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It was a pleasure to welcome all the participants of the 7th Interna-
tional Conference of the European Architectural History Network, 
EAHN 2022, one of the most important conferences in the field of 
architectural history. EAHN 2022 took place in Madrid (Spain) from 
June 15th to 19th and was organized by the ETSAM School of Archi-
tecture of the Universidad Politécnica de Madrid. 

The ETSAM hosted the inauguration of the event in its centu-
ry-old building dating back to the 1920s. From the second day of the 
conference, the Colegio Oficial de Arquitectos de Madrid (COAM), 
the other venue for EAHN 2022, provided the right context for 
welcoming the participants, thanks to its location in the center of 
Madrid, its ample spaces, gardens and auditorium. Although mostly 
in-person, EAHN 2022 had a hybrid format to allow participants 
who could not travel to participate in the conference.

EAHN meetings are held every two years from 2010 and are 
highly regarded by the international community, attracting experts 
from a wide range of backgrounds who come from all over the world 
and share a common interest in architectural history. The conference 
sessions have highlighted the broad spectrum that our discipline can 
cover today. Among other topics, this meeting opened debates on 
the repositioning of the concept of architectural criticism, different 
critical positions on the traditional history of architecture, and pro-
posed a re-reading of postmodern and late 20th century architectur-
al theory. Reflections on the city, infrastructures and building sys-
tems have also been carried out. Last but not least, we have opened 
avenues for reflection on the role of women in the history and histo-
riography of architecture. 

All in all, EAHN 2022 was an enriching meeting, both intellectu-
ally and personally. A very large team has worked to make this con-
ference as pleasant as possible, and we hope that you truly enjoyed it.

Ana Esteban-Maluenda
Chair of EAHN 2022

Message from the 
Conference Chair
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Northeast Eurasia”, Helsinki (June), and “The Third Ecology”, 
Reykjavik (October).

In 2012, EAHN launched Architectural Histories, an open-ac-
cess, blind peer-reviewed journal. The purpose of the EAHN is to 
promote international exchange and collaboration. The network’s 
rapid growth and success is a clear indication of the need for, and in-
terest in, an international forum for diverse histories of architecture 
across chronologies and geographies.

EAHN Madrid 2022 was unforgettable. 
See you in Athens, June 2024!

Mari Lending
EAHN President

Message from the 
EAHN President

Established in 2005, the European Architectural History Network 
supports scholarship and education by providing a public forum for 
the exchange and dissemination of knowledge about the history of 
architecture. Based in Europe, it is open to architectural historians 
and scholars in related fields from across the world, working in many 
different fields and disciplines. 

Membership is free, and the network is proud to represent a 
broad and multidisciplinary constituency with a diverse approach 
to the built environment within the arts, humanities and social sci-
ences. EAHN seeks to overcome the limitations imposed by national 
boundaries and institutional conventions by increasing the visibility 
of the discipline among scholars and the public, encouraging schol-
arly excellence and innovation, facilitating the open exchange of 
research, and promoting inclusive, transnational, and multicultural 
approaches to the history of architecture and the built world. 

EAHN is administered by an Executive Committee of five elect-
ed officers and is governed by the EAHN Council. The Council 
meets once a year at the EAHN Annual Business Meeting, where 
every member has the right to attend and vote. Since the inaugu-
ral meeting in Paris, we have met in Berlin, Delft, Ankara, Bologna, 
London, Delft/Rotterdam, Bratislava, Haifa, Pamplona, Dortmund, 
Warsaw, Zaragoza, Aversa/Caserta, and Strasbourg.

Since 2010, the network has organized a major international 
conference every two years (Guimarães, Brussels, Turin, Dublin, 
Tallinn, Edinburgh and Madrid). These biennial conferences have 
proved extremely popular and they play a leading role in consol-
idating and promoting architectural history scholarship in Europe 
and beyond. 

Additionally, EAHN works with institutions on thematic con-
ferences to raise the international profile of the network through 
local collaborations and to promote inclusivity and interdisci-
plinarity. In 2023, we are organizing three thematic conferences: 
“Heritage in Danger” in Koya, Kurdistan Region, Iraq (February), 
“States in Between: Architecture and Empire in East Europe and 
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The acceptance rate for contributions received in the peer-reviewed 
tracks was 29,41% for session and roundtable proposals, 25,72% for 
full papers and roundtable lectures, and 41,51% for interest group 
meeting participants. 

Many of these contributions were accepted after further review 
to be included in the present proceedings. The final decision on ac-
ceptance or rejection of full papers was taken in an Editorial Com-
mittee meeting held in September 2022. The meeting discussed a 
consistent set of criteria to deal with inevitable differences among 
many reviewers, and the expert advice of the corresponding session 
chairs and reviewers was taken in consideration.

