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Questo saggio esplora l’intersezione di due sogni fondamentali del XX secolo: 
la casa di vetro e la televisione, contestualizzati attraverso una lettura insolita 
della Glass House di Philip Johnson. Costruita nel 1949, la Glass House rappre-
senta l’apice della trasparenza in architettura, radicata nelle visioni utopiche 
di Paul Scheerbart, Bruno Taut e Mies van der Rohe. Il design di Johnson tra-
scende l’architettura tradizionale, presentando la casa come un’immagine, un 
“sogno in forma fisica”, che offre un senso di chiusura pur mettendo in discus-
sione la nozione di apertura. 
Pur evitando le tecnologie mediatiche come la televisione al suo interno, la 
stessa Glass House ha operato come un mezzo di trasmissione, servendo da 
piattaforma per l’immagine pubblica di Johnson e per la sua sperimentazione 
architettonica. Vista metaforicamente come una “zattera”, la casa concilia il 
contenimento spaziale con un senso di distacco fluttuante, riecheggiando l’o-
rizzontalità della Farnsworth House di Mies e creando al contempo un’intima 
connessione con il paesaggio circostante. 
La Glass House riflette anche l’ascesa della televisione come mezzo integrato 
nelle case americane della metà del secolo, sebbene la creazione di Johnson 
resistesse attivamente all’integrazione tecnologica. Diventando un palcosce-
nico per apparizioni mediatiche, mostre e discussioni, la Glass House esem-
plifica una dualità: è sia un laboratorio architettonico che un reality show, 
trasmettendo perpetuamente l’eredità dell’architetto. Questo saggio colloca la 
Glass House al crocevia tra architettura modernista, design, cultura dei media 
e autorappresentazione.

This paper explores the intersection of two pivotal 20th-century dreams: the 
all-glass house and television, contextualized through an unusual reading of 
Philip Johnson’s Glass House. Built in 1949, the Glass House epitomizes the 
culmination of transparency in architecture, rooted in the utopian visions of 
Paul Scheerbart, Bruno Taut, and Mies van der Rohe. Johnson’s design tran-
scends traditional architecture, presenting the house as an image, a “dream 

The Glass House on TV and as TV 
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in physical form,” offering enclosure while challenging notions of openness. 
Despite eschewing media technologies like television within its walls, the 
Glass House itself operated as a broadcast medium, serving as a platform for 
Johnson’s public persona and architectural experimentation. Through its me-
taphorical “raft” design, the house reconciles spatial containment with a sense 
of floating detachment, echoing the horizontality of Mies’s Farnsworth House 
while creating an intimate connection with its landscape. The Glass House also 
parallels the rise of television as a medium embedded in midcentury American 
homes, though Johnson’s creation actively resisted technological integration. 
By becoming a stage for media appearances, exhibitions, and discussions, the 
Glass House exemplifies a duality: it is both an architectural laboratory and a 
reality show, perpetually broadcasting the architect’s legacy. This paper situa-
tes the Glass House at the crossroads of modernist architecture, design, media 
culture, and self-representation.

Two persistent dreams of the twentieth century, that of the all-glass house 
and that of television, were finally realized at around the same time and in 
the same place, the suburbs of America. If experiments with glass and glass 
fantasies had played a dominant role in science fiction and in modern archi-
tecture since the mid-nineteenth century, only by the mid-twentieth century 
was the dream inhabited, in Mies van der Rohe’s Farnsworth House in Piano, 
Illinois, and Philip Johnson’s Glass House in New Canaan, Connecticut. Two 
spacecrafts had landed: the Farnsworth, floating just above the ground like 
a craft coming in to land, and the Glass House, finally resting on the ground, 
down on its solid pad, anchored in place and yet somewhat a “raft,” in 
Johnson’s words, or, one could even say, a flying carpet. What had been expe-
rimented with in drawings, models, writings, and pavilions in fairs had be-
come useful. As Louis Kahn put it in a television program with Philip Johnson: 
“The Glass House is a marvelous building because it stated very elegantly what 
was in the secret recesses of everybody’s mind at the time of its conception. 
It brought out the picture of what modern architecture wanted to be” (Kahn, 
1961). The house as an image, then, a photograph of what everybody had in 
mind, a dream in physical form. The dream of transparency finally inhabited.
The Glass House represented the realization of the century-old dream of a 
transparent house that extended from the science fiction–like quality of Paul 
Scheerbart’s images of glass buildings in an ideal future in his novels and 
in his 1914 collection of aphorisms Glasarchitektur, dedicated to Bruno Taut, 
to Taut’s own Glasshaus (the pavilion for the glass industry in the Werkbund 
exhibition of Cologne of 1914); to Mies van der Rohe and Lily Reich’s Glass 
Room in Stuttgart (1927), German Pavilion at the International Exhibition 
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of Barcelona of 1929, and project for a Glass House on a Hillside (1934); 
to George Fred Keck’s House of Tomorrow and the Crystal House (photo-
graphed with Fuller’s Dymaxion car parked in the garage), both built at the 
1933–34 Century of Progress International Exhibition in Chicago, and so on.
By 1949 this dream of a house defined only by glass walls — or, we could even 
say, the absence of walls — was fully realized in Mies’s and Johnson’s houses. 
But the absence of traditional walls does mean that the inhabitants of glass 
houses are exposed. As a Danish reporter seeing American houses with big 
picture windows put it: “A glass house bespeaks more security than a stone 
house because the owner can afford to dispense with the safety of the stone” 
(“Glass House Permits”, 1949, p. 78). Or as Johnson said of his house in the 
1965 CBS program This Is Philip Johnson, it was “an opportunity to live in the 
woods” (Brockway, 1965). He insisted that “a wall is only an idea on your mind. 
If you have a sense of enclosure you are in a room.” And to the repeated que-
stion of whether his house was a fishbowl that exposed his body to the eyes of 

Fig. 1 – Mies van der Rohe, 
Farnsworth House, Plano, Illinois, 
1945-50. Photograph Hedrich-
Blessing, Chicago. 

Fig. 2 – Philip Johnson, Glass 
House, New Canaan, Connecticut, 
1949. Photograph Alexandres 
Georges, New City, NY.
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others, he answered that in the sixteen years that he had lived in the house, no-
body had come up to glue their face on the glass: “I think it is because people 
are afraid that you are looking at them” (Ibid.). 
The glass house operates both ways, as artists like Dan Graham have been 
exploiting since the 1970s. Johnson didn’t even experience the glass as tran-
sparent but as wallpaper. In another TV program, he says the Glass House 
“works very well for the simple reason that the wallpaper is so handsome. It 
is perhaps a very expensive wallpaper but you have wallpaper that changes 
every five minutes throughout the day and surrounds you with the beautiful 
nature that sometimes — not this year — Connecticut gives us” (Johnson, n.d.).
The glass provides enclosure, containment, rather than openness: 

I built this Glass house shortly after Mies van der Rohe gave us all the model 
with his famous glass house near Chicago. This one came first, so people think 
I’m the original. I’m not. I knew the plans of the Farnsworth House very well.... 
But of course, there are differences.... I wanted to live on the ground. I wanted 
to be contained. I don’t believe in indoor-outdoor architecture. What you want 
is a contained house to cuddle you, to hold you, to hold you near the hearth. 

Fig. 3 - Philip Johnson, Glass 
House, New Canaan, Connecticut, 
1949. Photograph Ezra Stoller.
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You want to get your back up to a fireplace — any Anglo-Saxon does. Maybe the 
Italians don’t care about that, but we do.... So this house is contained. I must ad-
mit the containment is a rather small feature a black band that runs around the 
house — but it keeps the landscape away. It turns the landscape into a kind of 
wallpaper — expensive wallpaper to be sure — but wallpaper, where the sun and 
the moon and the stars make different patterns (Bernier, n.d., pp. 13-15).1

It is this sense of complete envelopment that makes the minimalist statement 
architecture: “If you are in a good piece of architecture you have the feeling 
that you are surrounded” (Ibid.). Rather than dematerialize architecture, the 
glass reinforces its traditional role. “Architecture is how you enclose space. 
That’s why I hate photographs, TV and motion pictures,” Johnson says during 
the same interview (Ibid.). 

Television, too, arrived in the USA at midcentury. Long part of science-fi-
ction fantasies of the future, television was featured at its first public demon-
stration in 1927, prompting Buckminster Fuller to state that his Dymaxion 
House, designed the same year, was organized around a TV communication 
center. The Dymaxion House was equipped with the latest media technolo-
gy (telephone, radio, television, phonograph, dictaphone, loudspeakers, mi-
crophone, and so on), but some of these technologies barely existed in 1927. 
Only in the late 1940s and 1950s was TV widely introduced to the American 

Fig. 4 - Philip Johnson, Glass 
House, New Canaan, Connecticut, 
1949. Photograph Arnold Newman
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public. DuMont and RCA offered their first sets to the public in 1946, and 
between 1948 and 1955 nearly two-thirds of American families purchased 
a television set (Spigel, 1992). In 1950 the most famous of mass-produced 
suburbs, Levittown in Long Island, offered a television set built into the wall 
of its prefabricated Cape Cod house. Television had become part of the archi-
tecture of the American house. 

