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INTRODUCTION

Fortunato Depero,
The Quintessential Futurista

Fortunato Depero is one of the most
accomplished interpreters of Futurist aesthetics
and theoretical statements. His career, spanning
over five decades, presents coherent stylistic
continuities interspersed with bouts of genial
creativity that gave his work international visibility
and acclaim. A talented promoter of Futurism
and self-promoter, who cultivated connections
in Rome, Milan, Paris, and even New York,
Depero’s legacy looms large in the histories of
the ltalian avant-garde and Modemist graphic
design.

Bormn in the Trentino section of the Alps at a time
when the region still belonged to the Austro-
Hungarian Empire, Depero joined the five-year-
old Italian Futurist movement (founded by poet
and avant-garde impresario Filippo Tommaso
Marinetti in 1909) at the onset of World

War I. Working under the wing of Giacomo Balla,
one of the most acclaimed Futurist artists, the
young Depero made a name for himself in the
art scene centered in Rome. He contemplated
the “plastic dynamism” theorized by prominent
Milanese Futurist Umberto Boccioni, and began
experimenting with “plastic complexes” that
responded in original sculptural terms to Balla
and Boccioni's most abstract paintings.

In 1915, Depero and Balla penned the
manifesto Ricostruzione futurista dell'universo
(Futurist Reconstruction of the Universe, pp.
14-15), among the most consequential of

all Futurist theoretical pronouncements. In

the document, the two artists expressed the
intention to permeate every field of human
activity with Futurist aesthetics and ideology.
Moving beyond the realm of painting, sculpture,




and literature, the manifesto called for musical
concerts over cities performed by airplanes,
ever-adaptable articles of clothing, movable
and sonorous advertisings, transformable
buildings, and surprising toys for children,

to name a few. Many initiatives of Futurism’s
second wave in the 1920s and 1930s—such
as the movement's forays into the fields of radio,
theater, advertising, publishing, fashion, and
even gastronomy —owe a debt of gratitude to
the roadmap set forth in this manifesto. One
might even see the arc of Depero’s own career
and materially diverse output as a successful
and creative realization of this initial theoretical
impetus.

By the end of World War |, Depero progressively
abandoned abstract sculpture and returned

to the human figure, working extensively on
theatrical costumes and marionettes (see Balli
Plastici, 1918, pp. 16-17). He developed a
trademark style that injected the philosophical
prerogatives of the modernist automaton with
machine-age aesthetics, a playful and fantastic
atmosphere, as well as a colorful palette. The
resulting artistic output presented a powerful
universe of puppet characters; a versatile
ensemble of modernist women, men, idols,
demons, robots and animals, all inhabiting a
joyful Futuristic urban landscape. The vibrancy
of this Futurist universe did not escape the
interest of astute commercial enterprise: by

the mid-1920s, Depero had translated the

most successful elements of his paintings and
theatrical plays into the protagonists of countless
advertisements for major Italian companies (see
the ads for Verzocchi firebricks, 1924-25, pp.
25-26), as well as into distinctive and successful
promotional pavilions that gave form to a lively
architectural imagination. Furthermore, during
the 1920s, Depero directed a craft workshop in
Rovereto, the Casa d'Arte Futurista (Futurist Art
House), where his wife Rosetta and a group of

workers produced modern tapestries, clothes,
and other textiles based on the artist's designs.
This cross-pollination between media, genres,
and projects gave rise, in 1927, to the famous
“bolted book” Depero Futurista (pp. 36-47),

a self-promotional typographical marvel that
documents and exemplifies the extraordinary
Creative energy of those years.

In 1928, Depero and his wife moved to

New York City for two years, in the hope of
establishing a presence for his artworks and
laboratory in the “new world” that so frequently
inspired the Futurist imagination. He is the only
early Futurist to have visited and produced

in the modern American metropolis (see, for
example, his Vanity Fair covers, pp. 72-73), a
decision that anticipates by almost two decades
the broader acknowledgement of the switch
from Paris to New York as the center of global
contemporary art. Unfortunately, the 1929
economic crisis undermined the success of
the endeavor. The American public, moreover,
had different tastes and expectations of Italian
art, which at the time still largely coincided
with Renaissance Revival architecture and
furnishings. Nevertheless, the experience
confirmed for Depero the importance of the
interconnections between art, design and
advertising and his visual vocabulary acquired
a new mechanical and architectural dimension
that reverberated in his work of the following two
decades.

The 1930s were for Depero a decade of
continuous engagement with different artistic,
craft, and commercial projects. Enriched by
the many visual elements and suggestions
observed in New York's streets, theaters,
subways, and construction yards, the artist
undertook advertising commissions, artistic
publications (see New York Film Vissuto, 1930,
pp. 74-75), and large preparatory drawings for

a grand theatrical piece on the American city.
During the same years, Marinetti had gathered
around himself a new cohort of younger
Futurists, who pushed the movement in the
direction of Futurist “aeropainting,” an artistic
style that sought to capture the sensations

of airplane flight by appropriating the daring
perspectives of aerial photography. Despite
his appearance among the signatories of the
1929 aeropainting manifesto, Depero never
fully embraced this artistic turn. On the contrary,
by the mid-1930s, the artist rediscovered

an interest in vernacular subjects, which he
translated into the geometric and mechanical
forms that characterize his entire ceuvre.