We would like to express our strong gratitude to all the people 
whose passionate and strenuous work ensured the quality of the 
EAHN 2022 program: the 9 Scientific Committee members, 44 ses-
sion and roundtable chairs, and the 78 reviewers; the 3 Keynote & 
Invited Talks; the 25 Interest Group’s coordinators; the 8 Workshops 
Chairs; and the 16 Student Volunteer. 

We thank all the authors who chose EAHN 2022 as the forum to 
present and publish their research and who have generously shared 
their results with the EAHN community. Last but not least, we are 
grateful to the sponsors for their financial support.

Ana Esteban-Maluenda
Nicolas Marine
Laura Sánchez Carrasco
Alberto Ruiz Colmenar

Editors preface

The 7th EAHN Biennial Meeting (Madrid, June 15-19, 2022) attract-
ed a relevant collection of papers on various topics.

Like its predecessors, EAHN 2022 aimed to promote high quali-
ty research. As a diverse field, architectural history requires interac-
tion and discussion among people with different interests and back-
grounds. Beginning and experienced theorists and practitioners, 
people from different disciplines and different countries gathered 
both in person and virtually to learn from and contribute to each 
other’s growth.

We were especially honored to welcome our invited speakers: Ra-
fael Moneo (Rafael Moneo arquitectos), Claudia Hopkins (Durham 
University, UK) and Hilde Heynen (University of Leuven, Belgium). 
Rafael Moneo’s presentation focused on the urgency of other histo-
ries today, while Claudia Hopkins reflected on the ideological issues 
that motivated the appropriation of Andalusí heritage in the 20th 
century. Finally, Hilde Heynen offered a summary of EAHN 2022 as 
a closing presentation. 

The conference was organized in two calls. The first one to de-
fine the sessions and round tables, and the second one to select the 
participants.

In the first call there were a total of 85 session and roundtable 
proposals, evaluated in 5 peer-reviewed tracks. Of these, the follow-
ing contributions were accepted:

• 20 sessions (peer-reviewed)
• 5 roundtables (peer-reviewed)

To participate in these, a total of 486 submissions, evaluated in 25 
peer-reviewed tracks, were received. The following contributions 
were accepted:

• 100 Session Full Papers (peer-reviewed)
• 25 Roundtable lectures (peer-reviewed)

Lastly, one call to participate in the EAHN’s interest groups meet-
ings was evaluated in 9 peer-reviewed tracks. 128 submissions were 
received, and, of these, the following were accepted:

• 53 Interest Group Meeting participants (peer-reviewed)
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Abstract
If it is true that the presence of women within the editorial staff of Casabel-
la magazine has been a constant since its foundation in 1928, it is equally 
true that their role and their contributions remain to be studied today. Both 
Giulia Veronesi and Gae Aulenti have not been forgotten in the history of 
the famous magazine, but their role is often overshadowed because they 
lived during distinct golden ages under two of the most predominant di-
rectorships: Veronesi during Giuseppe Pagano’s direction (1933-43), which 
ended with the dramatic closing by the Fascist censorship, and Aulenti un-
der Ernesto Nathan Rogers (1955-65).

The exercise of criticism was an active form of cultural militancy and 
an instrumental stance in the ongoing debate about architecture. In differ-
ent times and circumstances, these two women demonstrated the pursuit 
of precise cultural battles through their critical works. Could their female 
gaze express more personal and independent views on the role of modern 
architecture in this scenario? This paper aims to investigate their theoret-
ical contributions within the magazine with a view to detect those topics 
which later reappear in articles or projects. 

Veronesi was fundamental in preserving the legacy of the main figures 
of Italian Rationalism, while Aulenti can be considered one of the most 
active architects in the tangible and cultural reconstruction of Italy. The 
experience at Casabella was a common starting point, defining a path for 
future development for both women. The intent of this paper is therefore to 
highlight the critical thinking of Veronesi and Aulenti, which has been little 
investigated by contemporary historians in favour of the “roosters in the 
chicken coop”, as the latter called her male colleagues in the editorial office.1
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Introduction
Since its foundation in 1928, Casabella has established itself as one of the 
most dynamic, influential and longest-running architecture magazines in 
the world. Over the course of its long history, as it approaches its centenary, 
it has played a central role in both the Italian and international architec-
tural scenes. A unique seismograph that over time has been able to detect 
the magnitude of the architectural debate, recording the transformations 
that have characterized the professional world, as well as the fluctuations 
of taste, and above all the political concerns that have marked the history 
of contemporary Italy.2

Casabella, like other publishing realities, is an editorial product that is 
the result of a collective endeavour, in which, it is often possible to identify 
traces of different souls, beyond the style given by each direction. It should 
also not be forgotten that the evolution of the critical and analytical tools 
adopted to read and present projects and buildings changes and adapts 
accordingly and in parallel to the radical and constant transformation of 
printing and paging tools and techniques.

