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Abstract 

Pino Masnata, co-author with Filippo Tommaso Marinetti of the 1933 Futurist 

Radio Manifesto, wrote a forty-four page explanation of the manuscript in 1935, 

connecting many ideas expressed in the manifesto to the “new” physics of the 

twentieth century—Einstein’s Special and General Theories of Relativity, break-

throughs in the understanding of cellular structure, and the development of quan-

tum physics. Masnata’s gloss, archived with the Marinetti Papers at the Beinecke 

Rare Book and Manuscript Library at Yale University, dispenses with the cult of 

the machine to suggest the “metallization of the body” could result from advances 

in molecular biology. Masnata distinguishes the new acoustic art of radio from the 

other arts, positing it as an art of infinite space and time. This article consists of a 

background and introduction to Masnata’s manuscript, including occasional 

analysis or interpretation of the significance of the scientific references to the 

poetry of the Radio Manifesto. A listing of the section headings of the manuscript 

with a very brief synopsis of each follows at the end. 

 

One of the last important Futurist manifestos, the Futurist Radio Manifesto La Radia was co-

authored by Filippo Tommaso Marinetti and Pino Masnata, surgeon, poet and Marinetti’s most 

loyal “lieutenant.”
1
 La Radia first appeared in the Torino Gazzetta del Popolo on September 22, 

1933, and soon after, across Europe and South America. The Manifesto received international 

press and the co-authors made numerous promotional tours around Italy and Southern Europe. In 

1935 Masnata wrote his 44-page exegesis, or gloss, citing a need for clarification,  

The Futurist Radio Manifesto needs some clarifying remarks because it contains 

synopses of numerous modern scientific and artistic tenets. Only someone who 

stays informed of current trends in human ideas can understand the full 

                                                 
1
 La Depeche (Toulouse, November 17, 1933), from the Masnata family archive. 
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significance of our manifesto and dispense with the explanation.
2
 

                                                 
2
 Citations that follow below, when not further identified, are from Masnata’s gloss.  



   

Margaret Fisher                 Page 5 

 

The first page of Masnata’s gloss (Beinecke Library, Marinetti papers) 
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We don’t know why the gloss was never published—perhaps it was never finished, perhaps 

Marinetti had a different point of view, perhaps it was too difficult for the average reader, 

perhaps the gloss “explained” too much given an art that placed a premium on immediacy and 

spontaneity. Translated excerpts from the gloss will appear in Modernism/Modernity 19.1 and a 

dual-language edition of the manuscript will be published next year (Second Evening Art). This 

article consists of a background and introduction to Masnata’s manuscript, including occasional 

analysis or interpretation of the significance of the scientific references to the poetry of the Radio 

Manifesto. At the close is a listing of the section headings of the manuscript accompanied by a 

brief synopsis of each.
3
 

 Marinetti and Masnata were late to join the theoretical discussions of radio in Italy. They 

followed in the footsteps of Italian State Radio’s 1930 futurist-inflected public declamations of 

the power of radio by Vice-President Arnaldo Mussolini (brother to the Duce), and they trailed 

the first radio manifesto “Radio as a Creative Force” (1931) by Enzo Ferrieri, Artistic Director 

for Italian radio from 1929.
4
 Ferrari introduced the seminal idea that the source of radio’s true, 

paradoxical power derives from silence. The concept reappears as one of the most provocative 

topics of La Radia. Arnaldo Mussolini’s call for an extension of the will through the new 

medium of radio and Ferrari’s placement of silence at the heart of a new radio aesthetic 

                                                 
3
 I extend my deep gratitude to Roberto Masnata and his family for their support of this research and for their 

generous hospitality. Many institutions assisted me in this endeavor: The American Academy in Rome, the Beinecke 

Rare Book and Manuscript Library, the Getty Research Institute, MART (Museo di arte moderna e contemporanea 

di Trento e Rovereto), the Archivio Centrale dello Stato at EUR, RAI Biblioteca Centrale Paolo Giuntella, 

Biblioteca della Storia Moderna and Discoteca di Stato, all in Rome. I wish to thank Gunter Berghaus, Carmella 

Vircillo Franklin, Luciano Chessa, Bela Kalman, Lisa Kaborycha, Ira Nadel, Elettra Marconi, Franco Monteleone, 

Enrico Menduni, and Gabriele Balbi, Silvia Bruni and Salvatori Scali. To Ilona Fried, an especial note of gratitude 

for her friendship, scholarship, and sponsorship of this article. 
4
 Enzo Ferrieri, “Radio come forza creativa” in Il Convegno, rivista di letteratura e di tutte le arti (June 1931). Enzo 

Ferrieri (1896–1969) was a theater director and editor of Il Convegno. See the posthumous edition of his work, La 

Radio! La Radio? La Radio! (2002).   
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culminate in the Futurist La Radia, the most influential document of the pre-WWII conversation 

about avant-garde radio. 

