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THE FUN OF MAKING THINGS 
 

Andrea Branzi: You strike me as being a figure who anticipated in an exemplary way the 

development of the Italian approach to designing projects even before it really took shape. In your 

long experience you've focussed on this ability of yours in experimenting with all kinds of materials 

and instruments.  

 

Bruno Munari: I've always been curious to see what I could do with something, besides what one 

normally does. 

 

Branzi: Your idea is experimentation as an end in itself, as creative capacity.   

 

Munari: In fact, when I explain to my students how they should experiment, I immediately add that 

they mustn't finalize the experiment, but the results.  

 

Branzi: Have you ever suffered a crisis of identity as an artist?  

 

Munari: No, because the impulse to make things was very strong in me. At that time I read a lot of 

books on astronomy, and I was fascinated by the reality of an expanding universe.  

 

Branzi: Indeed, you were always more fascinated by reality than by the fantastic. Tell me 

something about your meeting with Marinetti and his futurism.  

 

Munari: Marinetti was a very likeable sort, and I admired him then for his spirit in wanting to 

renew things at all cost, even if it meant making mistakes.  

 

Branzi: But you never really had a futurist period.  

 

Munari: Well, actually, it was quite brief. Twentieth century Italian figures like Sironi and Rosai 

were the fore, as a reaction to futurism, and these painters sent pictures of Mussolini and of 

political events to the Triennali. But I couldn't find anything new in their work, so I preferred to 

stay with the futurist, because with them there was a great feeling of freedom and of respect for 

others.  

 

Branzi: And how did you live in the thirties and just before the war?  

 

Munari: Doing graphic work, and that saved me. Because many other artists did work for the 

business world and had to do commercial art.  

 

Branzi: The pre-war cultural climate couldn't have been very easy for a surrealist like you, in the 

midst of an all-marble regime like that.  

 

Munari: Absolutely not. In fact I never sold anything. The cultural climate of that time, under the 

Fascist aegis, was quite staid. However, I managed to work for the Triennale with the artists and  

architects there and I got along with them, so that even my contributions to the Triennali were 

fairly free.  

 

Branzi: You reappeared on the cultural scene, again as an amazing experimenter, towards the end 

of the fifties. When did you start designing everyday objects?  

 



Munari: In 1950, with an ash-tray that didn't look every much like an ash-tray, because it was 

closed and you couldn't see the butts; there was no sign. No one bought it for two years, so it was  

modified and it has been selling ever since.  

 

Branzi: What were your relations with the group of programmed art? In certain respects you seem 

to have been something of a forerunner of their art?  

 

Munari: I practically set them up myself. The title «programmed art» is mine.   

 

Branzi: It has always seemed to me that Italian functionalism began in the transformation of 

futurism. Many futurists foreshadowed what later became the linguistic code of the functionalists. 

Again, the tendency to see technology as heroic tension originated with futurism. Italian design in 

the fifties had more roots in the Modern Movement.  

 

Munari: In a way there was a kind of meeting of minds. There is a logic in these things: when a 

style is born, it is created by someone in opposition to the preceding style which has invaded the 

market. In its turn the new style spreads and there comes a moment when saturation is reached. 

 

Branzi: Have you had any direct contacts with Zen culture?  

 

Munari: I have; since '54 when I went to Japan.  

 

Branzi: Your development has been so linear that I can't help asking you what were the biggest 

meetings and events in your formative years, the stepping-stones that one inevitably encounters in 

life.  

 

Munari: The ones I consider my masters were Balla, a bit Prampolini, and then Kandinsky, Klee 

and Mondrian. I found Calder much later, quite by chance, because we were more or less doing the 

same thing. Calder, for example, starts with a branch and a leaf and he reproduces their movement; 

whereas I start with geometry. What has most interested me recently is to leave the decoration to 

the owner of the work, instead of imposing it; this too is something I learned from Zen. You mustn't, 

as you do with children, give him the idea pre-packaged. All the recent works of design that I have 

done are «unfinished» and the one who uses them contributes to the finishing of the object.  

 

Branzi: What you've been describing is an attitude quite different from the attitude of western 

artists, particularly Italian ones. Here the idea is to leave a sign of oneself.  

 

Munari: But this happens if you don't think about it, not if you do it deliberately.  

 

Branzi: Does this game you're playing with the world come from the fact that you're afraid of the 

world?  

 

Munari: No, it doesn't. What really frightens me is the bureaucracy. You and not the reverse. 

Technology is there to be used.  

 

Branzi: The problem that men face today is knowing how to move and to see things truly.  

 

Munari: One thing that I consider of the greatest importance in my activity is communicating to 

others everything that I have understood and learned, so that other people can see and understand. 

In fact, I write clearly so that I can communicate the essential things. Above all I am concerned 

about children in nursery school, because otherwise nothing will ever change. I know that it will 

take hundreds of years, but if someone doesn't begin... 



 



 



 



 



 



 



 



 