In this set of voices, the contributions of both Giulia Veronesi and Gae 
Aulenti are clearly delineated. Two figures that never fail to be mentioned 
by anyone who has reconstructed  the history of Casabella, recalling their 
redactional work and pragmatic contribution to the development of the 
magazine. Both joined the editorial staff on the threshold of their thirtieth 
birthday. They belong to two different generations. Veronesi was born in 
1906, and Aulenti in 1927. The first is a Milanese by birth, the second by 
adoption. Their path within the magazine never crosses, certainly because 
the oldest, at the end of 1946, leaves Italy to move to Paris, where she re-
mains until the end of the 1950s, returning to Milan in 1958. A plausible 
meeting may have occurred within the postwar editions of Triennale di 
Milano, which recorded the participation of both of them.3

It is possible to establish analogies between the two experiences. Their 
stories unfold in two different but equally mythical moments. Giulia Veronesi 
joined the editorial staff starting from the second half of the 1930s, under 
the direction of Giuseppe Pagano, who succeeded, year after year until the 
temporary suppression occurred in 1943, to transform Casabella from a mag-
azine for “the amateurs of the beautiful house” to magazine for a specialist 
public of architects. In contrast, Gae Aulenti arrived in the early 1950s under 
the direction of Ernesto Nathan Rogers, creator of the revival of the magazine 
under the title Casabella-Continuità. Anyone who reconstructs the history 
of any magazine hardly fails to highlight the figure and the action of the edi-
tor-in-chief. While the role of editors or contributors, and the importance of 
collaborations, are often the subject of marginal interests and insights.

Reconstructing these editorial dynamics in an accurate and precise 
manner is no easy task. In fact, in the absence of an actual archive of Casa-
bella, which perhaps never existed, the reconstructions of historical events 
start from the biographies of the characters, which are also not always eas-
ily available, and from the contents published in the magazine. The useful 
anthologies4 of the articles published so far have certainly contributed to 
outlining the profiles of the cultural battles conducted through the pages 
of the magazine.

It is certainly possible to detect the presence of women in Casabella, 
or in other magazines belonging to the Editoriale Domus Publisher, such 
as Domus and Fili. After the acquisition at the beginning of 1933, the new 
director Giuseppe Pagano, supported by the managing editor Edoardo 
Persico, succeed to involve a group of young people not exclusively practi-
tioners, but mainly intellectual figures. Therefore, an intense cultural con-
frontation around architecture was distinguished by the variety of external 
collaborations, including women, whose contribution began not to be as-
sociated just with columns related to home economics or similar gender 
topics. A female presence that over the years, as shown by Giulia Veronesi 
and Gae Aulenti, contributed to enriching the scenario of the forces in the 
field, thus remaining faithful to Persico’s wish to keep the architects in a 
certain cultural climate.

Giulia Veronesi and the Casabella of the 1930s
Giulia Veronesi is counted among the first women to deal with the history 
and criticism of architecture in Italy. The few accurate biographical por-
traits5 agree in recognizing her as a singular and brilliant intellectual, and 
a cultural journalist with multiple interests. Although she worked until the 
1960s, writing prolifically, the lack of direct heirs and her  will to destroy 
her own papers make the work of tracing biographic information difficult.

It is necessary to return to Casabella, to find not only the beginning 
of her career. Through this experience it is possible to look into her early 
works avoiding certain judgments that still occur today analyzing her more 
studied texts from the postwar period.

Giulia Veronesi  has always been inexorably associated with the figure 
of the art critic and intellectual Edoardo Persico, whose complete collec-
tion of writings she edited in 1964.6 It is still difficult to establish to what ex-
tent the preservation of the memory of such an emblematic figure has been 
valued. Even if Gio Ponti praised in Domus the “immense commitment of 
this work”, or Agnoldomenico Pica recognized, in the same article, “the 
certainly arduous but meritorious effort”7 made by her friend Veronesi, this 
was not far enough to escape from a recurrent critic. It has been never 
failed to emphasize how the hagiographic tones used by Veronesi were too 
personal and not the best to clearly convey the thought and the legacy of 
that important intellectual. 

Persico had been editor of Casabella since 1930, building each page 
of the magazine, helped by Anna Maria Mazzucchelli, the former Gi-
useppe Pagano’s office secretary and Casabella editorial secretary, and for 
few months also by Giulia Veronesi who joined the editorial team in 1935. 
Persico played a crucial role in the editing of the magazine, leading the 
contributors and their articles. Dying at the age of only 35 in January 1936 
he certainly left an irreplaceable void, especially for Mazzucchelli and Ve-
ronesi, both formed under his guidance.

Wanting to dwell on the role of collaborators within the editorial staff 
in the 1930s, a lot of valuable information come down to us from Maz-
zucchelli’s archival materials. Thanks to her papers, particularly the letters 
exchanged with Veronesi, it is possible to reconstruct a behind-the-scenes 
glimpse at the Casabella editorial office in the 1930’s and their respective 
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roles. Although subjective, their memory reveals practical difficulties, 
caused by both political and economic problems, and few personal issues 
within the editorial team. Anna Maria Mazzucchelli, same age as Giulia 
Veronesi, leaves Casabella and moves to Rome in 1938, due to her mar-
riage to the renowned art historian Giulio Carlo Argan. This event marks 
the end of the collaboration and the beginning of other life courses, very 
different in comparison to Giulia Veronesi who never got married.

