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La miseria della fissità si paga

Letto oggi, il testo di Charles Moore You Have To Pay for the Public Life (1965) sembra un saggio predittivo rispetto 
alle derive della “(non più) città”: anticipa un mondo in cui il rapporto e il contratto sociale tra gli individui, e dunque 
l’urbanità, si immiseriscono brutalmente nella sostanza al crescere delle disponibilità e degli investimenti. La spetta-
colarizzazione del sé, degli spazi e finanche delle relazioni è il nuovo progetto globale, un progetto involutivo che 
uniforma – rendendolo piatto – ciò che dovrebbe essere distinto e separa – rendendolo ostile – ciò che dovrebbe 
essere partecipe. La miseria è qualcosa che riguarda o può riguardare tutti, perché non è legata a una precisa 
localizzazione, all’essere periferici o al non avere contiguità con le rilevanze, dipendendo piuttosto dall’impossibilità 
di movimento, una impasse magari funzione dell’idea che si ha di sé rispetto a quanto è altro.

You Have to Pay for the Misery of Fixity

Read today, You Have to Pay for the Public Life (1965) by Charles Moore appears to predict the deterioration of 
the ‘(no longer) city’: it anticipates a world in which the relationship and social contract between individuals, and 
thus urbanity, are substantially, brutally impoverished even as resources and investments grow. The spectacularisation 
of the self, of spaces, and even of relationships is part of a new global scheme, a devolutionary strategy that 
flattens what should be distinct, and disperses what should be participatory by making it hostile. Misery is something 
that affects or may affect everyone, as it is not tied to a specific location, to being peripheral, or lacking proximity 
to important areas, but rather to the inability to move, an impasse perhaps shaped by one’s self-conception 
compared to the perceived other.

Charles Moore, territorializzazione, Disneyland, eterotopie, monumentale
Charles Moore, territorialisation, Disneyland, heterotopias, monumentality
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Vesper
Rivista di architettura, arti e teoria

Vesper è una rivista scientifica semestrale, multidiscipli-
nare e bilingue, si occupa delle relazioni tra forme e pro-
cessi del progetto e del pensiero. Ponendo lo sguardo al 
crepuscolo, quando la luce si confonde con il buio e l’og-
getto illuminante non è più visibile, Vesper intende leg-
gere l’atto progettuale seguendo e rendendo evidente il 
moto della trasformazione. Pitagora identificò nel pianeta 
Venere sia la stella della sera (Hesperos) che quella del mat-
tino (Phosphoros), i due nomi si riferiscono allo stesso astro 
ma posto in condizioni temporali differenti. Vesper dichia-
ra quindi una posizione più che un oggetto e privilegia il 
situarsi che ne profila lo statuto. Non è qui accesa la luce 
tagliente dell’alba, che promette giorni completamente 
nuovi e alti sol dell’avvenire, ma quella che fa intravedere 
nella penombra una possibilità nell’esistente. 

Richiamando e rinnovando la tradizione delle riviste car-
tacee italiane, Vesper ospita un paesaggio articolato di moda-
lità narrative, accoglie forme di scrittura e stili differenti, 
privilegia l’intelligenza visiva del progetto, dell’espressione 
grafica, dell’immagine e delle contaminazioni tra linguaggi. 
La rivista è pensata nella sua successione di numeri tema-
tici come discorso sulla contemporaneità, nello spazio di 
ogni singolo numero è articolata in un insieme di rubri-
che che gettano luci differenti sul tema. Nel procedere del-
le diverse sezioni – editoriale, citazione, progetto, racconto, 
lezione, saggio, inserto, traduzione, archivio, viaggio, ring, 
tutorial, intervista, fundamentals – mutano i riverberi tra 
idee e realtà, si accende l’intreccio tra evidenze concrete e 
loro potenzialità, potenziali trasformativi, immaginari. Le 
rubriche sono pensate non per aggiornare istantaneamente 
ma per indagare condizioni progettuali e per fornire stru-
menti e materiali dall’ombra lunga. 

Vesper
Journal of Architecture, Arts & Theory

Vesper is a six-monthly, multidisciplinary and bilingual sci-
entific journal which deals with the relationships between 
forms and processes of thought and of design. Gazing into 
the dusk, when light slowly merges with darkness and the 
illuminating object is no longer visible, Vesper aims to inter-
pret the act of designing through tracing and revealing the 
movement of transformation. Pythagoras identified in the 
planet Venus both the evening star (Hesperos) and the morn-
ing star (Phosphoros), assigning the two names to the same 
star observed in different temporal conditions. Vesper thus 
states a perspective rather than an object, privileging the 
condition that defines its status. Rather than the sharp 
light of dawn, heralding a brand-new day and promising a 
brighter future, it is the twilight that allows you to have a 
glimpse at the potential of what is already there.