Due in part to his continued monetary woes,
which afflicted Depero’s entire career due to

a combination of external factors and over
commitment, between the 1930s and the
1940s Depero undertook several projects
commissioned by institutional entities connected
to the Fascist regime. This collaboration with
the Fascist state lasted well into the years of
the Second World War. In the aftermath of the
conflict, as Italy's cultural and political elites
sought to re-establish a fresh and untainted
image of the nation and its artistic life, the
connections between Fascism and Futurism
cast a brooding shadow over Depero’s
remarkable career. In this period of ideologically
motivated, selective forgetfulness, the nuances
of Depero’s earlier work and his varied alliances
were collapsed and unfavorably judged. As a
result, Depero’s work did not receive proper
critical assessment until the 1980s.

After a second unsuccessful attempt at
establishing a presence in the United States
between 1949 and 1950, Depero retumed to
ltaly and continued his whirlwind of artistic and
commercial engagements (see the Dizionario
Volante lllustrato Depero, 1956, pp. 122-127).

His modermist visual vocabulary, however, had
fallen out of favor among ltalian companies,
who were increasingly turning to a younger and
more cosmopolitan generation of graphic design
practitioners for their advertising projects. As
the legacy of Futurism became enveloped in a
fog of critical silence, due to the movement’s
poisonous connections with Fascism during the
interwar years, Depero labored quietly towards
a final, great contribution to the history of the
ltalian avant-garde: in exchange for bequeathing
his estate to his hometown Rovereto, Italy,

he obtained a living stipend and a public
building, with the mandate to transform it into a
laboratory-museum, the Casa Museo Depero
(Depero House Museum). Inaugurated officially
in 1959, this space became the first museum
ever dedicated to Futurism, designed and
developed by one of the movement’s pivotal
figures; an artist who worked alongside the first
generation of Futurist painters, and who played
a key role in popularizing modemist aesthetics
and graphic design during the interwar years.
Depero and his house-museum also played

a central role in making Rovereto a primary
center of contemporary art in ltaly: since 1987
the city hosts the Museo di arte moderna e
contemporanea di Trento e Rovereto (Modem
and Contemporary Art Museum of Trento and
Rovereto), commonly known as Mart, a large
and comprehensive institution with an extensive
permanent collection of ltalian contemporary art,
a record of landmark exhibitions, and a state-
of-the-art archival center. Following Depero’s
original bequest, this institution has attracted the
estates of several other important avant-garde
artists.

Merrill C. Berman's collection of Depero’s work
offers a rich overview of this artist's output at
all stages of his career, rare outside of Italy.

It documents Depero’s visual dialogue with

the European avant-gardes, as well as his




attempt to establish a reputation and living in
the United States; a unigue endeavor among
the protagonists of early Italian Futurism. The
presence in this collection of rare books such
as Depero’s Depero Futurista, 1927 (pp. 36-47)
or his Numero Unico Futurista Campari, 1931
(pp. 76-97) provide exceptional insight into the
evolution of Depero’s artistic and typographic
experimentation, his virtues as a words-in-
freedom poet, a Futurist theoretician, and a
herald of the avant-garde gospel.

The long chronological span of Depero’s

artistic, publishing, and commercial production
suggested a division of this catalogue into
decades of activity: from the 1910s onward,
readers can follow the development and breadth
of Depero’s career across a multiplicity of media,
venues, and inttiatives. Entries for multi-page
objects feature a selection of interal page
spreads worthy of special consideration. Titles
and relevant inscriptions have been transcribed
and translated for clarity. Accompanying notes
provide additional contextual information on

the genesis of select works, as well as on their
format, artistic qualities, and importance within
the history of the Italian avant-garde.

Nicola Lucchi
November 2018
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Ricostruzione futurista dell'universo (Futurist
Reconstruction of the Universe), 1916
Letterpress on paper (leaflet)

11 3/8 x 9" (28.9x22.9cm)

Notes: published by the Direzione del Movimento
Futurista in Milan, this manifesto is a pivotal document
for the development of Futurism during the 1920s and
1930s. After paying homage to the artistic achievements
of early Futurists, Balla and Depero advocate for an
expansion of avant-garde art in sectors as far afield

as advertising, furniture design, and toy design. The
manifesto includes photographs portraying abstract
sculptures by Balla and Depero titled Plastic Complexes.

recto

spread

Verso
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Balli plastici (Plastic Dances), 1918
Letterpress on paper (booklet)
6 6/8 x 4 5/8"(16.811.7 cm)

Text: Balli plastici

Nel locale del Teatro dei Piccoli
dal 15 Aprile 1918 con
ESPOSIZIONE

del pittore DEPERO

[Plastic dances

At the venue Teatro dei Piccoli
Beginning on April 15, 1918
EXHIBITION

by the painter Depero]

Notes: staged in Rome at Palazzo Odescalchi by pupeteer Vittorio Podrecca, Balli

Plastici was a critical and commercial success. The cover illustration is a double portrait

of Depero himself and Gilbert Clavel: the mechanical, marionette-like features are typical

of Depero’s early Futurist sensibility. recto Verso

spread
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Teatro degli Indipendenti, Girotondo (drawing
by Depero), 1922

Letterpress and lithograph on paper (poster)
27 % x 12 7/8" (/0.5 x 32.7 cm)

Text:

Teatro degli Indipendenti
Bragaglia

Teatro sperimentale

Girotondo

Dieci quadri di Arturo Schnitzler

[Theater of the Independents

Bragaglia

Experimental Theater
Ring-around-the-rosie

Ten tableaux vivants by Arthur Schnitzler]

Notes: Depero’s drawing for Bragaglia’s
Teatro degli Indipendenti recalls the vaulted
celling of Palazzo Tittoni's basement,
originally an ancient Roman thermal bath
redesigned by Virgilio Marchi for use as an
avant-garde theater.