Difficoltà Politiche dell’architettura in Italia 1920-1940, edited in 1951, 
was Veronesi’s first important critical work. It delivers an idea of Italian 
Rationalist architecture as a moral battle fought by a few tragic heroes, 
among which architects as Giuseppe Terragni and Giuseppe Pagano, or in-
tellectual as Raffaello Giolli and Edoardo Persico, who all stand out, against 
the rhetoric of a regime accepted amidst excruciating difficulties. The title 
of the book  can be traced back to the words of Raffaello Giolli, who af-
firmed “how it is dangerous to believe that issues may exist only within 
the discipline of architecture, whatever they might be, rather than matters 
that involve the architect as well”.8 Veronesi wants to investigate the moral 
as well as political difficulties of Italian architects, showing that there are 
not boundaries between any professional effort and personal commitment. 
Also in retracing Veronesi’s life, it is detectable the affirmation of a suffered 
civil morality, according to which everyone is responsible to create their 
own civilization.

Introducing her book, she adds that “this may seem only a sentimental, 
anecdotal appendix, which will not be superfluous if it can contribute to 
including the architecture of Italian Rationalism, that foreigners assign to 
the assets of the fascist regime, into a unitary and positive fact of culture”.9

It should be recalled that in tracing Veronesi’s profile, scholars did not 
neglect to emphasize above all the emotional traits and some sentimental 
extracts from her work. A mix of clichés, which depict her as a brilliant 
and emotional woman,10 obstinate, determined and lonely,11 who barely 
capable conceal her infatuation for Persico,12 about whom she tried to per-
petrate the ideal of a European intellectual over time.

Actually in the postwar pages  she collects the testimony, and preserves 
and reworks the legacy, aiming to complete, according to her own words, 
“a first organic attempt to arrange the still dispersed, still fluid and often 
unavailable chronicle of Italian architecture, to shape it as history”.13

In contrast, the previous writings, including a few published in Casa-
bella, are mainly chronicles of contemporary events, focused on the con-
cepts and ideas without any sense of the impending tragic battle, and giv-
ing a structure to her historical project in which the critical aesthetic orien-
tation of the first writing exercises is largely influenced by Raffaello Giolli.

Led by Giolli, together with other young beginners, including Raffaele 
Carrieri and Agnaldomenico Pica, Giulia Veronesi has been  initiated into 
the ethical tension of critical writing. Veronesi immediately distinguished 
herself in addressing the question of modernity not only in relation to the 
history of art, but also by opening up criticism of the so-called minor arts.

In fact, Giulia Veronesi did not enroll at the Brera Academy of Fine 
Arts or the Polytechnic of Milan. Instead, she attended the Free Female 
Academy of Culture and Art, founded in 1923 where, not surprisingly,  

Giolli taught history of art, an education that was not at all academic, but 
poised between traditional and modern artistic disciplines such as archi-
tecture, photography and cinema.

Precisely her knowledge of the facts of modern architecture, and of 
the related bibliography, became increasingly detailed from the mid-thir-
ties, resulting in one of the most important editorial collaborations. Giulia 
Veronesi joined the Casabella editorial team shortly before the death of 
Persico, and remained there until its suppression in 1943, leaving only for a 
short period in 1939 due to some disagreements with the director Pagano.

Her Casabella debut occurred with a short text that appeared in Octo-
ber 193614 in which the Children’s Garden, a playground designed by Gi-
ulio Minoletti and Giuseppe Mazzoleni for the VI Triennale di Milano, is 
illustrated with drawings and images. The descriptive and analytical tone 
of the initial part, perhaps taken from a technical report provided by the 
architects, turns suddenly in the final part towards more meditative tones. 
For the author, the value of this intelligent, thoughtful and precise project is 
no doubt pedagogical. The reader, according to a predominant androcentric 
gaze that associate children education to women, might expect to read some 
references to the maternal role. Instead, in a few lines, she does not spare 
herself from appealing several times to the concept of freedom, not even 
once mentioning the word mother. She mentions the respect for the free-
dom to which every child has the right, intended as freedom of movement 
“within an order that is a guarantee of children’s freedom”. Words that were 
relevant as opposed to the contemporary militaristic parades, which were 
organized inside Italian schools and involved the children’s participation.