Following the tradition of Italian paper journals, Vesper 
revives it by hosting a wide spectrum of narratives, wel-
coming different writings and styles, privileging the visual 
intelligence of design, of graphic expression, of images and 
contaminations between different languages. The journal is 
conceived as a series of thematic issues that build a discourse 
on the contemporary. Each issue is divided into sections that 
offer a range of diverse perspectives on the theme analysed: 
editorial, quote, project, tale, lecture, essay, extra, transla-
tion, archive, journey, ring, tutorial, interview, fundamentals. 
Throughout the different sections, reverberations between 
ideas and reality change, connections emerge between tan-
gible facts and their potentials, transformative prospects, col-
lective perception. The principal aim of these sections is not 
to provide instant news, but to offer an in-depth investiga-
tion of different instances of design and to provide tools and 
materials that have a long-lasting effect.
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Disneyland. Ph. Charles W. Moore, da | from C.W. Moore, You Have 
To Pay for the Public Life, in “Perspecta”, nos. 9/10, 1965, p. 81. Courtesy 
The Charles W. Moore Bibliographic Archive.
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Nel 1965, appena nominato Dean alla Yale School of 
Architecture, Charles Willard Moore pubblica You Have 
To Pay for the Public Life. Una descrizione di quanto si sta-
va disponendo sulla West Coast rispetto al tema affron-
tato in quel numero di “Perspecta”, ovvero “monumental 
architecture as part of the urban scene”. O una esternazione 
dei sempre maggiori dubbi che crescevano, anche sull’al-
tra sponda atlantica, rispetto alle certezze del Movimento 
Moderno, alle razionalizzazioni e alle sintesi consequen-
ziali di quel modo di procedere. The View From the Road del 
resto ha appena allargato la strada aperta da The Image of the 
City1, e la sola monumentalità che a Moore sembra anco-
ra possibile come prodotto del pubblico è quella delle free-
ways2. E le discrepanze tra l’intenzionalità della forma, la 
ricerca di obiettività, di un senso in sé e di sé del fatto fisi-
co, e la percezione psicologica effettiva, aperta e incontrol-
labile; e le contraddizioni tra la pretesa costitutività delle 
architetture (il loro costruirsi in funzione di risultati o sen-
timenti) e i processi concreti di significazione, magari inco-
erenti, che eliminano peraltro l’urgenza dell’eccezionalità 
consentendo dignità se non dominio al banale, che Moore 
sottolinea in più parti del suo testo3; queste ambiguità e 
incoerenze trovano conferma in quello stesso numero del-
la rivista nelle pagine che anticipano il libro che Venturi 
pubblicherà l’anno successivo4. O, ancora, una critica capa-
ce di evidenziare nello specifico dell’ambito osservato tutte 
le estensioni di uno sprawl che nega ogni princìpio di soli-
darietà e relazionalità. E di presentare quindi la fortuna 
di Disneyland non come conseguenza ma come parte di 
una sola episteme, la disgregazione politica come effetto di 
insieme, la società statunitense ben più di un passo oltre la 
borghesia di Bataille5: priva di vergogna o pudore, spende 

sì per sé ma la sua dépense del tutto disfunzionale “esibi-
sce” la propria miseria non solo morfologica o sintattica 
ma anche semantica, di rappresentazione e di rappresen-
tanza6. O, infine, se letto oggi, You Have To Pay for the Public 
Life sembra un saggio predittivo rispetto alle derive della 
“(non più) città”7: anticipa un mondo in cui il rapporto e il 
contratto sociale tra gli individui, e dunque l’urbanità, si 
immiseriscono brutalmente nella sostanza al crescere delle 
disponibilità e degli investimenti. La spettacolarizzazione 
del sé, degli spazi e finanche delle relazioni è il nuovo pro-
getto globale, un progetto involutivo che uniforma – ren-
dendolo piatto – ciò che dovrebbe essere distinto e separa 
– rendendolo ostile – ciò che dovrebbe essere partecipe.

Nello stesso anno di You Have To Pay for the Public Life 
muore in mare Le Corbusier, principale attore e showman 
del moderno, quasi a liberare la terra, con la sottrazione del 
proprio, da quel corpo statutario del Modulor così poten-
te da avere condensato in sé il senso di una stagione che 
intendeva controllare “le parole e le cose” sotto un gran-
de dominio unitario, monolitico. Quasi che quel sottrarsi 
fosse condizione per il pieno istituirsi di un nuovo Ordine 
planetario, questa volta molteplice, e di un nuovo spetta-
colo. Come se la pluralità di oggetti discorsivi (seppure a 
tratti silenziosi o muti) che Moore descrive, quel “floating 
world in which a floating population can island-hop with 
impunity”8 potesse trovare davvero parola, e critica9, solo 
al disgregarsi delle Unité nello sprawl e all’annegare del loro 
ideatore e del di lui simulacro, quel disegno di un uomo 
così ideale da non rappresentarne alcuno.

L’anno prima la nuova macchina pronta a imporre sem-
pre più i propri tempi era ormai svelata, anche se già da The 
Mechanical Bride. Folklore of Industrial Man McLuhan batteva 
sullo stesso tasto10. Ma è Understanding Media. The Extensions 
of Man11 a sgombrare la strada a Debord e a La Société du 
Spectacle12. Come la miseria dei lavoratori, secondo la lettura 
marxista del francese, è de facto unica anche se esteriormen-
te parcellizzata in mille competizioni dai bisogni imposti 
dall’immagine, suprema forma di controllo del capitali-
smo, smaterializzazione delle merci e vettore della degra-
dazione della vita sociale, passata dal verbo essere all’avere 
e dunque all’apparire, così quella diffusa descritta dallo sta-
tunitense sembra disgiunta dalle invidie che separano una 
villa dall’altra, o dai recinti dannatamente concreti di una 
fiabesca Disneyland, ma può essere un tutto unito dalla 
stessa stucchevole assenza di essenza, un tutto incipriato 
per lo spettacolo che deve mettere in scena per esistere13. 
Ecco allora che la fantascienza del nuovo corso di Ballard, 
annunciata nel 1962 in “New Worlds”14, sembra elabora-
re perfettamente in due lustri la visione di Moore, ma The 
Atrocity Exhibition e High Rise sono solo versioni drammati-
che delle pagine di “Perspecta”15: non c’è alcuna prospettiva 
apocalittica in You Have To Pay for the Public Life.