20

Postcard with illustration of Casa d'arte
futurista Depero (Depero Futurist Art House),
1922 (signed by artist's wife and dated,
1923)

Letterpress and photogravure on paper
55/8x3%" (14.3x9.5cm)

Text:

Casa d'arte futurista Depero

Gran diploma d’'onore allo Stadium — Torino
1922

Medaglia d'oro del’lE.N.I.-T. — Bolzano 1922
Arazzi — Cartelloni — Scene — Cuscini

— Giocattoli — Vetrate — Salotti — Saloni —
Cabaret — Ultramoderni

Rovereto (Trentino)

[Deperto Futurist Art House

Honor Diploma from Turin's Stadium, 1922
EN.IT. Gold Medal, Bolzano, 1922
Tapestries — Posters — Theatre Scenes —
Pillows — Toys — Glasswork — Living Rooms
— Lounges — Cabarets — All Ultra-Modem
Rovereto (Trentino)]

Marks and inscriptions:
Postage stamps; personal correspondence
and signature by the artist's wife.

Notes: the postcard design recalls the
structure of the 1919 painting My Wife and
I, which portrayed Depero intent on painting
and his wife Rosetta working on a loom:
here, the artist appears as a stylized sprite
outside the art house.

recto

Verso
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Postcard with illustration for the novella
“Istituto per suicidi” (Institute for Suicidal
People) by Gilbert Clavel, signed by
Depero, dated 1924 (illustration ¢.1917)
Letterpress on paper

39/16x59/16" (9x 12.7 cm)

Marks and inscriptions:
Postage stamps; personal correspondence
and signature by the artist.

recto

Verso

Print advertising for Richard Ginori, 1924
Lithograph on paper mounted on board
(advertisement)

91/8x67/8 (23.2x17.6.cm)

Notes: by 1924, Depero’s programmatic
declarations in Futurist Reconstruction of
the Universe have come to fruition: the
artist establishes a working relationship
with several companies around Italy,

for whom he produces a number of
successful advertisings. Here, for example,
Depero’s use of geometric decorations
and complementary colors convey the
modernist design of Richard Ginori's
ceramic vases. The use of symmetrical
patterns, frequently found in these projects,
speaks to Depero’s engagement with
textiles and artistic tapestry, a major
product of his Casa d’Arte Futurista during
the 1920s.

22
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Vill Mostra d'arte — Como, Istituto Carducci,
1924

Lithograph on paper (poster)

27 Vox 19 7/8" (69.6 x 50.5 cm)

Text:
VI Mostra d'arte. 7 settem. 5 ottobre
Como - Istituto Carducci

[8th Art Exhibition. September 7 — October
5
Como, Carducci Institute]

Print advertising for V&D firebricks, 1924
Lithograph on paper
7% x4 7/8 (19,7 x 12.4 cm)

Notes: Depero’s early advertising

designs for Verzocchi firebricks wisely
recuperate characters of earlier commercial
engagements, such as the marionette-

like devils that populated the tapestries of
Gino Gori's Cabaret del Diavolo, a Roman
night club Depero helped decorate at the
beginning of the decade.

24
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Design for advertisement, V&D mattoni
refrattari, 1924-1925

ink on paper mounted on paper

13 1/4 x9 1/4” (33.7 x 23.5 cm)

Text:

Versocchi (sic) G.
V&D

Mattoni refrattari

[Versocchi G.
V&D
Firebricks]

Marks and inscriptions:
Signed on recto F. Depero Rovereto.

26

Postcard for Unica Torino, 1927
Lithograph on card
57 x39/16" (14 x 9 cm)

Text:
Buona Pasqua
Unica Torino

[Happy Easter
Unica (chocolate factory), Turin]

recto

Verso
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Advertisment for Campari, 1925-1926
Lithograph on paper (poster)
19 1/2 x 13 1/2" (49/5 x 34.3 cm)

Notes: In 1925 Depero inaugurates a
fifteen year-long collaboration with Davide
Campari & C., one of ltaly's most iconic
alcoholic beverage companies. Depero
completely reconfigures the visual identity
of Campari’s corporate logotypes, the
design and packaging of the company’s
products, as well as the public image

of Campari among consumers: from a
longstanding tradition of advertisements
inspired by Art Nouveau motifs and
lettering, Depero moves Campari towards
visual elements from contemporary
avant-garde art, and that dialogue with
Futurist typographic experimentation.

The economic gains resulting from this
successiul collaboration allowed Depero
to cover some of the expenses related to
his multiple artistic endeavors during the
late 1920s, such as the publication of the
“bolted book” Depero Futurista.