The second autographed article appears six months later.15 It is more 
structured and articulated than the first, and is about the Crystal Palace 
designed by Joseph Paxton. The intent was to read the compositional and 
constructive process of the building, referring to the theories of Lionello 
Venturi and to the lessons of Persico and his Prophecy of architecture . Ve-
ronesi defines the Crystal Palace as a modern work, “that is alive forever, 
an architecture adherent to the impressionistic concept, that is, modern”.16

The magazine changed its name to Casabella-Costruzioni in 1938, thus 
definitively sanctioning its own technical and in some ways manual speci-
ficity. In the new structure, interventions from the various fields of art and 
culture previously entrusted to Persico were assigned to external collabo-
rators, including the poet Alfonso Gatto17 and art historian Giolli. The re-
maining space was therefore limited. Once Veronesi rejoined the editorial 
staff in 1941, after a temporary voluntary absence, it is reasonable to think 
that her contribution can also be detected within editorial pieces.18 

In her texts Veronesi returns to references and reflections that brings 
her arguments back to the present time, to an experience that is current. 
Almost an affirmation of her will to be inside things, to remove the risk of a 
detached critical operation to the advantage of a position that is always di-
rectly involved.19 Similarly, modernity is understood as a current and alive 
approach to any artistic manifestation.

It is interesting that all the three remaining autographed articles deal 
with the theme of the exhibitions,20 in a curious interweaving with Paga-
no’s editorials equally focused on the same subject. The presentation of 
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exhibitions, whether contemporary or from recent past, with illustrations 
of completed or rejected projects, allows us to think about the best occa-
sion for the diffusion of the new architecture. It might seem suggestive to 
talk about a trilogy, also due to her predilection for the cinema. Veronesi 
is not a designer. She cannot speak of any architecture she created herself, 
but she proved willing to be updated, prepared and equipped to read and 
analyze the new architecture.

The trilogy begins by questioning the possibility of survival for the 
Universal Expositions (Fig.1). Veronesi argues by often quoting Siegfried 
Giedion21 and underlines the socio-economic significance of the exhibi-
tions in a liberal and anti-customs key, enhancing the “freedom of trade” 
among nations necessary for the presentation of industrial products to the 
whole world. Once again Veronesi speaks of freedom, in a national con-
text that lives on a daily basis the controversial and not easy self-sufficient 
economic policy of the regime. After this article appeared in the autumn of 
1939, Veronesi left the editorial office, only to take back the role of editorial 
secretary  in 1941 at the explicit request of Pagano, who at that time was 
on the war front in Albania. She was entrusted with the organization of 
the double number 159-160 entirely dedicated to exhibitions and which 

contain her last contribution and a substantial review of illustrated cases. 
An exceptional test in which she demonstrates an ability to historicize the 
best results achieved in the twenty years between 1920 and 1940. Since she 
has not omitted to mention works by Jewish or degenerate artists, accord-
ing to the meaning given by the Nazi regime, the magazine receives a first 
sequestration order, which is avoided thanks to the intervention of Pagano 
and Giulio Carlo Argan.

The review of international exhibitions and exposition is preceded in 
the immediately previous issue  by an in-depth analysis on a national front, 
quite hot, linked to the events surrounding the preparation of the Uni-
versal Exposition in Rome (E42) scheduled for 1942. Pagano writes about 
“missed occasions”, referring to the rejected or not winning projects in the 
competitions for E42, which are promptly illustrated in the following pages 
by the editor-in-chief (Fig.2).

Giulia Veronesi ended her collaboration with Casabella with a ques-
tion that reflects the difficulties of her time, addressing at the same time 
to an abstract future, asking: “Thanks to the new civilization in gestation, 
will a new type of Exhibition rise, capable to lead peacefully the contribu-
tion of each human being towards a reason for celebration and joy beyond 
any spectacle?”22

We end up reaffirming the moral meaning that the concept of “free-
dom” has assumed in the life and work of Giulia Veronesi, starting from 
the “battle” fought to affirm the “vital principle and historical requirement 
of new architecture”.23 But defining the peers in the battle, there is often the 
risk of falling again into stereotypes, or worse, romantic images.

Gae Aulenti “Architect and Woman” in Rogers’ 
Casabella-Continuità (1954-64)
“I am an architect and a woman. They are two different things”.24 This sen-
tence opens an interview with Gae Aulenti for the political daily Il Riform-
ista, published in May 2009. 

And this clear and sharp distinction is also the focus of Aulenti’s pro-
fessional life, an architect among architects, an architect on building sites, 
disseminated all over the world since the 1970s.25

It is precisely these kinds of statements that have led critics to system-
atically remove the figure of Aulenti from the feminist cultural landscape 
of the 20th century, which she defines in a typewritten text as the “cultural 
epidemic of feminism”.26 

Of course, we might wonder what her standing would be today, in a 
world where gender studies and the affirmation of women’s roles are trans-
forming common opinion and even individual thinking. However, in a 
purely male-dominated profession and in the crucial years for raising the 
collective consciousness, Aulenti identified a turning point in the Interna-
tional Congress of Women Architects in Rasmar, Iran, which took place in 
197627 and brought together “25 architects, only women, from all over the 
world”28 (Fig.3).