Le eterotopie di Moore, seguendo Foucault, sono la mise 
en forme di una spaccatura della sintassi e della grammati-
ca, impediscono di identificare e nominare chiaramente gli 
oggetti secondo tassonomie consolidate, sono la divisione tra 
un prima e un dopo: da un lato la città dell’urbanità e della 
sua politica, i monumenti equestri come simboli del vecchio 
modo di riconoscersi collettivamente16; dall’altro un mondo 
nuovo che vale un racconto. Attraverso l’analisi dell’emergen-
te, la genealogia di You Have To Pay for the Public Life osserva 
in presa diretta, mentre si svolge, una rottura epistemolo-
gica, una discontinuità che costruisce un linguaggio inedi-
to, facendosene parte, entrando nelle realtà descritte, anche 
attraverso le immagini che integrano il testo, con l’intento di 
condividere gli inizi di un discorso senza avere alcunché da 
confutare o verità altre da difendere. Non c’è ricerca dell’o-
rigine del fenomeno, nella sperimentazione descrittiva di 
Moore, così come non c’è un assoluto che impone le nuove 
modalità di territorializzazione e di vita. È un attento osser-
vare una serie di avvenimenti e cogliere l’istituirsi di nuove 
pratiche, e nel rilevarne lo spettacolo farne anche mostra: 
la sua teoria è prodotta all’interno della stessa cultura che 
definisce le condizioni di possibilità della fenomenologia che 
osserva, e in questo suo essere una “messa in discorso”, la 
costituzione di un campo di sapere che prova a organizzare 

In 1965, shortly after being appointed Dean at the Yale 
School of Architecture, Charles Willard Moore published 
You Have To Pay for the Public Life. Addressing the topic pro-
posed by the issue of “Perspecta” in which it appeared, name-
ly ‘monumental architecture as part of the urban scene’, the 
work described what was then being developed on the West 
Coast. It also voiced the growing doubts, on the other side 
of the Atlantic, concerning the certainties of the modern 
movement, its rationalisations, and the consequential syn-
theses of that approach. The View From the Road had just 
expanded on the ideas introduced by The Image of the City1, 
and the only monumental structure that still seemed pos-
sible to Moore as a product of the public realm was that of 
the freeways2. In various parts of his text Moore highlight-
ed the discrepancies between the intentionality of form, 
the quest for objectivity, a sense of self and of the physi-
cal fact, and the actual psychological perception, which is 
open and uncontrollable; the contradictions between the 
supposed constitutiveness of architectures (their construc-
tion in terms of results or feelings) and the concrete, possi-
bly incoherent, processes of signification that eliminate the 
urgency of exceptionality, conferring dignity, if not suprem-
acy, to banality3. These ambiguities and inconsistencies 
were confirmed in the same issue of the journal in the pages 
that preview the book Venturi would publish the following 
year4. Moore’s critique arguably highlighted, in the specific 
area observed, the full implications of a sprawl that denied 
all principles of solidarity and relationality. It thereby pre-
sented the success of Disneyland not as a consequence 
but as part of a single episteme: political disintegration 
as an effect, and American society as far beyond Bataille’s 
bourgeoisie5: devoid of shame or modesty, it engaged in 

a completely dysfunctional expenditure (‘dépense’) that 
‘exhibited’ its own misery, not only morphological or syn-
tactic but also semantic, in terms of representation and rep-
resentativeness6. Or, finally, when read today, You Have To 
Pay for the Public Life appears to predict the deterioration 
of the ‘(no longer) city’7: it anticipates a world in which the 
relationship and social contract between individuals, and 
thus urbanity, are substantially, brutally impoverished even 
as resources and investments grow. The spectacularisation 
of the self, of spaces, and even of relationships is part of a 
new global scheme, a devolutionary strategy that flattens 
what should be distinct, and disperses what should be par-
ticipatory by making it hostile.

The same year in which You Have To Pay for the Public Life 
was published, Le Corbusier – the leading actor and show-
man of modern architecture – died at sea. It was almost as 
if, through his own demise, he rid the earth of the statuto-
ry body of the Modulor and of its influence, so powerful as 
to have condensed within itself the sense of a period that 
aimed to control ‘words and things’ under a grand, unitary, 
monolithic dominion. Almost as if that withdrawal were a 
condition for the full establishment of a new, this time mul-
tiple planetary order, and of a new spectacle. As if the plural-
ity of discursive (albeit at times silent or mute) objects that 
Moore described – that ‘floating world in which a floating 
population can island-hop with impunity’8 – could truly find 
expression and critique9 with the disintegration of the Unité 
into sprawl and the drowning of its creator and his simula-
crum – that design of a man so ideal as to represent no-one.

The year before, the new machine ready to increasing-
ly dictate its own times had already been revealed, even if 
McLuhan had delved into the same subject in The Mechanical 
Bride. Folklore of Industrial Man10. But it was Understanding 
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taurant on the highway 
from Sacramento to San 
Francisco, which offers  
in the middle of a bucolic 
area such comforts as  
a miniature railroad,  

Disneyland. Ph. Charles W. Moore, da | from C.W. Moore, You Have To Pay for the 
Public Life, in “Perspecta”, nos. 9/10, 1965, p. 72. Courtesy The Charles W. Moore 
Bibliographic Archive.