Johnson’s Glass House, built at the time when most Americans owned a tele-
vision, avoided all media technology. There was not a TV set in sight in any 
of Johnson’s houses, including the Hodgson House of 1951, whose client was 
a CBS executive. In one TV interview, Johnson insisted that the Glass House 
has “no television, no telephone, no gramophone,… no noise of any kind.”2  
No media in a house designed for the media. 
And yet the Glass House itself was operating as a TV set, but not in the ob-
vious sense of the views that the house makes possible. If the postwar subur-
ban house operated as a television set, broadcasting family life through the 
picture window, the Johnson’s Glass House closed itself to the outside, much 
more radically than a stone house could, to become a TV broadcasting studio.
The model was picked up later by authorities on the American house like 
Martha Stewart, who not only uses her own houses as a broadcast studio 
but owns a country estate in Westport, Connecticut, with a series of model 
houses, in the same way that Johnson had his estate with a series of model 
structures built over the years, each of which became an opportunity for bro-
adcast. Each time the Glass House seemed to run out of steam, Johnson built 
a new pavilion, one that renewed the discussion of both the earlier house and 
of himself. “I keep building around the place because I get itchy,” he said. 

Fig. 5 - “A New 3-Bedroom House 
for $25 Down”, “Life Magazine”, 
October 29, 1951. 
Photograph Thomas McAvoy.

Fig. 6 - Publicity photograph for 
Zenith “Stratosphere” (L2894U).
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“Nobody asks me to build funny things, so I do them myself as sort of tests. 
Clients always want something definite with toilets and other unnecessary 
gadgets but I can always build what I like for myself. So about every five or 
six years I build another funny thing” (Bernier, n.d., p. 23). 
The Glass House was built first, in 1949; the brick guesthouse, also of 1949, 
was remodeled in 1953, the pavilion in the lake added in 1962, and “the 
swimming pool, which is an essential part of the composition, wasn’t built 
until 1963. In 1965, I had some pictures I wanted to hang, so I thought, ‘good 
opportunity, we’ll try something funny for a gallery.’ Since I didn’t want to 
build it too close to the Glass House, I put it in a bunker. People thinks it is 
an underground gallery, but it’s not underground at all.... 1970 was the sculp-
ture gallery. I had nothing to build for a long time, and about 1978 I was 
itchy again, the land next door came up for sale, so I kept expanding” (Ivi, 
pp. 24, 41–42). The studio was built in 1980, the Lincoln Kirstein Tower and 
the Ghost House in 1985, and a visitor’s pavilion, Da Monsta, in 1995.
The official story, passed on in architectural scholarship, is that the Glass 
House is Johnson’s laboratory. As Johnson himself put it: “I consider my own 
house not so much as a home (though it is that to me) as a clearing house of 
ideas which can filter down later, through my own work or that of others” 
(Johnson, 1957). What he doesn’t tell you is that the house is a platform for 
him on the media — and not only the professional media of the architectu-
ral journals, but also the popular media of Vogue, Look, House Beautiful, 
Ladies Home Journal, the New York Times Magazine, Newsweek, Business 
Week, House & Garden, Show Magazine, and so on. Johnson also appeared 
with astonishing regularity on TV programs, from the 1951 Car Style Show 
for CBS to his last interview, with Charlie Rose for PBS. The house is almost 
always at the center of these programs, every new construction an opportu-
nity for reviving the fire. 
So what is this house? 
The best descriptions are still those of Johnson. He likens his house to a 
“celestial elevator in which when it snows, you seem to be going up because 
everything is coming down” (Frampton, 1978). It reminds me of experience 
of sitting on a train stopped at a station and feeling that it is moving only to 
realize that it is only the train across the platform that moves, the same fee-
ling in the stomach, the same sense of displacement, except that in the house 
the movement is vertical rather than horizontal as in a train or in a Mies or 
Le Corbusier house, where the framing is relentlessly horizontal. And this is 
precisely the point at which the Glass House, described by Michael Graves as 
more Miesian than Mies, departs from that lineage. 
What is curious about the idea of an elevator is that Johnson also repeatedly 
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noted how much he disliked elevators, how elevators represented the end 
of architecture, the end of the experience of space in movement. Of the 
Seagram Building, for example, he wrote: “Unfortunately, the entire expe-
rience of Seagram’s leads but to the elevator.... That claustrophobic box brin-
gs visual, processional beauty to a complete dead stop. The visitor can only 
be restored, if at all, by looking out of a high window. Elevators are here to 
stay, but one is not forced to love them” (Johnson, 1965). But then in This Is 
Philip Johnson, he theatrically and proudly crosses the lobby of the Seagram 
Building and goes where? Into the elevator, where he repeatedly presses the 
button frenetically while the camera follows him all the way up to his office. 
It seems as if the claustrophobia of the elevator goes away when there is only 
the elevator in the landscape. A free box. A glass elevator with four doors? 
Stay clear. The containing gesture is now exactly what allows the box to 
move. Even the black band going around the glass makes sense now, as if it 
is something to hold on to when the box moves. 
Already in 1947, in his book on Mies accompanying the exhibition at MoMA, 
Johnson had described the Farnsworth House as a “floating self contained 
cage” (Johnson, 1947). And Henry-Russell Hitchcock described it as “beached 
yacht” with no provisions for outer living beyond the very confined space of 
the fly-screened “deck” and the small travertine “dock” below it (Hitchcock, 
1961, p. 66). The idea of floating can already be found in early articles in the 
popular press, as when House & Garden calls the house “a glass shelf that ‘flo-
ats’ in the air” (A Glass Shell That “Floats” in the Air, 1952). Johnson happily 
picked up the same metaphor for his house, describing it as floating on the 
sea, even if he disliked the sea as much as he disliked elevators: “That’s why 
I don’t like the seaside. There’s nothing there, unless it’s a boat. If there’s a 
boat, it’s O.K. In the East River wonderful barges go by. But God keep me from 
the Atlantic Ocean. There are a lot of glass houses that face the ocean, and pe-
ople like them. But I say there’s nothing there” (Bernier, 1986).  
If Mies’s house is a beached yacht, Johnson would rather have his own house 
be at sea. The Glass House, Johnson says, was designed like a “Chinese box”: 

You have a box, then you take the lid off and there’s another one, there’s another 
one, there’s another one. So what we do, we start with a room — but it’s a rather 
large room. It is the landscape from the forest on the road to the forest in the fo-
rest. And from the north to the south it’s the same way. That’s the room. Within 
that room we create a raft of space — the green lawn around you. On the green 
lawn we make another raft, which is the house, separate entirely form the green 
lawn. On this brown lawn, as it where, of the brick floor, we make another lawn: 
the white rug… So the living room is just this raft in the brown sea, or the brown 
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lawn (lets mix metaphors) of the paving. That again is on a green lawn, which 
again is on a forest lawn around. So here [inside] we have the microcosm, and 
that’s [outside] the macrocosm (Bernier, n.d., pp. 16-17).

To experience the house is to move from floating raft to floating raft, each 
one providing a sense of containment. Space is defined by the outer lines of 
these rafts, the lawn, the pavement, the rug.... The Glass house is not a glass 
box but a horizontal surface, a raft, drifting among other rafts and having 
rafts drifting within it. 

Is this horizontal movement contradictory to the idea of the vertical elevator 
or to Johnson’s distaste for glass houses by the seaside? Not at all. Johnson 
accumulates metaphors and repeats them in different combinations. The raft 
lacks direction; it is floating in the sea, not looking at it from an anchored 
position as does the modern house. If the raft is an enclosure, if it provides 
shelter from the sea, which it does, it is in the vertical volume defined by the 
surface of the raft: 

The intimacy of the raft is as great as the intimacy of a closed room. That’s 
what’s hard for older architects, who didn’t have glass, to understand. On the 
ocean, on a raft, boy, you are enclosed. You can’t step out. Well, you can’t step off 
this white carpet either. And it brings you emotionally together so you can have 
a conversation (Ibid.).