In recalling the event, Gae Aulenti referred to two key words, “thought” 
and “knowledge” which throw some light on her stance: “There was no 
search at that conference”, she wrote, “for exotic fascination, for another 

Fig. 1 Cover and index of 
Costruzioni-Casabella no. 
158 (February 1941) with the 
text by Pagano and Veronesi 
“Occasioni perdute”.  
Fig. 2 Cover of Costruzioni-
Casabella no. 159-160 
(March-April 1941) and the 
article “Dopo l’Ottocento” 
written by Giulia Veronesi.



56

E
A

H
N

 2
02

2 
_ 

C
O

N
FE

R
E

N
C

E
 P

R
O

C
E

E
D

IN
G

S

57

C
O

M
M

U
N

IC
AT

IN
G

 C
U

LT
U

R
E

 _
 B

O
E

R
I, 

E
LI

S
A

possible way of thinking, for another creative mode, for a possible feminine 
imagination; on the other hand, there was an awareness that knowledge is 
made up by the processes that determine it and that architecture is a critical 
potential that provides the tools to define the specificity of the discipline”.29 

Based on these premises, reconstructing the role played by the young 
Aulenti, the only female architect in Casabella magazine, which she joined 
unofficially in 1954 and officially from 1955,30 appears to be as difficult as it 
is challenging, and certainly in the making.31

Gaetana Emilia Aulenti was born in 1927 in Palazzolo dello Stella 
(Friuli-Venezia Giulia), but it is important to understand Aulenti’s pres-
ence in her adopted city of post-war Milan where “the destruction of 
the war, the ruins, a sense of rebellion” acted as a sounding board and 
encouraged her to engage with architecture. 

“I enrolled at the Politecnico in 1946-47 and Milan was still being de-
stroyed by bombs”,32 she repeated on several occasions. This is the same 
Milan that “at the beginning of the 1950s was a marvel” and “all of us were 
overcome by a great energy with the awareness that reconstruction was for 
everyone, not just for the town but for the whole community”.33

The Milan that hosted the rebirth of national architecture magazines 
such as Casabella, which after a forced wartime interruption resumed pub-
lication with a new identity, including its name. 

From issue 199 of December 1953-January 1954, under the direction 
of Ernesto Nathan Rogers, the word “Continuity” was added to the title 
of the magazine (Fig.4), followed by a memorable editorial in which the 
magazine’s editors assumed the weight of this word, its legacy and historical 
and collective responsibility. Giancarlo De Carlo, Vittorio Gregotti, Marco 
Zanuso and Julia Banfi,34 the only woman in charge of the magazine’s edi-
torial office, are the first to appear at the magazine’s worktable. This small 
group will soon be joined by Gae Aulenti. At the centre is the master Rogers, 
with the dialectical and dialogical approach of his teaching method, which 
acknowledges an active role in the cultural exchange between the Faculty of 
Architecture of the Politecnico di Milano and Casabella magazine.

Gae Aulenti herself followed Rogers as a teaching assistant on his El-
ementi di composizione class,35 and moreover, she will never neglect to 
remember Rogers as a “total” master: “My education dates back to the ear-
ly 1960s, to Ernesto Nathan Rogers’ Casabella magazine”.36 She recalled in 
2009 that, “from him we received the fundamental lesson of being intel-
lectuals first and architects afterwards, and the motivation to always get to 
know new countries and new realities. This is because intellectual activity 
is based on curiosity, which is always a good way to do one’s job”.37

The topics covered in the early years of the editorial staff ’s work are 
symptomatic of the editor’s strong desire to open up to a European di-
mension, which was struggling to make room for itself on the Italian 
cultural scene. From these teachings Aulenti borrows an aptitude for the 
“critical work of historical refounding necessary to overcome the Inter-
national Style”.38

A long work of interpretation of the past, which the whole Italian cul-
ture of those years was carrying out “from the cinema of Visconti, Rossel-
lini, Pasolini, to the music of Maderna, Nono and Berio; from the books of 
Gadda and Pasolini once again, to the figurative arts and theatre. The Mod-
ern Movement then [...] opened the doors to the modern world, meaning 
to the various disciplines, with the explicit intention of bringing back to a 
unity all the fragments of the various fields of knowledge collected in the 
methodology of the architectural project”.39

It is extremely difficult to clearly delineate the boundaries of Gae Au-
lenti’s work at Casabella in the 1950s: while her male colleagues were en-
trusted with fairly well-defined themes and editorial tasks,40 Aulenti always 
seems to shy away from leaving her signature on the written page.  

In ten years of collaboration, while hosting some of her built architec-
tures in several issues,41 Gae Aulenti did not sign a single article during her 
years at Casabella.42

It is interesting to note that, in parallel with her entrance into the edi-
torial staff of Casabella, in Aulenti’s private archives it is possible to notice 
a gradual decrease of her written production. This can certainly be due 
to the increased work commitments on construction sites, but we cannot 
help considering the hypothesis that the role assigned to her at Casabella 
affected this very personal change. 