Disneyland. Ph. Charles W. Moore, da | from C.W. Moore, You Have To Pay for the 
Public Life, in “Perspecta”, no. 9/10, 1965, p. 73. Courtesy The Charles W. Moore 
Bibliographic Archive.
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La miseria della  
fissità si paga*

You Have to Pay for  
the Misery of Fixity*



seat of the emperor himself, or as in Hindu towns where 
caste determined location from clean to dirty along the 
flow of water which served everyone. The visible order of 
these hierarchic places was buttressed by the confidence 
that they shared the order which made comprehensible 
the world, or the other world, as the temple ok Angkor 
Wat provides with its cross axes and its concentric rings of 
temples a diagram of heaven recalling the concentric rings 
of mountain around the seven seas which center on the 
sacred Buddhist mountain. Our own places, however, like 
our lives, are not bound up in one contiguous space. Our 
order is not made in one discrete inside neatly separated 
from a hostile outside, in which we are free to structure a 
visible simulation of the world. The world that means the 
most to us, as everyone from Bucky Fuller to Marshall 
McLuhan has already pointed out, has for the past half 
century not really been very visible anyway.18

Due anni dopo ecco dunque due parole che aiutano il nostro 
discorso: “location” e “simulation”. Bourdieu, in La misère du 
monde19, pure solamente attraverso la sessantina di interviste 
che coordina, realizzate tra la fine degli Ottanta e l’inizio dei 
Novanta, riesce a dare rappresentanza a uno spaccato signi-
ficativo della popolazione francese, regalando voce a chi è 
già ai margini della società ma anche a chi sta vedendo il 
proprio capitale culturale, sociale e infine simbolico perde-
re di senso. La miseria – già dal titolo dell’opera è chiaro – è 
qualcosa che riguarda o può riguardare tutti, perché non è 
legata a una precisa localizzazione, all’essere periferici o al 
non avere contiguità con le rilevanze, dipendendo piuttosto 
dall’impossibilità di movimento, una impasse magari funzio-
ne dell’idea che si ha di sé rispetto a quanto è altro. Il mondo 
al quale fino alla metà del secolo scorso si è attribuito tan-
to valore e senso, tutto sommato, non era così nostro, scrive 
Moore, ricordando il McLuhan prima citato. E scrive anche 
che non si ottiene ordine distinguendo l’ostilità dell’esterno 
e simulando all’interno ciò che si crede importante ma che 
mai si è visto. Avanzando ancora: 

The main premise of this book is that anyone who cares 
enough can create a house of great worth – no anoint-
ment is required. If you care enough you just do it. You 

un archivio del nuovo ordine frammentato, dispiega insieme 
a ciò che testimonia una microfisica del nuovo potere. Ma a 
quale tipo di potere siamo di fronte? La monumentalità, in 
quel contesto e in quel momento, non va letta nei singoli ele-
menti di cui Moore fa la storia. Come non lo è la prigione di 
Foucault, semplice figura peculiare del potere di punire, così 
Disneyland, tra tutto, non è esattamente il punctum. E per 
Moore Disneyland non racconta la mercificazione delle este-
tiche o l’estetizzazione delle merci, non è una messa in scena 
progettata per l’azzeramento dell’immaginario autonomo, la 
produzione di un dispositivo di controllo dei bisogni. La vita 
pubblica costa: questo scrive Moore. E scrive anche che da 
sempre è stato così: “Curiously, for a public place, Disneyland 
is not free. You buy tickets at the gate. But then, Versailles 
cost someone a great deal of money, too. Now, as then, you 
have to pay for the public life”17. Dunque nessuna novità in 
questo. Proviamo ad andare oltre.

The most powerful and effective places which our forbears 
made for themselves, and left for us, exist in a contiguous 
space. They work on an organized hierarchy of importanc-
es, first dividing what is inside from what is outside, then 
some way arranging things in order of their importance, 
so that objects give importance to a location, and loca-
tion gives importance to objects, as at Peking where an 
axis penetrates from outside through layer after layer of 
increasing importance (like the skins of an onion) to the 

temples a diagram of heaven recalling the concentric rings 
of mountain around the seven seas which centre on the 
sacred Buddhist mountain. Our own places, however, like 
our lives, are not bound up in one contiguous space. Our 
order is not made in one discrete inside neatly separated 
from a hostile outside, in which we are free to structure a 
visible simulation of the world. The world that means the 
most to us, as everyone from Bucky Fuller to Marshall 
McLuhan has already pointed out, has for the past half 
century not really been very visible anyway.18

Two years later, two words would emerge which are rele-
vant to our discussion: ‘location’ and ‘simulation.’ Bourdieu, 
in La misère du monde19, through the sixty interviews he con-
ducted between the late 1980s and early 1990s, managed 
to provide a significant cross-section of the French popula-
tion, giving voice to those already at the margins of society 
and those witnessing the erosion of their cultural, social, 
and ultimately symbolic capital. Misery – implicitly evi-
dent from the title of the work – is something that affects 
or may affect everyone, as it is not tied to a specific location, 
to being peripheral, or lacking proximity to important are-
as, but rather to the inability to move, an impasse perhaps 
shaped by one’s self-conception compared to the perceived 
other. The world to which so much value and meaning was 
attributed until the middle of the last century, all things 
considered, was not really ours, writes Moore, recalling 
McLuhan as mentioned before. He further asserted that 
order was not attained by identifying a hostile outside 
world and simulating inside what was deemed significant 
but had never been witnessed. And going further: 

The main premise of this book is that anyone who cares 
enough can create a house of great worth – no anoint-
ment is required. If you care enough, you just do it. You 
bind the goods and trappings of your life together with 
your dreams to make a place that is uniquely your own. 
In doing so you build a semblance of the world you 
know, adding it to the community that surrounds you.20