Fig. 7 - Mies van der Rohe, 
)DUQVZRUWK�+RXVH�LQ�ᎰRRG�
conditions, 1950-51. 
Credit: Gift of Edward Duckett.
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This evocative idea of the house as a raft had already been launched by 
Arthur Drexler within a month of the house’s completion. In an article in 
Interiors, he describes the site of the house as itself a room with carpets laid 
out within it, the brick platform with the herringbone pattern, and within 
the platform the “sand-colored carpet, like a raft in the ocean, provides safe 
passage for a low couch” (Drexler, 1949). Was Drexler listening to Johnson, 
or was Johnson listening to Drexler? Did Johnson do the same thing with his 
words as he did with the design of the house, picking up ideas from all his cri-
tics? Probably. He was a sponge, soaking up things and refining them, simpli-
fying them, like a TV personality, a journalist reporting on his own life in an 
easily understood language. There is no difference between the reporter and 
the thing being reported on. Johnson was simply a TV program, a reality-TV 
show that ran longer than anybody could have imagined.
The Glass house not only exposed itself along with anyone inside it to the 
passersby, but also broadcast itself out into the world.
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1  Philip Johnson, three-part interview 
by Rosamond Bernier, Camera 3, 
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,VWLWXWR�LWDOLDQR�GL�&XOWXUD��0RQWU«DO��)RQGD]LRQH�9LFR�0DJLVWUHWWL��0LODQR��HFF��'DO�
�����VFULYH�GL�DUFKLWHWWXUD�VXމ�'RPHQLFDފ�GHމ�,O�6ROH����RUHފ�H�VXމ�$UFKL��5LYLVWD�VYL]-
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 8JR�/D�3LHWUD�OLYHV�DQG�ZRUNV�LQ�0LODQ��+H�KDV�DOZD\V�GHVFULEHG�KLPVHOI�DV�Dމ�UHVHDU�
FKHUފ�RI�YLVXDO�DUWV�DQG�FRPPXQLFDWLRQ��+H�KDV�SUHVHQWHG�KLV�UHVHDUFK�WKURXJK�PDQ\�
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8QLYHUVLW¢�,XDY�GL�9HQH]LD��+LV�UHVHDUFK�IRFXVHV�RQ�WKH�SRWHQWLDO�R೛HUHG�E\�WKH�DUFKLYHV�
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GL�0LODQR��+D�FROODERUDWR�FRQ�)LJLQL�H�3ROOLQL�9LWWRULR�*UHJRWWL�HG�(Q]R�0DUL��FRQ�L�
TXDOL�KD�VYLOXSSDWR�OކLQWHUHVVH�SHU�OD�WHRULD�H�ODVWRULD�GHO�SURJHWWR�GކDUFKLWHWWXUD�H�
GL�GHVLJQ��+D�VFULWWR�H�FXUDWR�FLUFD�YHQWL�OLEUL�H�SXEEOLFDWR�ROWUH�WUHFHQWR�DUWLFROL��6X�
LQFDULFR�GHO�0R0$�GL�1HZ�<RUN�KD�UHDOL]]DWR�LO�YROXPH�,WDOLDQ�'HVLJQ��������GHGLFDWR�
DOOD�VH]LRQH�LWDOLDQD�GHOOD�ORUR�FROOH]LRQH��3UHVLGHQWH�GL�$,6�'HVLJQ��������������GDO�
�����ª�GLUHWWRUH�GL�$,6�'HVLJQ��6WRULD�H�ULFHUFKH��FRQ�(��'HOODSLDQD�H�-��6FKQDSS��

 )XOO�SURIHVVRU�RI�+LVWRU\�RI�'HVLJQ�DQG�,QWHULRU�$UFKLWHFWXUH�DW�WKH�0LODQ�3RO\WHFKQLF�
+H�KDV�FROODERUDWHG�ZLWK�)LJLQL�DQG�3ROOLQL��9LWWRULR�*UHJRWWL�DQG�(Q]R�0DUL��ZLWK�
ZKRP�KH�GHYHORSHG�DQ�LQWHUHVW�LQ�WKH�WKHRU\�DQG�KLVWRU\�RI�DUFKLWHFWXUDO�DQG�GHVLJQ�
SURMHFWV��+H�KDV�ZULWWHQ�DQG�HGLWHG�DERXW�WZHQW\�ERRNV�DQG�SXEOLVKHG�RYHU�WKUHH�KXQ�
GUHG�DUWLFOHV��2Q�EHKDOI�RI�WKH�0R0$�LQ�1HZ�<RUN�KH�FUHDWHG�WKH�ERRN�,WDOLDQ�'HVLJQ�
�������GHGLFDWHG�WR�WKH�,WDOLDQ�VHFWLRQ�RI�WKHLU�FROOHFWLRQ��3UHVLGHQW�RI�$,6�'HVLJQ�
�������������IURP������KH�LV�GLUHFWRU�RI�$,6�'HVLJQ��+LVWRU\�DQG�5HVHDUFK��ZLWK�(��
'HOODSLDQD�DQG�-��6FKQDSS�

Beatriz Colomina 

%HDWUL]�&RORPLQD�ª�3URIHVVRUHVVD�RUGLQDULD�H�WLWRODUH�GHOOD�FDWWHGUD�+RZDUG�&URVE\�
%XWOHU�LQ�6WRULD�GHOOކ$UFKLWHWWXUD�SUHVVR�OD�3ULQFHWRQ�8QLYHUVLW\��QRQFK«�IRQGDWULFH�H�
GLUHWWULFH�GHO�SURJUDPPD0މ�HGLD�DQG�0RGHUQLW\ފ�SUHVVR�OD�VWHVVD�LVWLWX]LRQH��6FULYH�H�
FXUD�ULFHUFKH�QHL�FDPSL�GHO�GHVLJQ��GHOOކDUWH��GHOOD�VHVVXDOLW¢�H�GHL�PHGLD��+D�SXEEOLFDWR�
ROWUH�����DUWLFROL�H�LO�VXR�ODYRUR�ª�VWDWR�WUDGRWWR�LQ�SL»�GL����OLQJXH��7UD�L�VXRL�OLEUL�೩JX-
UDQR��6H[XDOLW\�DQG�6SDFH��3ULQFHWRQ�$UFKLWHFWXUDO�3UHVV���������3ULYDF\�DQG�3XEOLFLW\��
0RGHUQ�$UFKLWHFWXUH�DV�0DVV�0HGLD��0,7�3UHVV���������'RPHVWLFLW\�DW�:DU��0,7�3UHVV�H�
$FWDU���������&OLS�6WDPS�)ROG��7KH�5DGLFDO�$UFKLWHFWXUH�RI�/LWWOH�0DJD]LQHV�����ހ;��; 
�$FWDU��������FRQ�&UDLJ�%XFNOH\��0DQLIHVWR�$UFKLWHFWXUH��7KH�*KRVW�RI�0LHV (SteUQEHUJ��
�������7KH�&HQWXU\�RI�WKH�%HG��9HUODJ�I¾U�0RGHUQH�.XQVW���������$UH�:H�+XPDQ"�
1RWHV�RQ�DQ�$UFKDHRORJ\�RI�'HVLJQ��/DUV�0¾OOHU��������FRQ�0DUN�:LJOH\��;�5D\�
Architecture��/DUV�0¾OOHU��������H�5DGLFDO�3HGDJRJLHV��0,7�3UHVV��������� 
+D�FXUDWR�GLYHUVH�PRVWUH��WUD�FXL��\3OD\ERމ�������ހ������ފOLS�6WDPS�)ROG&މ�
$UFKLWHFWXUHފ��5މ�������ހ����DGLFDO�3HGDJRJLHVފ��މ�������ހ����/LTXLG�/D�+DEDQDފ�
���1HO������ª�VWDWD�&KLHI�������ފ6LFN�$UFKLWHFWXUHމ��H�������ފ7KH������%HGމ��������
&XUDWRU��LQVLHPH�D�0DUN�:LJOH\��GHOOD��UG�,VWDQEXO�'HVLJQ�%LHQQLDO��1HO������KD�ULFH-
YXWR�XQ�GRWWRUDWR�KRQRULV�FDXVD�GDO�.7+�5R\DO�,QVWLWXWH�RI�7HFKQRORJ\�GL�6WRFFROPD�
H��QHO�������KD�RWWHQXWR�Oކ$GD�/RXLVH�+X[WDEOH�3UL]H�SHU�LO�VXR�FRQWULEXWR�DO�FDPSR�
GHOOކDUFKLWHWWXUD�

 
%HDWUL]�&RORPLQD�LV�D�IXOO�SURIHVVRU�KROGLQJ�WKH�+RZDUG�&URVE\�%XWOHU�&KDLU�LQ�WKH�
+LVWRU\�RI�$UFKLWHFWXUH�DW�3ULQFHWRQ�8QLYHUVLW\�DQG�WKH�IRXQGHU�DQG�GLUHFWRU�RI�WKH�
0HGLD�DQG�0RGHUQLW\�SURJUDP�DW�WKH�VDPH�LQVWLWXWLRQ��6KH�ZULWHV�DQG�FXUDWHV�LQ�WKH�
೜HOGV�RI�GHVLJQ��DUW��VH[XDOLW\��DQG�PHGLD�� 
6KH�KDV�SXEOLVKHG�RYHU�����DUWLFOHV��DQG�KHU�ZRUN�KDV�EHHQ�WUDQVODWHG�LQWR�PRUH�WKDQ�
���ODQJXDJHV��$PRQJ�KHU�ERRNV�DUH��6H[XDOLW\�DQG�6SDFH��3ULQFHWRQ�$UFKLWHFWXUDO�
3UHVV���������3ULYDF\�DQG�3XEOLFLW\��0RGHUQ�$UFKLWHFWXUH�DV�0DVV�0HGLD��0,7�3UHVV��
�������'RPHVWLFLW\�DW�:DU��0,7�3UHVV�DQG�$FWDU���������&OLS�6WDPS�)ROG��7KH�5DGLFDO�
$UFKLWHFWXUH�RI�/LWWOH�0DJD]LQHV�����ހ;��;��$FWDU��������ZLWK�&UDLJ�%XFNOH\��0DQLIHVWR�
$UFKLWHFWXUH��7KH�*KRVW�RI�0LHV��6WHUQEHUJ���������7KH�&HQWXU\�RI�WKH�%HG��9HUODJ�I¾U�
0RGHUQH�.XQVW���������$UH�:H�+XPDQ"�1RWHV�RQ�DQ�$UFKDHRORJ\�RI�'HVLJQ��/DUV�0¾OOHU��
������ZLWK�0DUN�:LJOH\��;�5D\�$UFKLWHFWXUH��/DUV�0¾OOHU���������DQG�5DGLFDO�3HGDJRJLHV�
�0,7�3UHVV�������� 
6KH�KDV�FXUDWHG�VHYHUDO�H[KLELWLRQV��LQFOXGLQJ��&OLS�6WDPS�)ROG����3�����ހ����OD\ER\�
$UFKLWHFWXUH����5�����ހ����DGLFDO�3HGDJRJLHV��ހ�����������/LTXLG�/D�+DEDQD���������7KH�
�����%HG���������DQG�6LFN�$UFKLWHFWXUH���������,Q�������VKH�ZDV�WKH�&KLHI�&XUDWRU��DORQJ�
ZLWK�0DUN�:LJOH\��RI�WKH��UG�,VWDQEXO�'HVLJQ�%LHQQLDO��,Q�������VKH�ZDV�DZDUGHG�DQ�KRQR�
UDU\�GRFWRUDWH�E\�WKH�.7+�5R\DO�,QVWLWXWH�RI�7HFKQRORJ\�LQ�6WRFNKROP��DQG�LQ�������VKH�
UHFHLYHG�WKH�$GD�/RXLVH�+X[WDEOH�3UL]H�IRU�KHU�FRQWULEXWLRQV�WR�WKH�೜HOG�RI�DUFKLWHFWXUH�

Mark Wigley 

0DUN�:LJOH\�ª�3URIHVVRU�RI�$UFKLWHFWXUH e 'HDQ�(PHULWXV�GHOOD�*UDGXDWH�6FKRRO�RI�
$UFKLWHFWXUH��3ODQQLQJ�DQG�3UHVHUYDWLRQ��*6$33��SUHVVR�OD�&ROXPELD�8QLYHUVLW\��
6WRULFR��WHRULFR�H�FULWLFR��HVSORUD�OކLQWHUVH]LRQH�WUD�DUFKLWHWWXUD��DUWH��೩ORVR೩D��
FXOWXUD�H�WHFQRORJLD��+D�FRQVHJXLWR�VLD�OD�ODXUHD�LQ�$UFKLWHWWXUD��������VLD�LO�GRWWRUDWR�
GL�ULFHUFD��������SUHVVR�O8ކQLYHUVLW¢�GL�$XFNODQG��LQ�1XRYD�=HODQGD��7UD�L�VXRL�OLEUL�
೩JXUDQR�.RQUDG�:DFKVPDQQކV�7HOHYLVLRQ��3RVW�$UFKLWHFWXUDO�7UDQVPLVVLRQV��6WHUQEHUJ�
3UHVV���������3DVVLQJ�7KURXJK�$UFKLWHFWXUH��7KH����<HDUV�RI�*RUGRQ�0DWWD�&ODUN 
�3RZHU�6WDWLRQ�RI�$UW���������&XWWLQJ�0DWWD�&ODUN��7KH�$QDUFKLWHFWXUH�,QYHVWLJDWLRQ 
�/DUV�0¾OOHU���������$UH�:H�+XPDQ"�1RWHV�RQ�DQ�$UFKDHRORJ\�RI�'HVLJQ��FRQ�%HDWUL]�
&RORPLQD��/DUV�0¾OOHU���������%XFNPLQVWHU�)XOOHU�,QF���$UFKLWHFWXUH�LQ�WKH�$JH�RI�
5DGLR��/DUV�0¾OOHU���������&DVD�GD�0¼VLFD���3RUWR��FRQ�5HP�.RROKDDV��)XQGD©¥R�

&DVD�GD�0¼VLFD���������&RQVWDQWކV�1HZ�%DE\ORQ��7KH�+\SHU�$UFKLWHFWXUH�RI�'HVLUH 
�����3XEOLVKHUV���������:KLWH�:DOOV��'HVLJQHU�'UHVVHV��7KH�)DVKLRQLQJ�RI�0RGHUQ�
Architecture��0,7�3UHVV���������'HUULGDކV�+DXQW��7KH�$UFKLWHFWXUH�RI�'HFRQVWUXFWLRQ 
�0,7�3UHVV��������H�'HFRQVWUXFWLYLVW�$UFKLWHFWXUH��FRQ�3KLOLS�-RKQVRQ��0R0$����������
+D�FXUDWR�PRVWUH�SUHVVR�LO�0XVHXP�RI�0RGHUQ�$UW��7KH�'UDZLQJ�&HQWHU��OD�&ROXPELD�
8QLYHUVLW\��LO�:LWWH�GH�:LWK�&HQWHU�IRU�&RQWHPSRUDU\�$UW��+HW�1LHXZH�,QVWLWXXW��LO�
&DQDGLDQ�&HQWUH�IRU�$UFKLWHFWXUH�H�OD�3RZHU�6WDWLRQ�RI�$UW����VWDWR�FR�FXUDWRUH�GHOOD�
�UG�,VWDQEXO�'HVLJQ�%LHQQLDO�QHO������FRQ�%HDWUL]�&RORPLQD��FXUDWRUH�GL7މ�KH�+XPDQ�
,QVHFW��$QWHQQDVފ�����������SUHVVR�+HW�1LHXZH�,QVWLWXXW�D�5RWWHUGDP�QHO������H��
SL»�UHFHQWHPHQWH��GL3މ�DVVLQJ�7KURXJK�$UFKLWHFWXUH��7KH����<HDUV�RI�*RUGRQ�0DWWD�
&ODUNފ�SUHVVR�OD�3RZHU�6WDWLRQ�RI�$UW�GL�6KDQJKDL������������

 0DUN�:LJOH\�LV�3URIHVVRU�RI�$UFKLWHFWXUH�DQG�'HDQ�(PHULWXV�RI�WKH�*UDGXDWH�6FKRRO�
RI�$UFKLWHFWXUH��3ODQQLQJ�DQG�3UHVHUYDWLRQ��*6$33��DW�&ROXPELD�8QLYHUVLW\��+H�LV�D�
KLVWRULDQ��WKHRULVW��DQG�FULWLF�ZKR�H[SORUHV�WKH�LQWHUVHFWLRQ�RI�DUFKLWHFWXUH��DUW��SKLOR�
VRSK\��FXOWXUH��DQG�WHFKQRORJ\��+H�UHFHLYHG�ERWK�KLV�%DFKHORU�RI�$UFKLWHFWXUH��������
DQG�KLV�3K�'���������IURP�WKH�8QLYHUVLW\�RI�$XFNODQG��1HZ�=HDODQG�� 
+LV�ERRNV�LQFOXGH�.RQUDG�:DFKVPDQQކV�7HOHYLVLRQ��3RVW�$UFKLWHFWXUDO�7UDQVPLVVLRQV�
�6WHUQEHUJ�3UHVV���������3DVVLQJ�7KURXJK�$UFKLWHFWXUH��7KH����<HDUV�RI�*RUGRQ�
0DWWD�&ODUN��3RZHU�6WDWLRQ�RI�$UW���������&XWWLQJ�0DWWD�&ODUN��7KH�$QDUFKLWHFWXUH�
,QYHVWLJDWLRQ��/DUV�0¾OOHU���������$UH�:H�+XPDQ"�1RWHV�RQ�DQ�$UFKDHRORJ\�RI�'HVLJQ 

�ZLWK�%HDWUL]�&RORPLQD��/DUV�0¾OOHU���������%XFNPLQVWHU�)XOOHU�,QF���$UFKLWHFWXUH�
LQ�WKH�$JH�RI�5DGLR��/DUV�0¾OOHU���������&DVD�GD�0¼VLFD���3RUWR��ZLWK�5HP�.RROKDDV��
)XQGD©¥R�&DVD�GD�0¼VLFD���������&RQVWDQWކV�1HZ�%DE\ORQ��7KH�+\SHU�$UFKLWHFWXUH�
RI�'HVLUH������3XEOLVKHUV���������:KLWH�:DOOV��'HVLJQHU�'UHVVHV��7KH�)DVKLRQLQJ�
RI�0RGHUQ�$UFKLWHFWXUH��0,7�3UHVV���������'HUULGDކV�+DXQW��7KH�$UFKLWHFWXUH�RI�
'HFRQVWUXFWLRQ��0,7�3UHVV���������DQG�'HFRQVWUXFWLYLVW�$UFKLWHFWXUH��ZLWK�3KLOLS�
-RKQVRQ��0R0$��������� 
+H�KDV�FXUDWHG�H[KLELWLRQV�DW�WKH�0XVHXP�RI�0RGHUQ�$UW��7KH�'UDZLQJ�&HQWHU��
&ROXPELD�8QLYHUVLW\��:LWWH�GH�:LWK�&HQWHU�IRU�&RQWHPSRUDU\�$UW��+HW�1LHXZH�
,QVWLWXXW��WKH�&DQDGLDQ�&HQWUH�IRU�$UFKLWHFWXUH��DQG�WKH�3RZHU�6WDWLRQ�RI�$UW��+H�ZDV�
WKH�FR�FXUDWRU�RI�WKH��UG�,VWDQEXO�'HVLJQ�%LHQQLDO�LQ������ZLWK�%HDWUL]�&RORPLQD��
WKH�FXUDWRU�RI7މ�KH�+XPDQ�,QVHFW��$QWHQQDVފ�����������DW�+HW�1LHXZ�,QVWLWXXW��
5RWWHUGDP�LQ������DQG�PRVW�UHFHQWO\3މ�DVVLQJ�7KURXJK�$UFKLWHFWXUH��7KH����<HDUV�RI�
*RUGRQ�0DWWD�&ODUNފ�DW�WKH�3RZHU�6WDWLRQ�RI�$UW��6KDQJKDL�����������ހ