This resistance, either intentional or imposed,43 however, does not deny 
that Aulenti actively contributed to the magazine’s development, whose 
graphical layout reflects the quality of post-war Italian architectural journal-
ism. In the decade 1954-1964 Casabella was renewed in format and content.

First of all, the cover —completely white and neutral— on which the 
Casabella title is affixed, which takes on a textured yet jagged appearance: 
a carved fabric that almost recalls the art of Italian craftsmanship, with the 
exquisite quality and attention to detail of the new graphic identity.

As far as the structure of the magazine is concerned, especially the first 
issues repeated a very similar skeleton: the issue opened with the presen-
tation of the work of a foreign architect, which was followed by the works 
of the great masters of the Modern Movement and flanked by the works of 
one or more Italian architects. 

Fig. 3 Gae Aulenti takes part 
at the fourth UIFA congress 
in Ramsar (Iran) in 1976 
(Milan, private archive).
Fig. 4 The new graphic 
layout of the Casabella-
Continuità cover, with 
details of the logotype 
perhaps designed with the 
contribution of Gae Aulenti.
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The works are complemented by historical and theoretical essays, with 
an explicit interest in current issues. From the old graphic design of the 
magazine, the area in which Aulenti made the greatest contribution, only 
the almost square format designed by Persico was retained. However, this 
is counterbalanced by a breakdown of the graphic cage, which is systemat-
ically denied in favor of the architectural project (Fig.5).

To understand Aulenti’s actual role —and the conditions under which 
she and the other few women found themselves working at the Milanese 
magazine— it is useful to analyze and observe the double issue of Casabella 
no. 440-441, published in October-December 1978.

The editor at the time, Tomás Maldonado, dedicates the double issue 
to the first fifty years of the magazine (1928-78) by tracing its histories, 
changes, and topics covered by the many essays and interviews. The floor 
is left to the editors, contributors, architects and historians of art and ar-
chitecture who were still alive and who had played a part in the building of 
the Casabella myth.

The monographic issue is divided between long essays, reserved for 
prominent personalities, and so-called testimonials, short texts set in a 
four-column cage, written in a smaller font than the main essays.

The few female voices hosted inside issue no. 440-441 are located in-
side the short testimonies. We are talking about Anna Castelli Ferrieri, Julia 
Banfi, and Gae Aulenti. An even worse treatment belongs to the women of 
Casabella in the 1930s, Giulia Veronesi and Maria Mazzucchelli, only men-
tioned in order to better delineate the personalities of the directors within 
Cesare de’ Seta’s text dedicated to Edoardo Persico and Giuseppe Pagano.44

The one chosen to talk about the Casabella-Continuità headed by Rog-
ers is Francesco Tentori, who completes his analysis with a curious explan-
atory note that states: “I preferred to refresh my memory on what I already 
knew than to attempt a hypothetical equal objectivity. So, I must warn and 
apologize to the reader for the many and perhaps important omissions: 
which do not claim to be worth as much as a negative judgment, or a ma-
licious censure”.45 Indeed, among the various lacks in Tentori’s text, the ab-
sence of the female members of the editorial staff stands out.

The three female voices of the editorial staff find their place, as already 
pointed out, in the Testimonianze section and could not be more different 
from each other.

Anna Castelli Ferrieri, Franco Albini’s collaborator for the brief Casa-
bella-Costruzioni experience in 1946, confirms the programmatic intent 
of the Albinian direction: technical, concise, rigorous and operarative, she 
leaves no room for ideology.46

Completely different is Julia Banfi’s contribution in remembering the 
Rogers editorship. 

The relationship of affection and friendship that bound them total-
ly permeates the text,47 which becomes a long and emotional tribute to 
the Master, not without statements that today sound overly unfair in the 
relationship between Rogers and Banfi: “I remember his many yellings 
(for my distraction, forgetfulness, for so many of my other deficiencies) 
as loving and respectful gestures [...] because he would have wanted me to 
be better than I am”.48

In contrast, Gae Aulenti’s testimony focuses entirely on the operational 
and graphic work she conducted together with the director and colleagues. 
In 1978, when questioned about her work at Casabella, Aulenti was explicit 
that the very pages of the Milanese magazine, the fundamental importance 
of the work on the layout, which went beyond the purely mechanical task of 
pagination to interfere with the meaning of the magazine itself: “For ten years 
I worked on the layout of the magazine, but it wasn’t about graphics,” writes 
Gae Aulenti “it was an exploration into texts, drawings, photographs [...], a 
continuous struggle to find their meaning, and then to organise it in the pag-
es of a magazine that would communicate the need for it”.49 A true creative 
process. Through graphics Aulenti tried to “restore the original meaning of 
architecture”. The “cage”, the founding base of a magazine, “was then used in 
order to be denied: breaking out of the cage was to make a magazine”.50

His words confirm what is evident by looking at the evolution of Casa-
bella’s graphic layout between 1955 and 1965. The work of simplifying the 
table of contents, the revealed intention to put the image at the core and to 
treat each issue of the magazine as a self-standing project, are evident starting 
with no. 214 (February-March 1957), the first ones with Gae Aulenti heading 
Casabella’s graphics.