What must be brought into the home, therefore, is not a 
simulation of what is not experienced, and thus cannot be 
grasped, but a semblance of the known world. In years when, 
far beyond the confines of Disneyland, an entire system was 
coming together – according to Baudrillard – to advance 
the worship of nothingness21 through the power of images, 
Moore’s ideas prompt us to genuinely engage with ‘things’ 
and to acquire direct knowledge of our surroundings, 
whether contiguous or not. ‘There, from the aerial tram-
way over the bobsled run on the inside of the plastic moun-
tain, is a vision of a place marked out for the public life, of 
a kind of rocketing monumentality, more dynamic, bigger, 
and, who knows? even more useful to people and the pub-
lic than any the world has seen yet’22. As an architect, Moore 
did not advocate for architects to engage with bobsled tracks 
inside plastic mountains or the design of freeways. Plug It in, 
Rameses, and See if It Lights up. Because We Aren’t Going to Keep It 
Unless It Works: rising out of misery entails avoiding isolation 
and actively participating in urban life. ‘The freeways could 
be the real monuments of the future’23: beyond metaphor, 
the routes we should invest on in developing public space 
and monumentality – systems of recognition – are those 
of knowledge, not of abstract rules and precepts, but based 
on the actual ability to navigate between different islands of 
learning; a knowledge free to collide with other islands. This 
explains the curiosity towards Disneyland felt by the author 
of The Places of Houses: that simulation is also a part of the 
world, a space to be explored and that affords knowledge.

What remains today, in 2024, of this text from 1965 and 
of its author, on the centenary of his birth (1925) and forty 
years after his death (1993)? The power of a simple, ordinary 
yet profound observation (you have to pay for what you val-
ue), which prompts us to ask ourselves what and how much 
we are willing to give up to avoid the misery of a stifling, air-
less life, to feel at home even in our uniqueness but within 
a space of exchange24, like that of Sea Ranch where Moore 
spent his final years. Certainly, the scattering of individuality 

Media. The Extensions of Man11 that paved the way for Debord 
and La Société du Spectacle12. Just as the misery of the work-
ers, according to the Marxist reading of Debord, is de fac-
to unique even if externally fragmented into a thousand 
competitions driven by the needs imposed by the image – 
capitalism’s supreme form of control in a process of dema-
terialisation of goods and conveying the degradation of 
social life, which has shifted from being, to having, and 
then to appearing. So the widespread misery described by 
the American architect seems disconnected from the envies 
that separate one house from another, or from the awfully 
real compounds of a fairytale Disneyland, and can be seen as 
a whole, unified by the same sickening absence of essence, a 
powdered whole for the show it must put on to exist13. Thus, 
Ballard’s new course in science fiction writing, announced in 
1962 in New Worlds14, seemed to develop Moore’s vision over 
ten years. Yet, The Atrocity Exhibition and High-Rise were only 
dramatic versions of the pages of “Perspecta”15. There was no 
apocalyptic perspective in You Have to Pay for the Public Life.

Moore’s heterotopias, in Foucault’s wake, are the mise en 
forme of a split in syntax and grammar. They prevent objects 
from being clearly identified and named according to con-
solidated taxonomies; they represent the division between a 
before and an after. On one side, the city of urbanity and its 
politics, with equestrian monuments as symbols of the old 
way of acknowledging ourselves collectively16. On the other, 
a new world that deserves a narrative. Through the analysis 
of the emerging world, the genealogy of You Have to Pay for 
the Public Life directly observes an epistemological fracture 
as it unfolds; it is a discontinuity that shapes a new language 
and becomes part of it, entering the realities described – 
also through the images that integrate the text – with the 
intent of sharing a nascent discussion without refuting 
anything or defending other truths. Moore’s descriptive 
experiment does not seek to find the origin of a phenome-
non, nor does it dictate new modes of territorialisation and 
life. It stands as a careful observation of a series of events, 
understanding the founding of new practices, and detect-
ing their spectacle whilst also putting it on show. His theory 
was produced within the same culture that defined the con-
ditions of possibility for the phenomenology he observed; 
and in this engaging in discourse, by establishing a field of 
knowledge that sought to organise an archive of the new 
fragmented order, he unfolded alongside what he was wit-
nessing a microphysics of the new power. But what kind of 
power are we confronted with? Monumentality, in that con-
text and at that moment, should not be narrowly interpret-
ed through the individual elements discussed by Moore. 
Just as Foucault’s prison is not merely a peculiar form of 
the power to punish, Disneyland, among other things, is 
not precisely the focal point. For Moore, Disneyland does 
not signify the commodification of aesthetics or the aes-
theticism of goods; it is not a stage set designed to suppress 
free imagination or a mechanism for controlling desires. 
Public life has a price, wrote Moore. He also stated that 
this has always been the case: ‘Curiously, for a public place, 
Disneyland is not free. You buy tickets at the gate. But then, 
Versailles cost someone a great deal of money, too. Now, 
as then, you have to pay for the public life’ 17. Thus, there is 
nothing fundamentally new here. Let us explore further:

The most powerful and effective places which our forbears 
made for themselves, and left for us, exist in a contiguous 
space. They work on an organized hierarchy of impor-
tance, first dividing what is inside from what is outside, 
then some way arranging things in order of their impor-
tance, so that objects give importance to a location, and 
location gives importance to objects, as at Peking where 
an axis penetrates from outside through layer after layer 
of increasing importance (like the skins of an onion) to the 
seat of the emperor himself, or as in Hindu towns where 
caste determined location from clean to dirty along the 
flow of water which served everyone. The visible order of 
these hierarchic places was buttressed by the confidence 
that they shared the order which made comprehensible 
the world, or the other world, as the temple ok Angkor 
Wat provides with its cross axes and its concentric rings of 