28

Campari advertisement, 1925-1928
Lithograph on paper (card)
6 1/8x4 1/4" (156.6 x 10.8 cm)

Text:
Idolatria del Cordial Campari Liquor

[ldolatry of Campari's Cordial Liguor]

29



Campari advertisement, 1925-1928
Lithograph on paper (card)
61/8x4 1/4" (16.6 x 10.8 cm)

Text:
Cordial Campari Bitter 1928

30

Campari advertisement, 1925-1928
Lithograph on paper (card)
6 1/8x4 1/4" (156.6 x 10.8 cm)

Text:
Cordial Campari Liquor
Goloso Golosissimo!

David Campari & C
Milano

[Campari's Cordial Ligour
Delicious Super-delicious!

Davide Campari & C
Milan]

31



Campari advertisement, 1925-1928
Lithograph on paper (card)
61/8x4 1/4" (16.6 x 10.8 cm)

Text: Cordial Campari

Olimpionica, 1927
Lithograph on paper (magazine cover)
13 1/8x93/8" (33.3x23.8cm)

Text:
Olimpionica
Rassegna dello sport nel mondo

[Olympic
Review of sports from around the world]

Notes: this cover recalls in subject and
format Depero's large canvas Biker,
Solidified in Speed, from the same year, a
design that recuperates early Futurist motifs
explored by Giacomo Balla in his drawings
of automobiles from 1912-1913.

32
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Emporium, 1927
Litograph (magazine cover)
10 9% x 16 7/8" (27.3 x 40.3 cm)

Text:
Emporium
Dicembre 1927 VI

[Emporium
December 1927, 6th year of the Fascist Era]

Notes: during the 1920s Depero also engaged with
graphic design for popular

magazine covers. This example from Emporium
recuperates once again the highly decorative style

of Depero’s tapestry designs, where the geometric
repetition of a modular element is enlivened by strong
chromatic contrasts.

recto

Verso
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Bolted book, Dinamo-Azari Depero Futurista, 1927
Letterpress on paper (book with bolted binding),
95/8x1156/8" (24.5x29.56 cm)

248 non-numbered pages

Copy 664 out of 1000 limited edition

Marks and inscriptions:
Signed with dedication on frontispiece

Notes: published in limited edition with the financial
support of Fedele Azari and the alcoholic beverage
company Campari, Depero’s famous "bolted book” is a
landmark of European modermist graphic design, in direct
conversation with work by the likes of Laszlo Moholy-
Nagy and Kurt Schwitters. Bound by aluminum nuts and
bolts, Depero thought of this volume as a dangerous
object, a Futurist weapon that could damage other
books on a shelf with its sheer presence. Furthermore,
the bolts allowed for a quick unbinding and display of
single pages during impromptu exhibitions. Part art
object, part portfolio, and part theatrical advertising tool,
Marinetti described Depero Futurista as “a typographic
racecar’. The book contains several pages of typographic
experiments aligned with the aesthetics of Futurist words-
in-freedom, ads for Campari, reproductions of artworks,
and progralmmatic statements on the importance

of advertising and graphic design. Depero Futurista
constitutes Depero’s most convincing attempt at fusing
into a single project the field of artistic expression, the
needs of mass marketing, and the activities of Depero’s
artisanal laboratory, the Casa d’Arte Futurista.

recto

title page
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Calendario futurista, 1927
Lithograph on paper (small calendar booklet)
4% x3 V" (10.8x8.3cm)

Text:
Calendario futurista 1927
Teatro plastico Depero

[1927 Futurist Calendar
Depero’s plastic theater]

Notes: this pocket calendar doubles as an artist portfolio
of Depero’'s most successful work from the late 1910s
and early 1920s: the plates capture the extent of his
production in terms of marionettes, theatrical costumes,
and stage design.

recto
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1928, 1928
Collage on paper (design for calendar

cover)
21 x 147 (63.3x 36 cm)

Acquired by MoMA (March 2018)

1919, Rassegna della vecchia guardia
fascista (1919. Review of the Fascist old
guard), 1928

Litograph on paper (design for magazine
cover)

156 1/8 x 10 3/8" (38.4 x 26.4 cm)
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Secolo XX, 1929
Qil on board (maquette)
251/4 x 19 5/8" (64.1 x 49.8 cm)

Acquired by MoMA (March 2018)

Secolo XX, n. 6, 7, 9, 1929
Lithograph on paper (magazine)
1563/8x 11 56/8" (39.1 x 29.5 cm)

Notes: this magazine cover moves away
from the flattened, tapestry-like design

of other typographic work from the same
period to engage with a three-dimensional
vision of the page, where the name of the
magazine (the double Roman numeral)
acquires a sculptural solidity and a double
valence as both title and subject of the
composition.
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Survey filled out by the artist for a publication by Giovanni
Scheiwiller, 1928-1929

Lithograph, pen, and colored pencil on paper

11 3/8x9 1/4" (28.9 x 23.5 cm)

Notes: this document illustrates Depero’s professional engagement
with publisher and art critic Giovanni Scheiwiller, a major figure in
ltalian art publishing between the World Wars.

62

recto

Verso
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Depero Modermist Faintings and Tapestries, 1929
Lithograph on paper (exhibition catalog)
93/4x8"(24.8x20.3 cm)

Text:

Guarino Gallery of Contemporary Italian Art
Depero Modemnist Paintings and Tapestries
600 Madison Avenue, New York City
January 8th February 9th 1929.

Notes: during his experience in New York City (1928-
1930), Depero’s work appeared in no less than four
exhibitions, although records for these events are
extremely scarce. His show at the Guarino Gallery
however is the most well documented, with a catalog that
incorporates the artist's modemist idiom in its typographic
and design features.

