILLO. DUPLEx. Texts by Miguel 
Cereceda and Jaime González de Aledo. 
Bilingual ed. (Spanish/English)   

❦ NEW TECHNOLOGIES, NEW ICONOGRAPHY, 

NEW PHOTOGRAPHY. Photography of the 
80’s and 90’s in the Collection of the 
Museo Nacional Centro de Arte Reina 
Sofía. Texts by Catherine Coleman, Pablo 
Llorca and María Toledo. Bilingual ed. 
(Spanish/English)   

KANDINSKY. Acuarelas. Städtische Galerie 
im Lenbachhaus, Munich. Texts by Helmut 
Friedel and Wassily Kandinsky. Bilingual 
ed. (Spanish/German)   

2005

❦ CONTEMPORANEA. Kunstmuseum 
Wolfsburg. Texts by Gijs van Tuyl, Rudi 
Fuchs, Holger Broeker, Alberto Ruiz de 
Samaniego and Susanne Köhler. Bilingual 
ed. (Spanish/English)

❦ ANTONIO SAURA. DAMAS. Texts by 
Francisco Calvo Serraller and Antonio  
Saura. Bilingual ed. (Spanish/English)

❦ CELEBRATION OF ART: A Half Century 
of the Fundación Juan March. Texts by 
Juan Manuel Bonet, Juan Pablo Fusi, 
Antonio Muñoz Molina, Juan Navarro 
Baldeweg and Javier Fuentes. Spanish 
and English eds.

❦ BECKMANN. Von der Heydt-Museum, 
Wuppertal. Text by Sabine Fehlemann. 
Bilingual ed. (Spanish/German)   

❦ EGON SCHIELE: IN BODY AND SOUL. Text 
by Miguel Sáenz. Bilingual ed. (Spanish/
English)   

❦ LICHTENSTEIN: IN PROCESS. Texts by 
Juan Antonio Ramírez and Clare Bell. 
Bilingual ed. (Spanish/English)   

❦ FACES AND MASKS: Photographs from 
the Ordóñez-Falcón Collection. Text by 
Francisco Caja. Bilingual ed. (Spanish/
English)   

❦ MUSEO DE ARTE ABSTRACTO ESPAÑOL. 

CUENCA. FUNDACIóN JUAN MARCH 
[Catalogue-Guide]. Texts by Juan 
Manuel Bonet and Javier Maderuelo. 
Bilingual ed. (Spanish/English, 2nd ed.)

2006

❦ OTTO DIx. Text by Ulrike Lorenz.  
Bilingual ed. (Spanish/English)

❦ CREATIVE DESTRUCTION: Gustav 
Klimt, the Beethoven Frieze and the 
Controversy about the Freedom of Art. 
Texts by Stephan Koja, Carl E. Schorske, 
Alice Strobl, Franz A. J. Szabo, Manfred 
Koller, Verena Perhelfter and Rosa Sala 

Rose, Hermann Bahr, Ludwig Hevesi 
and Berta Zuckerkandl. Spanish, English 
and German eds. Published by Prestel, 
Munich/Fundación Juan March, Madrid, 
2006

❦ Supplementary publication: Hermann 
Bahr. CONTRA KLIMT (1903). Additional 
texts by Christian Huemer, Verena 
Perlhefter, Rosa Sala Rose and Dietrun 
Otten. Spanish semi-facsimile ed., 
translation by Alejandro Martín Navarro

LA CIUDAD ABSTRACTA: 1966. El nacimiento 
del Museo de Arte Abstracto Español. 
Texts by Santos Juliá, María Bolaños, 
Ángeles Villalba, Juan Manuel Bonet, 
Gustavo Torner, Antonio Lorenzo, Rafael 
Pérez Madero, Pedro Miguel Ibáñez and 
Alfonso de la Torre

GARY HILL: IMAGES OF LIGHT. Works from 
the Collection of the Kunstmuseum 
Wolfsburg. Text by Holger Broeker.  
Bilingual ed. (Spanish/English)   

GOYA. CAPRICHOS, DESASTRES, 

TAUROMAQUIA, DISPARATES. Texts by 
Alfonso E. Pérez-Sánchez (11th ed., 1st 
ed. 1979). [This catalogue accompanied 
the exhibition of the same name that, 
since 1979, has traveled to 173 Spanish 
and foreign venues. The catalogue has 
been translated into more than seven 
languages.]

2007

ROY LICHTENSTEIN: BEGINNING TO END. 
Texts by Jack Cowart, Juan Antonio 
Ramírez, Ruth Fine, Cassandra Lozano, 
James de Pasquale, Avis Berman and 
Clare Bell. Spanish, French and English 
eds.

Supplementary publication: Roy Fox 
Lichtenstein. PAINTINGS, DRAWINGS  

AND PASTELS, A THESIS. Original text by  
Roy Fox Lichtenstein (1949). Additional 
texts by Jack Cowart and Clare Bell. 
Bilingual ed. (English [facsimile]/
Spanish), translation by Paloma Farré

THE ABSTRACTION OF LANDSCAPE: 
From Northern Romanticism to 
Abstract Expressionism. Texts by 
Werner Hofmann, Hein-Th. Schulze 
Altcappenberg, Barbara Dayer Gallati, 
Robert Rosenblum, Miguel López-Remiro, 
Mark Rothko, Cordula Meier, Dietmar 
Elger, Bernhard Teuber, Olaf Mörke and 
Víctor Andrés Ferretti. Spanish and 
English eds.

Supplementary publication: Sean Scully. 
BODIES OF LIGHT (1998). Bilingual ed. 
(Spanish/English)

❦ EQUIPO CRóNICA. CRóNICAS REALES. 
Texts by Michèle Dalmace, Fernando 
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Marías and Tomás Llorens. Bilingual ed. 
(Spanish/English)   

BEFORE AND AFTER MINIMALISM: A 
Century of Abstract Tendencies in the 
Daimler Chrysler Collection. Virtual 
guide: www.march.es/arte/palma/
anteriores/CatalogoMinimal/index.asp. 
Spanish, Catalan, English and German 
eds. 

2008

MAxImin: Maximum Minimization in 
Contemporary Art. Texts by Renate 
Wiehager, John M. Armleder, Ilya 
Bolotowsky, Daniel Buren, Hanne 
Darboven, Adolf Hölzel, Norbert 
Kricke, Heinz Mack and Friederich 
Vordemberge-Gildewart. Spanish and 
English eds.

TOTAL ENLIGHTENMENT: Conceptual Art 
in Moscow 1960–1990. Texts by Boris 
Groys, Ekaterina Bobrinskaya, Martina 
Weinhart, Dorothea Zwirner, Manuel 
Fontán del Junco, Andrei Monastyrski 
and Ilya Kabakov. Bilingual ed. (Spanish/
English). Published by Hatje Cantz, 
Ostfildern/Fundación Juan March, 
Madrid, 2008

❦ ANDREAS FEININGER: 1906–1999. Texts by 
Andreas Feininger, Thomas Buchsteiner, 
Jean-François Chevrier, Juan Manuel 
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