Contradiction in Architecture. 
Selections from a Forthcoming 
Book, in “Perspecta”,  
nos. 9/10, 1965, pp. 17-56. 
Suo coetaneo e ugualmente 
formatosi a Princeton, 
Venturi condivideva con 
Moore quell’atteggiamento 
esplorativo che portò 
entrambi, e altri di quella 
Scuola, a mettere in 
discussione regole o princìpi 
invariabili, e la retorica  
del modernismo, a partire 
da osservazioni basate 
sull’esperienza. Al di là 
dell’oceano, di lì a poco 
Hollein ribadirà, proprio in 
virtù di ciò che l’esperienza 
suggeriva, la necessità di 
considerare la complessità 
come un’estensione di 
campo di ciò che non può 
richiudersi nella sola tet-
tonica, rilanciando con  
il suo Alles ist Architektur 
(“Bau”, nos. 1-2, 1968) quella 
stessa complessità contrad-
dittoria di Le Corbusier  
che Venturi ravvisava nel 
lavoro dello svizzero. Anche 
se nel frattempo qualcuno 
da quelle parti bypassava 
completamente il teorema 
di incompletezza di Gödel  
e non si poneva il problema 
dell’indecidibilità, e, forse 
attratto dalla facilità della 
linearità, continuava  
a credere ai precetti e al 

an airport, an extensive toy 
shop, highly sophisticated 
gifts and notions, a small 
bar serving imported beers 
and cheeses, a heartily  
elegant – and expensive 
– restaurant, exhibitions 
of paintings and crafts, 
and even an aviary –  
all of them surrounded 
and presented with graphic 
design of consummate 
sophistication and great 
flair. This is entirely a 
commercial venture, but 
judging from the crowds,  
it offers the traveler a gift 
of great importance.  
It is an offering of urbanity,  
of sophistication and chic, 
a kind of foretaste, for 
those bound west,  
of the urban joys of San 
Francisco”. Ibid., p. 65.

4	 R. Venturi, Complexity and 

Disneyland. Ph. Charles W. Moore, da | from C.W. Moore, You Have To Pay for the 
Public Life, in “Perspecta”, nos. 9/10, 1965, p. 75. Courtesy The Charles W. Moore 
Bibliographic Archive.

Disneyland. Ph. Charles W. Moore, da | from C.W. Moore, You Have To Pay for the 
Public Life, in “Perspecta”, no. 9/10, 1965, p. 65. Courtesy The Charles W. Moore 
Bibliographic Archive.
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bind the goods and trappings of your life together with 
your dreams to make a place that is uniquely your own. 
In doing so you build a semblance of the world you know, 
adding it to the community that surrounds you.20

Ciò che va portato dentro casa, dunque, non è una simulazio-
ne di ciò che non si sperimenta, e che quindi non può essere 
com-preso, ma una “semblance” del mondo che si conosce. In 
anni in cui, ben oltre gli steccati di Disneyland, si compat-
tava – secondo Baudrillard – un sistema totale che attraver-
so il potere delle immagini costruiva adorazione del nulla21, 
“le parole” di Moore invitano a conoscere effettivamente “le 
cose”, e ad aggiungere quella conoscenza diretta a quanto è 
intorno, sia o meno contiguo. “There, from the aerial tram-
way over the bobsled run on the inside of the plastic moun-
tain, is a vision of a place marked out for the public life, of 
a kind of rocketing monumentality, more dynamic, bigger, 
and, who knows? even more useful to people and the pub-
lic than any the world has seen yet”22: Moore, da progettista, 
non sollecita l’architetto a occuparsi di piste da bob all’in-
terno di montagne di plastica, o del disegno delle freeways. 
Plug It in, Rameses, and See if It Lights up. Because We Aren’t Going 
to Keep It Unless It Works: uscire dalla miseria significa evita-
re di isolarsi e partecipare alla vita della città. “The freeways 
could be the real monuments of the future”23: le strade sulle 
quali dovremmo investire per sviluppare spazio pubblico e 
monumentalità, sistemi di riconoscimento, fuor di metafo-
ra, sono allora quelle della conoscenza, una conoscenza non 
di regole e precetti astratti ma fondata sulla possibilità di 
navigare concretamente tra un’isola e l’altra del sapere, una 
conoscenza libera anche di scontrarsi con isole diverse. In 
questo si spiega la curiosità verso Disneyland dell’autore di 
The Places of House: anche quella simulazione è una parte di 
mondo, uno spazio da conoscere e che fa conoscere.

Cosa resta dunque oggi, nel 2024, di questo testo del 1965 
e del suo autore, a cavallo del centenario della sua nascita 
(1925) e dei quarant’anni dalla sua morte (1993)? La poten-
za di un’osservazione semplice, ordinaria ma non banale 
(ciò che vale si paga), che ci spinge a chiederci cosa e quan-
to siamo disposti a dare per evitare la miseria di una vita 
asfittica perché chiusa, per sentirci a casa anche nella nostra 
singolarità ma in uno spazio di scambio24, come quel Sea 
Ranch nel quale Moore ha chiuso la sua vita. Certo anche 
la dispersione delle individualità può essere una struttura di 
società, il progetto di un “floating world in which a floating 
population can island-hop with impunity”. In fondo tutto 
il processo politico di “medicalizzazione” della città che ha 
inglobato anche il Moderno ha cercato di gestire il proble-
ma sottolineato già dal passo biblico della Torre, e “disper-
detevi” era la legge divina imposta a Babele. Ma Ballard ci 
ha mostrato che anche le strade sono luogo di scontro, non 
solo i condominî. E l’habitus di Moore, certo figlio di una 
cultura del pioniere, non ha nulla di deterministico o di 
fatalista, siamo lontani da Bourdieu e anche dal disincanto 
di Baudrillard: You Have To Pay for the Public Life non certi-
fica un mondo fermo, è un testo che abita quanto osser-
va senza essere schiavo di alcuna legge. Moore evidenzia la 
centralità dell’architettura quando è costruzione di senso 
e dunque di forma, quando è tramite per un progetto urba-
no, dispositivo politico di urbanità; se, quale che sia il suo 
aspetto, la monumentalità sfugge, la miseria della sua assen-
za è inevitabile, perché laddove più nessuno si riconosce in 
qualcosa non può che esserci privazione di prospettiva. Ma 
scrive anche che la monumentalità non dipende da centra-
lità o eccezionalità, che sono null’altro che affermazione di 
singolarità. Esposito ha ricordato recentemente, attraverso 
un altro passo biblico e in fondo rilanciando Venturi, che 
senza contrapposizione non c’è vita, che la contraddizione 
è l’unico modo per comporre il mondo, ed evitare la mise-
ria dell’irrilevanza e dell’inutilità delle parole e delle cose25. 
Moore, analogamente, suggerisce l’opportunità di muoversi 
per conoscere, disposti a pagare un prezzo incontrando un 
avversario: lo spazio pubblico, il luogo materiale o immate-
riale dove imbattersi in ciò che è diverso, costa, ma la mise-
ria della fissità, dell’essere fermi su posizioni univoche e 
immutabili, si paga a prezzo ancora più alto.