64

recto

spread

Verso
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Postcard, Depero, 1929
Letterpress on paper with crayon
37 x55/8 (8.9x14.3cm)

Marks and inscriptions:
Recto: F. Depero x New York 1929

Verso: Futurist house bozza [draft]

Notes: this postcard displays one of the
logos Depero used between 1928 and
1930

to advertise his Futurist art house in New
York City.

recto

Verso
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Cover and interior design of News Auto Atlas, 1930
Lithograph on paper (road atlas)
12 % x9 V" (12 3/4 x 23.5 cm)

Notes: Depero illustrated the cover of this popular road
atlas for American drivers with few (distinctly Italian) colors
and his typical playful stance. Despite the simple and
somewnhat repetitive silhouetted figures that comprise

the composition, the interplay between colors and
geometric elements creates an ensemble of great interest:
the red and green of roads and countryside match

the projections of the traffic light, an element of urban
design that would soon become a frequent protagonist

of Depero’s advertisings in Italy. Similarly, the concentric
circles representing the wheels and tires of automobiles
double as headlights and bullseye targets. Conceived as
a single, unified composition across the back and front
covers of the atlas, the image conveys an ironic take on
the dangers of countryside driving in the United States,

a topic Depero had also discussed in his contemporary
writings: amateur drivers speed nonchalantly across the
landscape, causing turmoil and danger to an array of
persons and animals, under the watchful eye of a stunned
policeman.

recto

spread

Verso
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Vanity Fair, July 1930
Lithograph on paper (magazine)
12 5/8x9 %" (32.1 x 24.8 cm)

Notes: among the few successful
commercial commissions in New York,
Depero’s two published covers for Vanity
Fair constitute the high point of the
artist's popular recognition in the United
States during the interwar years. Instead
of playing daringly with the typographic
design of the magazine titles, as he had
done successtully in Italy, Depero chose
to illustrate these covers with some of his
most acclaimed motifs, such as a devil
reminiscent of the artist's work for Cabaret
del diavolo and the marionettes of Balli
plastici.

Vanity Fair, March 1931
Lithograph on paper (magazine)
12 % x97/8"(32.3x25.1 cm)

Notes: The article reads: “Depero, who
drew the sketch above, also designed
the cover of this issue of vanity Fair. He is
one of the most amusing figures among
modern decorative artists.

An ltalian by birth, he lives in New York,
frequently exhibits his work in Paris, and
calls himself (quite justly) a futurista. At one
time in his career as an artist, he was very
interested in marionettes and designed
many of these little figures himself. He is
continually writing (in Italian) manifestos
about art and life, and varies his activities
of painter and sculptor by occasionally
decoration ltalian restaurants, and running
a factory for hand-sewn Furturistic rugs in
Italy.”

recto

internal page

72

73



New York. Film vissuto (New York, a lived fim), 1937
Letterpress and rotogravure on paper (brochure)
77/8x811/16" (20 x 22.1 cm)

Text:

Recto:
New York. Film vissuto. Primo libro parolibero sonoro.
Fortunato Depero 1931

[New York, a lived film. First freewordist audiobook.
Fortunato Depero 1931]

Verso:

1° libro parolibero sonoro

1000 esemplari numerati e firmati

Vita vissuta a New-York

llustrazioni — tavole parolibere — liriche — paesaggi
tipografici — due dischi fuori testo incisi dall’autore
Prenotatevi in tempo

New York, film vissuto

[1st freewordist audiobook

1000 copies, signed and numbered

A life lived in New York

llustrations — freewordist tables — poems — typographical
landscapes — two bonus vinyl records, recorded by the
author

Reserve your copy in advance

New York, a lived film]

Notes: this is an advertising for an abandoned book
project that would have captured Depero’'s New York
biennial experience through an innovative multimedia
approach. Part-illustrations, part-recorded declamations
on vinyl records, part-autobiographical accounts, this
project constitutes extraordinary evidence of Depero’s
forward-thinking vision in the fields of art, publishing,

and advertising. The cover includes a photomontage by
Mario Castagneri, portraying Depero on a background of
skyscrapers.

recto

spread

Verso
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Numero Unico Futurista Campari, 1931
Letterpress on paper (book)
9¥x11%" (24.1 x39.8 cm)

Text:
Recto: Numero Unico Futurista Campari 1931, Creazione
Depero. Omaggio della ditta Davide Campari & C. Milano

[Campari Futurist Single Edition 1931. Created by Depero.
Homage of the Davide Campari & C. company, Milan|

Notes: this book constitutes a portfolio of advertising
designs for Campari that Depero had envisioned in
collaboration with Giovanni Gerbino, who worked on the
advertising slogans. The images display the extent of
New York's influence on Depero’s artistic sensibility in the
early 1930s: gone are the marionettes of the advertisings
from the mid-1920s, substituted by near-constructivist
renditions of rising skyscrapers and powerful traffic lights,
as well as Art Deco-inspired decorative patterns. Whereas
Depero’s early advertising campaigns for Campari had
situated the product in a fantastic and ironic context, this
second wave of designs characterizes the company’s
alcoholic beverages as ideal for a modern, urban, and
cosmopolitan clientele.
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Promotional postcard, 1932
Lithograph on paper
37 x55/8 (8.9x14.3cm)

Text:

Verso:

La limonata & una bibita gradevole, agevola la digestione,
conferisce materiali vitaminici all'organismo.