Marco Manfra 
0DUFR�0DQIUD��GHVLJQHU�VLVWHPLFR��ODXUHDWR�PDJLVWUDOH�SUHVVR�LO�3ROLWHFQLFR�GL�
7RULQR��VYROJH�DWWLYLW¢�GL�ULFHUFD�SUHYDOHQWHPHQWH�VX�WHPL�GL�DPELWR�WHRULFR�FUL-
WLFR�UHODWLYL�DOOD�FXOWXUD�GHO�SURJHWWR�H�VXO�GHVLJQ�SHU�OD�VRVWHQLELOLW¢�VRFLDOH�H�
DPELHQWDOH��*L¢�FXOWRUH�GHOOD�PDWHULD�H�ERUVLVWD�GL�ULFHUFD�SUHVVR�O8ކQLYHUVLW¢�GHJOL�
6WXGL�GL�)HUUDUD��DWWXDOPHQWH�ª�3K'�FDQGLGDWH�LQމ�$UFKLWHFWXUH��'HVLJQ��3ODQQLQJފ�
SUHVVR�O8ކQLYHUVLW¢�GL�&DPHULQR����VWDWR�9LVLWLQJ�3K'�F��SUHVVR�ODމ�)DFXOGDGH�GH�
$UTXLWHWXUD�GD�8QLYHUVLGDGH�GH�/LVERDފ��3RUWRJDOOR���'DO������ª�GRFHQWH�GHO�FRUVR�
�HVLJQ'މ��QHO�0DVWHU�GL�,�H�,,�OLYHOOR�LQފPSUHVD�VRVWHQLELOH,ކ3URFHVVL�GHO�GHVLJQ�SHU�Oމ
GHOOD�&RPXQLFD]LRQH�SHU�Oކ,PSUHVDފ�GHOO8ކQLYHUVLW¢�GHJOL�6WXGL�GL�)HUUDUD��7LHQH�FRQ�
FRQWLQXLW¢�OH]LRQL��VHPLQDUL�H�LQVHJQDPHQWL�LQ�YDULH�LVWLWX]LRQL�SXEEOLFKH�H�SULYDWH����
DXWRUH�GL�QXPHURVL�VDJJL�VFLHQWL೩FL��SXEEOLFDWL�VX�ULYLVWH�GކDUHD�H�LQ�DWWL�GL�FRQYHJQR�
QD]LRQDOL�H�LQWHUQD]LRQDOL�

 
 0DUFR�0DQIUD��V\VWHPLF�GHVLJQHU��KROGV�D�PDVWHUކV�GHJUHH�IURP�WKH�3RO\WHFKQLF�
8QLYHUVLW\�RI�7XULQ��+LV�UHVHDUFK�DFWLYLWLHV�IRFXV�RQ�WKHRUHWLFDO�DQG�FULWLFDO�LVVXHV�UHODWHG�
WR�SURMHFW�FXOWXUH�DQG�GHVLJQ�IRU�VRFLDO�DQG�HQYLURQPHQWDO�VXVWDLQDELOLW\��)RUPHUO\�D�VFKR�
ODU�DW�WKH�8QLYHUVLW\�RI�)HUUDUD��KH�LV�FXUUHQWO\�3K'�FDQGLGDWH�LQމ�$UFKLWHFWXUH��'HVLJQ��
3ODQQLQJފ�DW�WKH�8QLYHUVLW\�RI�&DPHULQR��+H�ZDV�9LVLWLQJ�3K'�F��DW�WKHމ�)DFXOGDGH�GH�
$UTXLWHWXUD�GD�8QLYHUVLGDGH�GH�/LVERDފ��3RUWXJDO���6LQFH�������KH�KDV�EHHQ�WHDFKHU�RI�WKH�
FRXUVHމ�'HVLJQ�3URFHVVHV�IRU�6XVWDLQDEOH�(QWHUSULVHފ�LQ�WKH��VW�DQG��QG�/HYHO�0DVWHUކV�
'HJUHH�&RXUVH�LQމ�&RPPXQLFDWLRQ�'HVLJQ�IRU�(QWHUSULVHފ�DW�WKH�8QLYHUVLW\�RI�)HUUDUD��+H�
UHJXODUO\�JLYHV�OHFWXUHV��VHPLQDUV�DQG�WHDFKHV�DW�YDULRXV�SXEOLF�DQG�SULYDWH�LQVWLWXWLRQV��
$GGLWLRQDOO\��KH�LV�WKH�DXWKRU�RI�DQ�H[WHQVLYH�ERG\�RI�VFKRODUO\�ZRUN��LQFOXGLQJ�HVVD\V�
SXEOLVKHG�LQ�SHHU�UHYLHZHG�MRXUQDOV�DQG�FRQIHUHQFH�SURFHHGLQJV�

Grazia Quercia

 *UD]LD�4XHUFLD�ª�GRWWRUHVVD�GL�ULFHUFD�LQ�&RPXQLFD]LRQH��5LFHUFD�6RFLDOH�H�0DUNHWLQJ�
FRQ�LQGLUL]]R�&RPXQLFD]LRQH��,�VXRL�LQWHUHVVL�GL�ULFHUFD�VL�ULYROJRQR�DL�PHGLD�VWXGLHV��
OH�LQGXVWULH�FXOWXUDOL�H�FUHDWLYH��OކHFRORJLD�GHL�PHGLD��LO�GHVLJQ�WUDQVPHGLDOH��OD�
FXOWXUD�SDUWHFLSDWLYD��OD�QDUUD]LRQH�VHULDOH�H�JOL�VWXGL�GL�JHQHUH��3HU�6DSLHQ]D�ª�VWDWD�
FROODERUDWULFH�GL�ULFHUFD�SHU�LO�SURJHWWR7މ�KH�6RFLDO�(೨HFWV�RI�)DNH�1HZVފ��ROWUH�DG�
DYHU�ULFHYXWR�LQFDULFKL�GL�ULFHUFD�VRFLDOH�GD�HQWL�SULYDWL��$WWXDOPHQWH�ª�3URIHVVRUH�D�
FRQWUDWWR�GHOމ�/DERUDWRULR�GL�'HVLJQ�7UDQVPHGLDOHފ�QHOOކDPELWR�GHO�&RUVR�GL�ODXUHD�LQ�
6FLHQ]H�GHOOD�&RPXQLFD]LRQH�H�0HGLD�'LJLWDOL�SUHVVR�O8ކQLYHUVLW¢�*XJOLHOPR�0DUFRQL��
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��PHPEUR�GHO�FRPLWDWR�HGLWRULDOH�GHOOD�FROODQD7މ�UDQVPHGLDފ�GL�$UPDQGR�(GLWRUH��
7LHQH�OH]LRQL�WHPDWLFKH�H�VHPLQDUL�SUHVVR�YDUL�DWHQHL��ROWUH�D�SDUWHFLSDUH�D�FRQYHJQL�
GL�VHWWRUH�QD]LRQDOL�H�LQWHUQD]LRQDOL����DXWULFH�GL�VDJJL�H�FDSLWROL�GL�OLEUL�LQ�DUHD�VRFLR-
ORJLFD�GHL�SURFHVVL�FXOWXUDOL�H�FRPXQLFDWLYL�

 *UD]LD�4XHUFLD�KDV�D�3K'�LQ�&RPPXQLFDWLRQ��6RFLDO�5HVHDUFK�DQG�0DUNHWLQJ�ZLWK�D�
IRFXV�RQ�&RPPXQLFDWLRQ��+HU�UHVHDUFK�IRFXVHV�RQ�PHGLD�VWXGLHV��FXOWXUDO�DQG�FUHDWLYH�
LQGXVWULHV��PHGLD�HFRORJ\��WUDQVPHGLD�GHVLJQ��SDUWLFLSDWRU\�FXOWXUH��VHULDO�QDUUDWLYHV�
DQG�JHQGHU�VWXGLHV��6KH�KDV�FDUULHG�RXW�VRFLDO�UHVHDUFK�IRU�SULYDWH�LQVWLWXWLRQV�DQG�
ZDV�D�UHVHDUFKHU�IRU�6DSLHQ]D�RQ�WKH�SURMHFW7މ�KH�6RFLDO�(೛HFWV�RI�)DNH�1HZV��6ފKH�
LV�FXUUHQWO\�DQ�DGMXQFW�SURIHVVRU�RI�WKH�7UDQVPHGLD�'HVLJQ�/DERUDWRU\��SDUW�RI�WKH�
&RPPXQLFDWLRQ�6FLHQFHV�DQG�'LJLWDO�0HGLD�GHJUHH�FRXUVH�DW�*XJOLHOPR�0DUFRQL�
8QLYHUVLW\��6KH�LV�D�PHPEHU�RI�WKH�HGLWRULDO�ERDUG�RI�$UPDQGR�(GLWRUHކV7މ�UDQVPHGLDފ�
VHULHV��6KH�JLYHV�WKHPDWLF�OHFWXUHV�DQG�VHPLQDUV�DW�YDULRXV�XQLYHUVLWLHV�DQG�SDUWLFL�
SDWHV�LQ�QDWLRQDO�DQG�LQWHUQDWLRQDO�FRQIHUHQFHV��6KH�LV�WKH�DXWKRU�RI�HVVD\V�DQG�ERRN�
FKDSWHUV�LQ�WKH�VRFLRORJLFDO�೜HOG�RI�FXOWXUDO�DQG�FRPPXQLFDWLRQ�SURFHVVHV�

Federica Dal Falco

� $UFKLWHWWR�H�3K'�LQ�7HFQRORJLH�GHOOކDUFKLWHWWXUD��ª�SURIHVVRUH�RUGLQDULR�GL�'HVLJQ�
SUHVVR�6DSLHQ]D�8QLYHUVLW¢�GL�5RPD�H�'LUHWWRUH�GHO�0DVWHU�([KLELW�'HVLJQމ�&HFLOLD�
&HFFKLQLފ��/H�SULQFLSDOL�OLQHH�GL�ULFHUFD�VYLOXSSDWH�QHOOކDUFR�GHOOD�VXD�DWWLYLW¢�VFLHQ-
WL೩FD�ULJXDUGDQR�VWXGL�VXOOކDUFKLWHWWXUD�H�LO�GHVLJQ�GHO�1RYHFHQWR��VXOOކHYROX]LRQH�
GHJOL�DUWHIDWWL��VXO�GHVLJQ�SHU�OR�VSD]LR�SXEEOLFR��VXOOD�FRPXQLFD]LRQH�PXOWLPHGLD-
OH�GHO�&XOWXUDO�+HULWDJH��*XHVW�,QYHVWLJDWRU�&,(%$�)%$8/��)DFXOGDGH�GH�%HODV�
$UWHV�8QLYHUVLGDGH�GH�/LVERD���ª�DFFDGHPLFR�GHOOD�1DWLRQDO�$FDGHP\�RI�'HVLJQ�
�)HGHUD]LRQH�5XVVD���'DO�������KD�SXEEOLFDWR�SL»�GL�FHQWR�ODYRUL�WUD�OLEUL��DUWLFROL�VX�
ULYLVWH�LQ�FODVVH�$��VDJJL�H�FXUDWHOH��'XH�YROXPL�H�XQ�GRFXPHQWDULR�VRQR�VWDWL�VHOH]LR-
QDWL�SHU�Oކ$',�'HVLJQ�,QGH[��������������������ULFHYHQGR�LO�3UHPLR�(FFHOOHQ]H�'HVLJQ�
GHO�/D]LR�FRQ�GLULWWR�GL�SDUWHFLSD]LRQH�DO�3UHPLR�&RPSDVVR�GކRUR�

 $UFKLWHFW�DQG�3K'�LQ�$UFKLWHFWXUDO�7HFKQRORJLHV��VKH�LV�D�IXOO�SURIHVVRU�RI�'HVLJQ�DW�
WKH�6DSLHQ]D�8QLYHUVLW\�RI�5RPH�DQG�'LUHFWRU�RI�WKH�0DVWHU�([KLELW�'HVLJQމ�&HFLOLD�
&HFFKLQL��7ފKH�PDLQ�OLQHV�RI�UHVHDUFK�GHYHORSHG�GXULQJ�KHU�VFLHQWL೜F�DFWLYLW\�DUH�VWX�
GLHV�RQ�WKH�DUFKLWHFWXUH�DQG�GHVLJQ�RI�WKH�WZHQWLHWK�FHQWXU\��WKH�HYROXWLRQ�RI�DUWHIDFWV��
WKH�GHVLJQ�IRU�SXEOLF�VSDFH��RQ�PXOWLPHGLD�FRPPXQLFDWLRQ�RI�FXOWXUDO�KHULWDJH��*XHVW�
,QYHVWLJDWRU�&,(%$�)%$8/��)DFXOGDGH�GH�%HODV�$UWHV�8QLYHUVLGDGH�GH�/LVERD��LV�DQ�
DFDGHPLF�RI�WKH�1DWLRQDO�$FDGHP\�RI�'HVLJQ��5XVVLDQ�)HGHUDWLRQ���6LQFH�������KH�KDV�
SXEOLVKHG�RYHU�D�KXQGUHG�ZRUNV��LQFOXGLQJ�ERRNV��DUWLFOHV�LQ�$�FODVV�MRXUQDOV��HVVD\V�
DQG�FXUDWRUVKLSV��7ZR�YROXPHV�DQG�D�GRFXPHQWDU\�ZHUH�VHOHFWHG�IRU�WKH�$',�'HVLJQ�
,QGH[���������������������UHFHLYLQJ�WKH�3UHPLR�(FFHOOHQ]H�'HVLJQ�GHO�/D]LR�ZLWK�SDUWL�
FLSDWLRQ�ULJKW�WR�WKH�&RPSDVVR�GކRUR�$ZDUG�

5DLVVD�'8ކ౗L]L

� 3K'�LQ�'HVLJQ�H�GRFHQWH�D�FRQWUDWWR�GHL�FRUVL7މ�HRULD�H�6WRULD�GHO�'HVLJQފ�Hމ�+LVWRU\�
RI�9LVXDO�&RPPXQLFDWLRQ�'HVLJQފ�SUHVVR�O8ކQLYHUVLW¢�GL�5RPDމ�/D�6DSLHQ]Dފ����
LPSHJQDWD�LQ�SURJHWWL�GL�ULFHUFD�VX�WHPL�GHOOD�VWRULD�GHO�GHVLJQ�H�GHOOD�FRPXQLFD]LRQH�
YLVLYD�LWDOLDQD��PHWWHQGR�D�IXRFR�LO�UXROR�GHOOD�JUD೩FD�QHL�SURFHVVL�GL�SURPR]LRQH�
SXEEOLFLWDULD�H�GLYXOJD]LRQH�FXOWXUDOH��WUD�OH�SXEEOLFD]LRQL�SL»�UHFHQWL�-D�PHGLD]LR/މ�
QH�GHJOL�RJJHWWL�GL�GHVLJQ�SHU�OD�FDVD�QHOOH�ULYLVWH�GL�SURJHWWR��/LQJXDJJL�H�VWUDWHJLH�
YLVLYH�QHOOD�FRPXQLFD]LRQH�GHL�QXRYL�SURGRWWL�LQGXVWULDOL����������URP(މ���������ފ���
,WDO\��ZLWK�ORYH�DQG�VSOHQGRUފ��,O�GHVLJQ�LWDOLDQR�H�OH�ULYLVWH�GL�SURJHWWR�DPHULFDQH�WUD�
JOL�DQQL�&LQTXDQWD�H�6HWWDQWDފ��މ�������'HQWUR�OކRJJHWWRފ��$OGR�%DOOR�SHU�LO�FDWDORJR�
GL�,WDO\��7KH�1HZ�'RPHVWLF�/DQGVFDSH��������H�0HPRULHV�RI�,WDOLDQ�*UDSKLF�'HVLJQ�
+LVWRU\��������

 3K'�LQ�'HVLJQ�DQG�FRQWUDFW�OHFWXUHU�RQ�WKH�FRXUVHV7މ�KHRU\�DQG�+LVWRU\�RI�'HVLJQފ�DQG�
��ފD�6DSLHQ]D/މ��DW�WKH�8QLYHUVLW\�RI�5RPHފLVWRU\�RI�9LVXDO�&RPPXQLFDWLRQ�'HVLJQ+މ
6KH�LV�HQJDJHG�LQ�UHVHDUFK�SURMHFWV�RQ�WKH�KLVWRU\�RI�GHVLJQ�DQG�,WDOLDQ�YLVXDO�FRPPX�
QLFDWLRQ��IRFXVLQJ�RQ�WKH�UROH�RI�JUDSKLFV�LQ�DGYHUWLVLQJ�SURPRWLRQ�DQG�FXOWXUDO�GLVVH�
PLQDWLRQ��DPRQJ�WKH�PRVW�UHFHQW�SXEOLFDWLRQV��7KH�PHGLDWLRQ�RI�GHVLJQ�REMHFWV�IRUމ�
WKH�KRPH�LQ�SURMHFW�PDJD]LQHV��9LVXDO�ODQJXDJHV�DQG�VWUDWHJLHV�LQ�WKH�FRPPXQLFDWLRQ�
RI�QHZ�LQGXVWULDO�SURGXFWV�����������ފURP�,WDO\��ZLWK�ORYH�DQG�VSOHQGRU(މ���������ފ���
,WDOLDQ�GHVLJQ�DQG�WKH�$PHULFDQ�GHVLJQ�PDJD]LQHV�EHWZHHQ�WKH�೜IWLHV�DQG�VHYHQWLHVފ�
�7�\OGR�%DOOR�IRU�WKH�FDWDORJXH�RI�,WDO$��ފQVLGH�WKH�REMHFW,މ��������KH�1HZ�'RPHVWLF�
/DQGVFDSH��������DQG�0HPRULHV�RI�,WDOLDQ�*UDSKLF�'HVLJQ�+LVWRU\��������

Ludovica Polo

� 'RWWRUDQGD�LQ�6FLHQ]H�GHO�'HVLJQ�DOO8ކQLYHUVLW¢�,XDY�GL�9HQH]LD��FRQ�XQD�ULFHUFD�VXL�
PDWHULDOL�SURPR]LRQDOL�SURGRWWL�GDOOH�IRQGHULH�WLSRJUD೩FKH�HXURSHH�GDO�GRSRJXHUUD�
D�೩QH�DQQL����6ޅ�L�ª�ODXUHDWD�LQ�'HVLJQ�GHOOD�FRPXQLFD]LRQH�DO�3ROLWHFQLFR�GL�0LODQR�
RWWHQHQGR�DQFKH�XQD�GRSSLD�ODXUHD�FRQ�LO�3ROLWHFQLFR�GL�7RULQR�JUD]LH�D�XQ�SURJHWWR�
GL�ULFHUFD�VXOOH�IRQW�YDULDELOL��,�VXRL�SULQFLSDOL�LQWHUHVVL�GL�ULFHUFD�ULJXDUGDQR�OD�VWRULD�
GHOOH�FRPXQLFD]LRQL�YLVLYH��OD�WLSRJUD೩D�H�OH�LQWHUVH]LRQL�IUD�DUWH��SURJHWWD]LRQH�H�
WHFQRORJLD��3DUDOOHODPHQWH�DOOH�DWWLYLW¢�GLGDWWLFKH�H�GL�ULFHUFD��ODYRUD�FRPH�YLVXDO�
GHVLJQHU��FRQ�XQ�IRFXV�VXOOD�JUD೩FD�SHU�OD�FXOWXUD�

 3K'�VWXGHQW�LQ�'HVLJQ�6FLHQFHV�DW�WKH�,XDY�8QLYHUVLW\�RI�9HQLFH��ZLWK�D�UHVHDUFK�RQ�WKH�
SURPRWLRQDO�PDWHULDOV�SURGXFHG�E\�(XURSHDQ�SULQWLQJ�IRXQGULHV�IURP�WKH�SRVW�ZDU�SH�
ULRG�WR�WKH�HQG�RI�WKH�����V��6KH�JUDGXDWHG�LQ�&RPPXQLFDWLRQ�'HVLJQ�DW�WKH�3ROLWHFQLFR�
GL�0LODQR�DQG�DOVR�REWDLQHG�D�GRXEOH�GHJUHH�DW�WKH�3ROLWHFQLFR�GL�7RULQR�WKDQNV�WR�D�
UHVHDUFK�SURMHFW�RQ�YDULDEOH�IRQWV��+HU�PDLQ�UHVHDUFK�LQWHUHVWV�DUH�LQ�WKH�KLVWRU\�RI�
YLVXDO�FRPPXQLFDWLRQV��7\SRJUDSK\�DQG�WKH�LQWHUVHFWLRQV�EHWZHHQ�DUW��GHVLJQ�DQG�
WHFKQRORJ\��,Q�SDUDOOHO�WR�KLV�WHDFKLQJ�DQG�UHVHDUFK�DFWLYLWLHV��VKH�ZRUNV�DV�D�YLVXDO�
GHVLJQHU��ZLWK�D�IRFXV�RQ�JUDSKLFV�IRU�FXOWXUH�

Vincenzo Maselli

� 3K'�LQ�'HVLJQ��9LQFHQ]R�0DVHOOL�ª�PRWLRQ�GHVLJQHU�H�ULFHUFDWRUH�LQ�'HVLJQ�GHOOD�
FRPXQLFD]LRQH�YLVLYD�H�PXOWLPHGLDOH�SUHVVR�O8ކQLYHUVLW¢�GL�5RPD�6DSLHQ]D��/D�VXD�UL-
FHUFD�LQGDJD�L�OLQJXDJJL�GHO�PRWLRQ�GHVLJQ�H�OH�TXDOLW¢�PDWHULFKH�GHL�SXSSHWV�DQLPDWL�
LQ�VWRS�PRWLRQ��+D�HVSORUDWR�TXHVWL�WHPL�LQ�YDULH�SXEEOLFD]LRQL��WUD�FXL�OH�PRQRJUD೩H�
'HVLJQ�0RYLQJ�,PDJHV���������$QDWRP\�RI�D�SXSSHW��'HVLJQ�GULYHQ�FDWHJRULHV�IRU�
DQLPDWHG�SXSSHWVކ�VNLQ���������H�OކDUWLFROR�3HUIRUPDQFH�RI�3XSSHWV�6ކNLQ�0DWHULDO��
7KH�0HWDGLHJHWLF�1DUUDWLYH�/HYHO�RI�$QLPDWHG�3XSSHWV�0ކDWHULDO�6XUIDFH���������YLQ-
FLWRUH�GHO�1RUPDQ�0FODUHQ�(YHO\Q�/DPEDUW�$ZDUG������IRUމ�%HVW�6FKRODUO\�$UWLFOH�
RQ�$QLPDWLRQ��1ފHO������ª�ULVXOWDWR�WUD�L�YLQFLWRUL�GHO�%(�)25�(5&�VWDUWLQJ�JUDQW�SHU�
LO�3URJHWWR�GL�ULFHUFD2&&މ�'(���'HVLJQ��PDWHULDO�H[SHULHQFHV�DQG�VWRS�PRWLRQ�DQLPD-
WLRQ�DV�GLGDFWLF�WRROV�IRU�GHYHORSLQJ�FUHDWLYH�WKLQNLQJ�DQG�FRRSHUDWLYH�OHDUQLQJފ�

� 0RWLRQ�GHVLJQHU�DQG�3K'��9LQFHQ]R�0DVHOOL�LV�D�5HVHDUFK�LQ�YLVXDO�FRPPXQLFDWLRQ�
GHVLJQ�)HOORZ�DW�WKH�6DSLHQ]D���8QLYHUVLW\�RI�5RPH��+LV�UHVHDUFK�IRFXVHV�RQ�DQLPDWLRQ�
DQG�PRWLRQ�GHVLJQ�ODQJXDJHV�DQG�PDWHULDOLW\�LQ�VWRS�PRWLRQ�DQLPDWLRQ��2Q�WKHVH�WRSLFV�
KH�KDV�DXWKRUHG�VHYHUDO�SXEOLFDWLRQV��DPRQJ�ZKLFK�WKH�ERRNV�'HVLJQ�0RYLQJ�,PDJHV�
�%RUGHDX[��������DQG�$QDWRP\�RI�D�3XSSHW��'HVLJQ�'ULYHQ�&DWHJRULHV�IRU�$QLPDWHG�
3XSSHWV�6ކNLQ��)UDQFR$QJHOL��������DQG�WKH�DUWLFOH�3HUIRUPDQFH�RI�SXSSHWVކ�VNLQ�
PDWHULDO��7KH�PHWDGLHJHWLF�QDUUDWLYH�OHYHO�RI�DQLPDWHG�SXSSHWVކ�PDWHULDO�VXUIDFH�
��������ZKLFK�UHFHLYHG�WKH�1RUPDQ�0FODUHQ�(YHO\Q�/DPEDUW�$ZDUG�LQ�������,Q������
KH�ZRQ�WKH�%(�)25�(5&�VWDUWLQJ�JUDQW�IRU�WKH�LQWHUGLVFLSOLQDU\�UHVHDUFK�SURMHFW�
�HVLJQ��PDWHULDO�H[SHULHQFHV�DQG�VWRS�PRWLRQ�DQLPDWLRQ�DV�GLGDFWLF�WRROV�IRU'���)'2&&މ
GHYHORSLQJ�FUHDWLYH�WKLQNLQJ�DQG�FRRSHUDWLYH�OHDUQLQJފ�

Giulia Panadisi

� *LXOLD�3DQDGLVL�ª�PRWLRQ�GHVLJQHU�H�DVVHJQLVWD�GL�ULFHUFD�SUHVVR�O8ކQLYHUVLW¢�6DSLHQ]D�
GL�5RPD��+D�FRQVHJXLWR�XQ�GRWWRUDWR�GL�ULFHUFD�LQ�GHVLJQ�QHO������VXO�WHPD�GHO�GHVLJQ�
GHOOD�FRPXQLFD]LRQH�DQLPDWD�SHU�OކLQFOXVLRQH�VRFLDOH����GRFHQWH�GL�GHVLJQ�GHOOD�FR-
PXQLFD]LRQH�H�PRWLRQ�GHVLJQ�SUHVVR�O8ކQLYHUVLW¢�6DSLHQ]D�GL�5RPD�Hކ'��*މ�$QQXQ]LRފ�
GL�&KLHWL�3HVFDUD��/D�VXD�ULFHUFD�LQGDJD�OD�UHOD]LRQH�WUD�GHVLJQ�GHOOD�FRPXQLFD]LRQH��
LQFOXVLRQH�VRFLDOH�H�IRUPD]LRQH��3DUDOOHODPHQWH�DO�VXR�ODYRUR�GL�ULFHUFD�H�LQVHJQDPHQ-
WR�SUHVVR�O8ކQLYHUVLW¢��ª�LPSHJQDWD�QHOOD�SURIHVVLRQH��DUW�GLUHFWRU�H�PRWLRQ�GHVLJQHU�
IUHHODQFH��ODYRUD�VX�SURJHWWL�QHOOކDPELWR�GHOOD�FRPXQLFD]LRQH�GL�SXEEOLFD�XWLOLW¢�

 *LXOLD�3DQDGLVL�LV�D�PRWLRQ�GHVLJQHU�DQG�D�UHVHDUFK�IHOORZ�DW�6DSLHQ]D�8QLYHUVLW\�RI�
5RPH��6KH�REWDLQHG�D�3K'�LQ�GHVLJQ�LQ������RQ�WKH�WRSLF�RI�DQLPDWHG�FRPPXQLFDWLRQ�
GHVLJQ�IRU�VRFLDO�LQFOXVLRQ��6KH�LV�D�SURIHVVRU�RI�FRPPXQLFDWLRQ�GHVLJQ�DQG�PRWLRQ�
GHVLJQ�DW�WKH�6DSLHQ]D�8QLYHUVLW\�RI�5RPH�DQGކ'��*މ�$QQXQ]LRފ�RI�&KLHWL�3HVFDUD��+HU�
UHVHDUFK�LQYHVWLJDWHV�WKH�UHODWLRQVKLS�EHWZHHQ�FRPPXQLFDWLRQ�GHVLJQ��VRFLDO�LQFOXVLRQ�
DQG�HGXFDWLRQ��,Q�SDUDOOHO�ZLWK�KHU�UHVHDUFK�DQG�WHDFKLQJ�ZRUN�DW�WKH�8QLYHUVLW\��VKH�
LV�HQJDJHG�LQ�WKH�SURIHVVLRQ��IUHHODQFH�DUW�GLUHFWRU�DQG�PRWLRQ�GHVLJQHU��VKH�ZRUNV�RQ�
FRPPXQLFDWLRQ�SURMHFWV�LQ�WKH�೜HOG�RI�SXEOLF�XWLOLW\�FRPPXQLFDWLRQ�
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Matteo Ocone

� 'RSR�OD�ODXUHD�DO�3ROLWHFQLFR�GL�0LODQR�VL�DELOLWD�SHU�OD�SURIHVVLRQH�GD�LQJHJQH-
UH�H�DUFKLWHWWR��$WWXDOPHQWH�GRWWRUDQGR�SUHVVR�O8ކQLYHUVLW¢�GHJOL�VWXGL�GL�5RPD�
��LQGDJD�OH�D೨LQLW¢�WUD�LQJHJQHULD��DUFKLWHWWXUD�H�GHVLJQ�LQ�,WDOLD�QHOފ7RU�9HUJDWDމ
1RYHFHQWR��&ROODERUD�FRQ�O8ކQLYHUVLW¢�WHOHPDWLFD�H�&DPSXV��FRQ�LO�3ROLWHFQLFR�GL�
0LODQR�H�FRQ�DOFXQH�ULYLVWH�LQ�TXDOLW¢�GL�JLRUQDOLVWD�SXEEOLFLVWD�

 $IWHU�JUDGXDWLQJ�IURP�WKH�3ROLWHFQLFR�GL�0LODQR�KH�TXDOL೜HG�IRU�WKH�SURIHVVLRQ�RI�
HQJLQHHU�DQG�DUFKLWHFW��&XUUHQWO\�3K'�VWXGHQW�DW�WKH�8QLYHUVLW\�RI�5RPH7މ�RU�9HUJDWDފ��
KH�LQYHVWLJDWHV�WKH�D೛LQLWLHV�EHWZHHQ�HQJLQHHULQJ��DUFKLWHFWXUH�DQG�GHVLJQ�LQ�,WDO\�LQ�
WKH�WZHQWLHWK�FHQWXU\��+H�FROODERUDWHV�ZLWK�WKH�H�&DPSXV�WHOHPDWLF�XQLYHUVLW\��WKH�
3ROLWHFQLFR�GL�0LODQR�DQG�VRPH�PDJD]LQHV�DV�D�MRXUQDOLVW�

Federico O. Oppedisano 

3URIHVVRUH�$VVRFLDWR�LQ�'LVHJQR�,QGXVWULDOH�SUHVVR�OD�6FXROD�GL�$WHQHR�GL�
$UFKLWHWWXUD�H�'HVLJQމ�(GXDUGR�9LWWRULDފ�GHOO8ކQLYHUVLW¢�GL�&DPHULQR��GRYH�VYROJH�
DWWLYLW¢�GLGDWWLFD�H�GL�ULFHUFD��,�VXRL�LQWHUHVVL�VL�FRQFHQWUDQR�LQ�GLYHUVL�DPELWL�GHO�
GHVLJQ�SHU�OD�FRPXQLFD]LRQH��LGHQWLW¢�YLVLYD�LVWLWX]LRQDOH��FRPXQLFD]LRQH�VRFLDOH��FR-
PXQLFD]LRQH�DXGLRYLVLYD�H�PXOWLPHGLDOH�H�YDORUL]]D]LRQH�GHO�WHUULWRULR����DWWXDOPHQWH�
LPSHJQDWR�LQ�SURJHWWL�3155�H�35,1�ULJXDUGDQWL�DPELHQWL�GL�DSSUHQGLPHQWR�LQ�5HDOW¢�
9LUWXDOH�,PPHUVLYD�H�VWUXPHQWL�GLJLWDOL�SHU�OD�YDORUL]]D]LRQH�GHO�SDWULPRQLR�FXOWXUDOH�

 $VVRFLDWH�3URIHVVRU�LQ�,QGXVWULDO�'HVLJQ�DW�WKH�6FKRRO�RI�$UFKLWHFWXUH�DQG�'HVLJQ�
��RI�WKH�8QLYHUVLW\�RI�&DPHULQR��ZKHUH�KH�FRQGXFWV�WHDFKLQJ�DQGފGXDUGR�9LWWRULD)މ
UHVHDUFK�DFWLYLWLHV��+LV�LQWHUHVWV�DUH�FRQFHQWUDWHG�LQ�GL೛HUHQW�DUHDV�RI�FRPPXQLFDWLRQ�
GHVLJQ��LQVWLWXWLRQDO�YLVXDO�LGHQWLW\��VRFLDO�FRPPXQLFDWLRQ��DXGLRYLVXDO�DQG�PXOWLPHGLD�
FRPPXQLFDWLRQ�DQG�YDORUL]DWLRQ�RI�WKH�WHUULWRU\��&XUUHQWO\�HQJDJHG�LQ�3155�DQG�35,1�
SURMHFWV�FRQFHUQLQJ�,PPHUVLYH�9LUWXDO�5HDOLW\�OHDUQLQJ�HQYLURQPHQWV�DQG�GLJLWDO�WRROV�
IRU�WKH�YDORUL]DWLRQ�RI�FXOWXUDO�KHULWDJH�

Sila Berruti 

/DYRUD�D�5DL&RP�DOOD�JHVWLRQH�GHO�SDWULPRQLR�DXGLRYLVLYR��,QVHJQD�VWRULD�H�FULWLFD�GHO�
FLQHPD�H�$QDOLVL�GHO�SURGRWWR�WHOHYLVLYR�SUHVVR�O8ކQLYHUVLW¢�GL�5RPD�7RU�9HUJDWD�GL�
5RPD�H�/HJLVOD]LRQH�GHL�0HGLD�SUHVVR�8QLYHUVLW¢�GHJOL�6WXGL�GL�8GLQH��,O�VXR�FDPSR�GL�
ULFHUFD�VL�FRQFHQWUD�VXOOR�VWXGLR�GHJOL�DUFKLYL�PDQLFRPLDOL��PLOLWDUL�H�WHOHYLVLYL�FRQ�XQ�
IRFXV�VXOOކXVR�GHOOD�FLQHPDWRJUD೩D�D�VFRSR�GLGDWWLFR��,Q�FDPSR�SURIHVVLRQDOH�KD�ODYRUD-
WR�DOOD�ULFHUFD�GL�DUFKLYLR�SHU�GLYHUVL�UHJLVWL�TXDOL�/XFD�*XDGDJQLQR�H�0DUFR�%HOORFFKLR�

 
 6KH�:RUNV�DW�5DL&RP�RQ�WKH�PDQDJHPHQW�RI�DXGLRYLVXDO�KHULWDJH��6KH�WHDFKHV�KLVWRU\�
DQG�FULWLFLVP�RI�FLQHPD�DQG�DQDO\VLV�RI�WHOHYLVLRQ�SURGXFWV�DW�WKH�8QLYHUVLW\�RI�5RPH�
7RU�9HUJDWD�LQ�5RPH�DQG�0HGLD�/HJLVODWLRQ�DW�WKH�8QLYHUVLW\�RI�8GLQH��+HU�UHVHDUFK�
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WKH�XVH�RI�FLQHPDWRJUDSK\�IRU�HGXFDWLRQDO�SXUSRVHV��,Q�WKH�SURIHVVLRQDO�೜HOG�VKH�KDV�
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