can also be at the core of a societal structure, the design of 
a ‘floating world in which a floating population can island-
hop with impunity’. Ultimately, the entire political pro-
cess of ‘medicalising’ the city, which has also involved the 
Modern, aimed to manage the problem highlighted as far 
back as the biblical story of the Tower of Babel, where ‘scat-
ter yourselves’ was a divine imperative. However, Ballard has 
shown us that not only blocks of flats, but streets too are 
sites of conflict. Moore’s habitus, undoubtedly influenced by 
a pioneer culture, is neither deterministic nor fatalistic; we 
are far removed from Bourdieu and even from Baudrillard’s 
disenchantment. You Have To Pay for the Public Life does not 
affirm a static world; it is a text that inhabits what it observes 
without being enslaved to any law. Moore underscored the 
centrality of architecture when it creates meaning and there-
fore form, when it serves as a means for urban projects, a 
political device of urbanity. If monumentality, regardless 
of its form, is elusive, the misery of its absence is inevita-
ble: where no one identifies with anything, there can only 
be a lack of perspective. But Moore also wrote that monu-
mentality does not depend on centrality or exceptionality, 
which are nothing other than the affirmation of singulari-
ty. As Esposito recently argued, drawing upon another bib-
lical passage and essentially reaffirming Venturi’s analysis, 
without opposition there is no life, and contradiction is the 
only way to compose the world and avoid the misery of the 
irrelevance and uselessness of words and things25. Similarly, 
Moore pointed out the advantage of moving in order to learn, 
to be willing to pay a price by meeting an adversary: the pub-
lic space, the material or immaterial place where one can 
encounters what is different, has a price; but the misery of 
fixity, of being stuck in unambiguous and unchanging posi-
tions, comes at an even higher price.

attracted by the ease of 
linearity, continued  
to believe in precepts and 
control (cfr. ad esempio | cf. 
for example G. Grassi, La 
costruzione logica dell’architet-
tura, Marsilio, Padova 1967).

5	 “In quanto classe detentrice 
della ricchezza, avendo 
ricevuto insieme alla ric-
chezza l’obbligo della 
dépense funzionale, la bor-
ghesia moderna si caratte-
rizza per il rifiuto di 
princìpio che oppone a tale 
obbligo. Essa si è distinta 
dall’aristocrazia in quanto 
ha accettato di spendere sol-
tanto per sé, al proprio 
interno, cioè dissimulando 
le proprie dépenses, per 
quanto possibile, agli occhi 
delle altre classi”. | ‘As the 
class that possesses the 
wealth – having received 
with wealth the obligation 
of functional expenditure 
– the modern bourgeoisie 
is characterized by the 
refusal in principle of this 
obligation. It has distin-
guished itself from the 
aristocracy through the fact 
that it has consented only 
to spend for itself, and within 
itself – in other words, by 
hiding its expenditures as 
much as possible from the 
eyes of the other classes’. 
G. Bataille, La notion de 
dépense, in Idem, La part 
maudite précédé La notion 
de dépense, Les Éditions de 
Minuit, Paris 1967; tr. it. La 
parte maledetta, in Idem,  
La parte maledetta preceduto 
da La nozione di dépense, 
Bollati Boringhieri, Torino 
1992, p. 15; En. tr. The Notion 
of Expenditure, in Idem, 
Visions of Excess. Selected Wri-
tings, 1927-1939, University 
of Minnesota Press, Min-
neapolis 1985, p. 124.

6	 “It is interesting, if not 
useful, to consider where 
one would go in Los Angeles 
to have an effective revo-
lution of the Latin 
American sort: presumably, 
that place would be the 
heart of the city. If one took 
over some public square, 
some urban open space  
in Los Angeles, who would 
know? A march on City Hall 
would be equally incon-
clusive. The heart of the city 
would have to be sought 
elsewhere. The only hope 
would seem to be to take 
over the freeways, or to 
emplane for New York to 
organize sedition on 
Madison Avenue; word 

would quickly enough get 
back”. C.W. Moore, You 
Have To Pay for the Public Life, 
cit., p. 63.