Even when Casabella changed from a semi-annual to a monthly magazine 
(from no. 223, January 1959) and editorial work intensified, Aulenti’s work em-
phasized the ability to “design differences”, conceiving the layout as a language. 
Or rather, a translation of all representational clusters of the creative process.

Even the images Aulenti chooses to go with her text are a symptom of an 
awareness that is now complete: a double-page layout of Persico and Paga-
no’s Casabella (1935) is flanked by one of her paginations (no. 221, Septem-
ber-October 1958), which is followed by a portrait of herself and the cover of 
Casabella-Continuità no. 290 (August 1964), with her design exhibition for 
the Triennale di Milano. 

Aulenti thus seems to change the subject of the narrative, putting herself 
at the center: from a young editor to an established designer who gains the 
cover of one of Europe’s most famous architecture magazines.

Fig. 5 “Abitazione e scuderia 
a Milano, S. Siro” by Gae 
Aulenti, in Casabella, no. 
219, (May 1958, 20-21).
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Conclusion
In this brief excursus on the role played by Veronesi and Aulenti within 
Casabella magazine, two extremely different figures emerge. Nevertheless, 
both are subject to the same dynamics. Veronesi is an intellectual, Aulenti 
an architect who builds and writes almost nothing.

Placed within a purely male editorial team, both are not acknowledged 
as having a clear and definitive role, which still seems to be unclear. If we 
were to consider their role in relation to the number of articles signed by 
Veronesi and Aulenti, we could say that their written contribution was not 
huge. If the texts, on a quick reading, may not be so incisive to some, the 
same cannot be said with respect to the impact of this collaboration in the 
personal and professional destinies of the two. 

In times of historical revision of Italian architecture during 1920s and 
1930s, which many inextricably linked to the most negative aspects of the 
fascist regime, Veronesi’s work still proves to have a chance not to be for-
gotten, or to be less and less incisive, precisely because of the diversity of 
her testimony and understanding of the period.

From the point of view of the visual contribution to Casabella-Continuità, 
however, Aulenti’s role becomes revolutionary. Although her role was never 
acknowledged, Aulenti makes a crucial and operative contribution to Casa-
bella’s worldwide appreciation for its visual elegance, clear layout, and moder-
nity of its graphic cage. 

Over time, it seems possible to evaluate the impact of this common ex-
perience, fundamental in the definition of their personality. An experience 
to be looked at not with nostalgia, but as the substantial starting point for a 
cultural attitude based on continuities. 

A critic and intellectual, and an architect, united by having taken part 
and frequented the environment of a magazine that manages to bring to-
gether other intellectuals and architects, not exclusively men. A magazine 
that has collected some of the generational contradictions and themes that 
will heavily mark the development and destinies of architecture in the 
following decades. The last years of Casabella-Continuità represented the 
training ground of the foundation of the theoretical and design reflections 
of many architects who have profoundly conditioned the development of 
a dominant and influential part of Italian architectural and academic cul-
ture.51 And today we can say that Gae Aulenti was not only part of this 
change but was a driving force.
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Abstract
In a few years, social networks have led to the paradigm shift that had been 
announced since the generalization of the Internet. Architectural guides 
—a very specific type of publication, halfway between architectural crit-
icism and the pure compilation of data and practical information— have 
been, after decades of comfortable continuity, headed towards a double 
change: one, necessary, of format; another, more debatable, of content.

New technologies have quickly rendered obsolete an editorial for-
mat tremendously conditioned by its practicality and ease of use. The 
intrinsic contradiction of a publication that must be compact and easy to 
handle, but at the same time offer as much information as possible, dis-
appears when the architectural guide is transferred to the digital format 
of a mobile application.

However, the most delicate change they face affects their content. Ar-
chitectural guides have traditionally been publications aimed at a very spe-
cific market niche. The leap to a digital and hyperconnected environment 
and the generalization of its use also propitiate different criteria for gener-
ating content: prioritizing the pure novelty or passing trends can multiply 
downloads or positive reviews, while direct contributions from users, in 
the same way of social networks, allow exponential growth with minimal 
economic cost. In both cases, offering a selection of architecture works far 
from academic consensus.

Do digital architectural guides take advantage of their new potential 
without losing sight of rigor and quality? Do they act as proper tools for the 
dissemination of architectural culture? Collecting popular trends is neces-
sary, but they should be channeled through a critical and analytic approach 
that fosters well-founded criteria and opinions in the user. This commu-
nication takes some current digital architectural guides and analyzes their 
format, structure, and content, trying to answer these questions to point 
the way to a new type of digital publication.

Keywords
Architectural Guides, Mobile Applications, Apps, Architourism, 
Architectural Tourism.
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