Decennale della marcia su Roma. Ufficio di Propaganda
della Camera Agrumaria — Messina

[Lemonade is a pleasant drink, which helps with digestion
and provides vitaminic material to the body.

Decennial anniversary of the March on Rome. Publicity
office of the Chamber for the citrus fruits industry —
Messina]
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Dinamo Futurista n. 1, 1933
Lithograph on paper (magazine)
16 V4 x 11 %" (41.3%x29.8cm)

Notes: this avant-garde journal was a short-lived monthly
dedicated to the promotion of Futurist art. Depero
abandoned the project after five issues. The design of
the journal captures the extent of Depero’s typographic
language in the early 1930s, which includes references
to New York's architectural and mechanized urban
infrastructure.
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Dinamo Futurista, ¢.1933
Letterpress on card (advertisement)
11 5/8x9" (29.5x22.9 cm)

Text:

Dinamo

Nuovissima pubblicazione

Dinamo Futurista

Periodico mensile illustrato

Pittura Scultura Architettura Arte sacra Arte pubblicitaria
Parole in liberta Poesia Teatro Cinelandia Sorprese

[Dynamo

New publication

Futurist Dynamo

Monthly illustrated journal

Painting Sculpture Architecture Sacred art Advertising art
Words-in-freedom Poetry Theater Cinemaland Surprises]

Marks and inscriptions:
Verso:

locandina con il disegno per Azari
[flyer with the drawing for Azari]

F. Depero — X

recto
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La Rivista illustrata del popolo d'italia, X1V, 1935
Lithograph on paper (periodical)
13 x956/8" (833 x 24.4 cm)

Notes: Published as a supplement to Il popolo d'ltalia,
the daily newspaper founded by Mussolini, the Rivista
illustrata played an important role in the propaganda
efforts of the fascist regime by establishing frequent
collaborations with Italian artists and intellectuals. This
particular issue of the periodical provides an end-of-
the-year celebratory overview of the various endeavors
undertaken by the ltalian government. Depero’s illustration,
which includes elements and perspectives typical of
Futurist aero-painting unusual for the artist, provides

a visual rendering of the text in the previous page,
dedicated to infrastructural improvements in the fields of
communication and transportation.

interior spread
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Liriche radiofoniche, 1934
Lithograph on paper (book)
95/8x65/8(24.4x16.8cm)

Text:
Cover: Depero. Liriche radiofoniche. Editore Morreale.
[Depero. Radiophonic poems. Morreale Press.]

Marks and inscriptions:
Signed on frontispiece

Notes: in 1933, F.T. Marinetti and Pino Masnata
published a Futurist manifesto dedicated to radio
transmissions, title La radia, in which the two argued
for the need to engage with radio programming as a
new, promising space of Futurist artistic production,

particularly in the realms of literature and drama, as radio

allowed artists 1o free themselves from the constraints
of both page and stage. Depero saw an opportunity
to reconfigure some of his artistic words-in-freedom
tables for radiophonic declamation, an idea he had
been pursuing since the project of his New York-Film
Vissuto multimedia book in 1931, As a matter of fact,

Liriche radiofoniche makes ample use of Depero’s New

York material among the subjects discussed and the
illustrations.
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Documentary photograph of Depero’s
painting, Citta meccanizzata dalle ombre
(City Mechanized by Shadows), late 1940s
Gelatin silver print pasted on paper

18 1/2 x 14 1/4" (47 x 36.2 cm)

Marks and inscriptions: Citta
meccanizzata dalle ombre — tela abbozzata
per fondale teatrale — F. Depero

Citta meccanizzata dalle ombre (tela del
1920) proprieta Collezione Gianni Mattioli
— Milano

Fortunato Depero

[City mechanized by shadows — canvas
draft for a theatrical background scene — F.
Depero]

[City mechanized by shadows (painting
from 1920) property of the Gianni Mattioli
Collection — Milan Fortunato Depero]

Cantiere sonoro metropolitano (Resonant
metropolitan construction yard), 1950s
(original drawing early 1930s)

Ink and graphite on paper (drawing)

17 x 14 1/4” (43.2 x 36.2 cm)

Marks and inscriptions:
Recto: artist signature

\erso: In memoria del mio grande
scomparso Rosetta Depero

[In memory of my great departed one
Rosetta Depero]

Cantiere a New York F. D. 1930
[Construction site in New York F. D. 1930)

Notes: this is a copy of Depero’s
Cantiere sonoro metropolitano, a large
drawing depicting the bustle of New
York's construction sites. The composition
demonstrates how Depero’s theatrical
sensibility developed from the fantastic
scenery and characters of his early 1920s
stage designs: the visual repertoire of

the artist now engages with the solidity

of mechanical and architectural elements
observed in the American metropalis,
creating an almost constructivist landscape
that appears again and again in much of
Depero’s work after 1930.
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Cantiere sonoro metropolitan (Resonant
metropolitan construction yard), 1950s
(original drawing 1940s)

Lithograph on paper

21 7/8 x 15 3/4" (65.6 x 40 cm)

Marks and inscriptions:
Recto: artist signature

Text:

Tav. 21 - Cantiere sonoro

Disegno a penna — 1944 — primo bozzetto
a carbone proprieta della Provincia di
Milano

Prima raccolta di 22 disegni del pittore-
poeta Fortunato Depero. Riproduzione
di 200 copie numerate e singolarmente
firmate dall'artista.