7	 “La città non esiste più. 
Poiché l’idea di città è stata 
stravolta e ampliata come 
mai nel passato, ogni tipo 
di insistenza su una sua 
condizione primigenia – 
in termini visivi, normativi, 
costruttivi – ha come esito 
inevitabile, complice la 
nostalgia, quello dell’irri-
levanza”. | ‘“The” city  
no longer exists. As the 
concept of city is distorted 
and stretched beyond 
precedent, each insistence 
on its primordial condi-
tion – in terms of images, 
rules, fabrication – irrevo-
cably leads via nostalgia to 
irrelevance’. R. Koolhaas, 
What Ever Happened to 
Urbanism?, in Idem, B. Mau, 
S,M,L,XL, Monacelli 
Press-010 Publishers, New 
York-Rotterdam 1995, p. 963; 
tr. it. Cos’è successo all’urba-
nistica?, in Idem, Testi sulla 
(non più) città, Quodlibet, 
Macerata 2021, p. 63.

8	 “The new houses are sepa-
rate and private, it has been 
pointed out: islands, along-
side which are moored the 
automobiles that take the 
inhabitants off to  
other places. It might be 
more useful and more accu-
rate to note that the houses 
and the automobiles are 
very much alike, and that 
each is very like the mobile 
homes which share both 
their characteristics. All are 
fairly new, and their future 
is short; all are quite stand-
ard, but have allowed their 
buyers the agonies of 
choice, demonstrating 
enough differences so that 
they can readily be identi-
fied during the period of 
ownership, and so that the 
sense of privacy is complete, 
in the car as well as in the 
house. This is privacy with 
at least psychic mobility. 
The houses are not tied 
down to any place much 
more than the trailer homes 
are, or the automobiles. 
They are adrift in the subur-
ban sea, not so mobile as 
the cars, but just as unat-
tached. They are less islands 
alongside which the cars are 
moored than little yachts, 
dwarfed by the great 
chrome-trimmed dinghys 
that seek their lee. This is, 
after all, a floating world in 
which a floating population 

can island-hop with impu-
nity; one need almost never 
go ashore. There are the 
drive-in banks, the drive-in 
movies, the drive-in shoe 
repair. There is even, in 
Marin County, Frank Lloyd 
Wright’s drive-in Civic 
Center, a structure of major 
biographical and perhaps 
historical importance, 
about whose forms a great 
deal of surprisingly respect-
ful comment has already 
appeared in the press. Here, 
for a county filling up with 
adjacent and increasingly 
indistinguishable suburban 
communities, quite without 
a major center, was going to 
be  
the center for civic activities, 
this public realm, one 
would have supposed, for 
which a number of pub-
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the result of inability to find 
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away the gum wrappers 
almost before they fall to 
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Everything works, the way 
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more in the world outside. 
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middle of its main street, 
where interurbans once 
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Life is not like that in 
Disneyland; it is much 
more real: fountains play, 
waterfalls splash, tiny bulbs 
light the trees at night, 
and everything is clean. 
The skill demonstrated 
here in recalling with 
thrilling accuracy all sorts 
of other times and places 
is of course one which has 
been developing in 
Hollywood through this 
century”. C.W. Moore,  
You Have To Pay for the Public 
Life, cit., p. 65.
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of the immediate future 
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the Moon or Mars, but on 
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be explored. The only truly 
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Ballard, Which Way to Inner 
Space?, in “New Worlds 
Science Fiction”, vol. 40, 

no. 118, 1962, p. 118.
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La mostra delle atrocità, 
Fabbri Editori, Milano 1970 
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Jonathan Cape, London 
1975; tr. it. Condominium, 
Mondadori, Milano 1976.

16	 “Then, we might start 
sorting out for our special 
attention those things  
for which the public has  
to pay, from which we 
might derive the public life. 
These things would not  
be the city halls and eques-
trian statues of another 
place and time, but had 
better be something far 
bigger and better, and of 
far more public use”. C.W. 
Moore, You Have To Pay for 
the Public Life, cit., p. 97.

17	 Ibid., p. 65.
18	 C.W. Moore, Plug It in, 

Rameses, and See if It Lights 
up. Because We Aren’t Going to 
Keep It Unless It Works, in 
“Perspecta”, no. 11, 1967, p. 34.
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tr. it. La miseria del mondo, 
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20	C.W. Moore, G. Allen, D. 
Lyndon, The Place of Houses, 
Holt, Rinehart, and Winston, 
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21	 J. Baudrillard, Simulacres et 
simulation, Galilée, Paris 
1981; tr. it. Simulacri e impo-
stura. Bestie, Beaubourg, 
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Cappelli, Roma 1990; En. tr. 
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University of Michigan 
Press, Ann Arbor 1994. Si 
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1986; tr. it. L’America, 
Feltrinelli, Milano 1987; 
En. tr. America, Verso, 
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controllo | His contempo-
rary fellow at Princeton, 
Venturi shared with Moore 
that inquiring attitude 
that led both of them, and 
others of that School, to 
question invariable rules 
or principles, and the 
rhetoric of modernism, 
starting from observations 
based on experience. 
Across the ocean, shortly 
thereafter Hollein would 
reiterate, precisely by virtue 
of what experience suggest-
ed, the need to consider 
complexity as an extension 
of the field of what cannot 
be contained in tectonics 
alone. In his Alles ist 
Architektur (“Bau”, nos. 1-2, 
1968) he confirmed the 
same contradictory com-
plexity in Le Corbusier’s 
work that Venturi had 
already identified. Even if 
in the meantime someone 
completely bypassed 
Gödel’s incompleteness 
theorems and did not pose 
the problem of undecida-
bility, and, perhaps 

Disneyland. Ph. Charles W. Moore, da | from C.W. Moore, You Have To Pay for the 
Public Life, in “Perspecta”, nos. 9/10, 1965, p. 71. Courtesy The Charles W. Moore 
Bibliographic Archive.
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