Proprieta editoriale ed artistica riservata.
Copyright by Fortunato Depero Rovereto
1950s

[Plate 21 — Resonant construction yard
Pen drawing — 1944 — first charcoal
drawing property of the Province of Milan
First collection of 22 drawings by the
painter-poet Fortunato Depero. 200

copies, signed and numbered by the artist.

Editorial and artistic rights reserved.
Copyright by Fortunato Depero Rovereto
1950g]
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Bastoni e bastonati [clubs and clobbered
individuals], 1949-1950

Ink and graphite on paper with adhesive
mounted on cardboard.

16 72 x 10 7/8" (41.9 x 27.6 cm)

Marks and inscriptions:
Recto: artist signature

Verso: A memoria del mio grande
scomparso
Rosetta Depero
Rovereto 24-6-1967

[In memory of my great departed one
Rosetta Depero
Rovereto, June 24, 1967]

Notes: this is a preparatory study for a
1950 painting by the same name,
recuperating motifs as early as the 1927

Idolo Campari. recto
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Print advertising for Bitter Campari, 1950
(original illustration from 1926-1927)
Lithograph on paper (poster)

39 7. X 27 V2" (100.3 x 69.9 cm)

Archival copy of advertising for Bitter
Campari, 1950s (original illustration from
1926-1927)

Lithograph on paper tacked to board
6Vax4 ¥ (16.9x10.8.cm)

Notes: this is a series of Depero’s

early advertising designs for Campari,

in which the artist’s theatrical and
mechanical sensibility is in full display. The
monochromatic approach imposed by
the planned publication of these images
OoN newspapers creates a bold interplay
between the silhouetted figures and

the blank page, while the lettering and
typographic design explores additional
decorative opportunities.
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Archival copy of advertising for Campari

Soda, 1950s (original illustration from
1926-1928)

Lithograph on paper tacked to board
6Yax4 ¥ (16.9x10.8 cm)
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Archival copy of advertising for Bitter and
Cordial Campari, 1950s (original illustration
from 1926-1928)

Lithograph on paper tacked to board
6Vax4 ¥ (16.9x10.8.cm)
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Conoscere l'arte d'oggi. Dizionario volante
ilustrato Depero (Knowing the art of today.
Depero’s illustrated unbound dictionary),
1956

Lithograph on paper (Folder for unbound
leaflets)

8¥x6 ¥ (21.6x15.9cm)

Notes: this unbound dictionary is one

of Depero’s last publishing initiatives, an
attempt at collecting and systematizing his
theoretical pronouncements, developed
over the course of the artist's long career.
These efforts date back to the 1930s,
when Depero drafted the design of a book
titted ABC of ltalian Futurism. Following a
loose alphabetical order, Depero discusses
subjects such as aerodynamics, objective
and subjective art, craftsmanship,
geometry, artistic genius. Each leaflet
includes a large plate reproducing a

major artwork by Depero himself, with the
exception of the 5th leaflet, which is mainly
dedicated to Giacomo Balla, Depero’s
most important artistic mentor. Accordingly,
the plate reproduces Balla's 1912
Dynamism of a Dog on a Leash.

recto

Verso
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Conoscere l'arte d'oggi. Dizionario volante
ilustrato Depero (Knowing the art of today.
Depero’s illustrated unbound dictionary),
1956

1st of & leaflets

Lithograph on paper

8¥x6 ¥ (21.6x15.9cm)

Marks and inscriptions: artist signature
on front page

recto

Verso
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Conoscere l'arte d'oggi. Dizionario volante Conoscere l'arte d'oggi. Dizionario volante

ilustrato Depero (Knowing the art of today. ilustrato Depero (Knowing the art of today.
Depero’s illustrated unbound dictionary), Depero’s illustrated unbound dictionary),
1956 1956

2nd of 5 leaflets 3rd of & leaflets

Lithograph on paper Lithograph on paper

8¥x6 ¥ (21.6x15.9cm) 8¥x6 ¥ (21.6x15.9cm)

recto

recto

Verso

Verso
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Conoscere l'arte d'oggi. Dizionario volante
ilustrato Depero (Knowing the art of today.
Depero’s illustrated unbound dictionary),
1956

4th of 5 leaflets

Lithograph on paper

8¥x6 ¥ (21.6x15.9cm)

recto
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Conoscere l'arte d'oggi. Dizionario volante
ilustrato Depero (Knowing the art of today.
Depero’s illustrated unbound dictionary),
1956

5th of & leaflets

Lithograph on paper

8¥x6 ¥ (21.6x15.9cm)

recto
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Cover based on 1926 Campari
advertisement "Campari. Squisito al selz!’,
1963

Lithograph on paper (personal agenda)
4x2 %" (10.2 x 7 cm)

VErso recto
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Biographical Note
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1892 Fortunato Depero is borm in Fondo, near Trento. At the time, the area belonged to the Austro-
Hungarian empire. After his family moves to Rovereto, Depero enrolls in an applied arts schoaol;
among his schoolmates are artists Luciano Baldessari, Tullio Garbari, and Fausto Melotti. Depero’s
early work adheres 1o an expressionist and symbolist style inspired by northermn European sources.

19183: completes first travels to Florence and Rome, where he meets artists and intellectuals from
the Futurist circle.

1914 first exhibition with the Futurists at the Galleria Sprovieri in Rome, a show featuring—among
others—works by Archipenko, Balla, Kandinskij, Sironi. At the onset of World War |, Depero obtains
a travel permit and moves to Rome.

1916: officially admitted to the Futurist movement, Depero publishes the seminal manifesto
Ricostruzione futurista dell'universo, undersigned by Balla. The two artists advocate for an expansion
of Futurism in the fields of design, advertising, and the applied arts: from children toys to furniture,
Futurism was poised to become a distinctive trait of ltalian modemity. Depero’s early Futurist
production includes movable sculptures that verge on abstraction as well as mechanized figures.

1916: first solo exhibition in Rome, which includes numerous drafts for theatrical costumes and
tableaux vivants. Depero becomes familiar with the circle of Sergej Djagilev's Ballets Russes, and
begins an unsuccessful collaboration to provide scenes and costumes for Djagilev's production of
Stravinsky's Le chant du rossignol.

1917 still in Rome, Depero works with Picasso on costumes for the ballet Parade. Over the
summer, he visits the poet Gilbert Clavel in Capri, for whom he creates illustrations for the short
story Un istituto per suicidi. Begins work on the puppet theater’s ballet / Balli Plastici.

1918: Rome’s Teatro dei Piccoli stages a successful rendition of | Balli Plastici. Between this year
and 1919, Depero paints some of his masterpieces on canvas, such as | miei Balli Plastici, Paese di
Tarantelle, and Diavoli di caucciu a scatto.

1919: inaugurates in Rovereto the Casa dArte Futurista, a laboratory where he designs and
produces artistic tapestries alongside his wife and a number of seamstresses.

1922: participates in creating the advertising designs and furnishings for Anton Giulio Bragaglia's
Casa dArte Bragaglia and its annexed Teatro degli Indipendenti.

1924 Depero’'s mechanized ballet Anihccam del 3000 debuts in Milan; the artist begins to
collaborate with several companies on a number of advertising projects, which demonstrate a playful
approach to machine aesthetics. In particular, Depero begins a long collaboration with the beverage
company Davide Campari & C., for whom he creates several advertising campaigns.

1925: joins Giacomo Balla and Enrico Prampolini in a visit to Paris: they take part in the Exposition
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Internationale des Arts Decoratifs et Industriels Modernes, winning several prizes. During his
extended Parisian sojourn, between 1925 and 1926, the artist familiarizes himself with the work of
Constantin Brancusi, Natalja Goncharova, and Michail Larionov.

1927 designs the promotional pavilion for the publisher Bestetti Treves Tuminelli at Monza's 3rd
International Exposition of Applied Arts, receiving widespread acclaim for its innovative architectural
features: the small building is entirely composed of three-dimensional letter-blocks. Publishes the
limited edition, self-promotional “bolted book” Depero Futurista, a landmark work in typographic
design.

1928-1930: travels to the United States and resides in New York for two years, the only artist from
the early Italian Futurist circle to do so. In the American city, Depero encounters a difficult artistic
and commercial environment, with limited appreciation for avant-garde art. Nevertheless, Depero
finds work in the field of graphic design, creating advertisings for various companies and magazine
covers for vanity Fair and Vogue; he also remains active in the field of costume design, thanks to
an encounter with Léonide Massine (first met in Rome at the time of the Ballets Russes) and to

the support of Roxy Theatre’'s Samuel “Roxi” Rothafel. Returned to Italy, Depero capitalizes on the
impressions gathered from his American experience through publications, drawings, paintings, and
typographic tavole parolibere. Elements of his adjourned visual vocabulary appear in his advertising
work for Campari,

1931 publishes the Numero Unico Futurista Campari, a collection of his graphic design work for the
everage company.

1933: designs the decorations for the glass windows of the Palazzo delle Poste in Trento. Publishes
Dinamo Futurista, a journal in support of Futurism.

1934 publishes Liriche Radiofoniche, a collection of scripts for Futurist radio programs as well as
typographic tavole parolibere and texts referring to his New York experiences.

1940: publishes Fortunato Depero nelle opera e nella vita, an autobiography that systematizes and
reconsiders critically the wide-ranging vicissitudes of Depero’s career, as well as the important role
played by Futurism among the historical avant-garde movements.

1940-1945: spends the years of World War |l in isolation on the Trentino mountains. He paints very
little but continues to write and to organize his documents. At the end of the war, Depero’s support
for the Fascist regime and the Repubblica Sociale Italiana costs him a trial.

1947 publishes So | Think — So | Paint, in large part a redacted translation of his earlier
autobiography.

1948-1949: returns to the United States, where his artistic and commercial products still struggle on
the market.

134

1950s: art critics of the early postwar years remain silent about the contributions of Futurism to

the history of Italy’s modern and contemporary art. Nevertheless, Depero continues to paint and
exhibit, maintaining formal connections to Futurist aesthetics while adopting a darker palette. He also
continues to promote his theories of art through a range of small publications.

1957 the city of Rovereto provides financial backing for a museum-laboratory, the Casa Museo
Depero, which is inaugurated in 1959 as ltaly’s first museum dedicated to Futurism.

1960: dies in Rovereto.
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