 Since the 1920s, Masnata had experimented in the field of theater to eliminate boundaries 

between the real and unreal, and thought and action, as described in his manifesto Visionic 

Theatre. On December 20, 1931 Masnata as librettist and composer Carmine Guarino made 

history when they broadcast the first Italian opera written specifically for radio (arguably the first 

radio opera), the fifteen-minute Tum tum ninna nanna or Wanda’s heart (Il cuore di Wanda).
5
  

 

                                                 
5
 The editor of Futurismo, Mino Somenzi, took issue with the change in name, “A work disguised by E.I.A.R. with 

the ridiculous title Il cuore di Wanda” (“Futuristizziamo la Radiofonia,” Futurismo, Vol. II.18 [January 8, 1933]: 1). 

The original onomatopoeic title, he believed, was characteristic of parole in libertà.  

     Other collaborations with Guarino included melodramas and ballets: Il ritmo e la gelosia [published in Nicia 

(Milan, December 1932) and Futurismo (Rome, 1933), as well as Il mantello sulla strada, Fantasia per pianoforte e 

orchestra, Nicoletta, and La casa sul fiume (Verdone, Teatro del tempo futurista [Rome: Lerici, 1969, 360).   
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 Carmine Guarino and Pino Masnata 
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Masnata’s radio-fantasy The Sick Child (La Bambina ammalata) was published in Oggi e 

domani (Rome, August 31, 1931), but not realized in his lifetime.
6
  

 On June 15, 1933, the Second Futurist Congress named Masnata National Poet Champion 

(Poeta campione nazionale). His trophy was an aluminum helmet (casco alluminio) sculpted to 

resemble radio headphones by Enrico Prampolini. Marinetti wrote of Masnata’s poetry, “[There 

is] absolutely no resemblance to the Free-Word Tables (tavole parolibere) of my Zang tum tum 

and my Futurist Words in Freedom (Mots in liberté futuristes). Nor any point of contact, then, 

between the Free-Word Tables of Pino Masnata and the Words-in-Freedom (parole in libertà) 

and Free-Word Tables of [Futurists] Paolo Buzzi, Luciano Folgore, Corrado Govoni, Benedetta, 

Cangiullo, Depero, Bruno Corra, . . . Bruno Sanzin . . .  The Free-Word style of Pino Masnata is 

original, expressive, aggressive, condensed and suggestive like a slab of ice in the sun. He mixes 

up a violent cocktail combining obscure states of mind with lyrical landscapes in clear prose.”
7
  

 Giuseppe Masnata of Stradella (1901–1968) joined the Futurists in Milan at age eighteen. 

A member of the Fascist Party, or PNF (Partito Nazionale Fascista), from 1919 he helped to 

found political fighting groups, the fasci di combattimento, in Pavia and Stradella, and 

participated in the March on Rome in October 1922.
8
 Masnata was a practicing surgeon at 

Milan’s hospital Maggiore. His professional training prepared him to follow the latest research in 

cell biology and sub-atomic particles—the latter the lingua franca of nuclear physics.  

 There were other Futurists more fully engaged with radio in Italy. Contributors to the 

cultural and commercial sectors of early radio, they were writers and producers of program 

                                                 
6
 It is also published in Il teatro futurista. Sintetico (dinamico-alogico-autonomo-simultaneovisionico). A sorpresa. 

Aeroradiotelevisivo. Caffe concerto. Radiofonico (Naples, CLET 1941). The play was first broadcast in 1986 in Italy 

on RAI Uno.  
7
 Marinetti, F. T., review, “‘Canti fascisti della metropoli verde’ di Pino Masnata” (1935) in Collaudi futuristi, Ed. 

Glauco Viazzi (Naples: Guida Editore, 1977), 132. Also see, Elemo d’Avila in Futurismo (Rome, October 16, 

1932). 
8
 “Profilo, Pino Masnata,” Nicia (Milan, January 1934). The translation “fighting groups” is from F. T. Marinetti, 

“Art and the State—VI. Italy,” The Listener (Vol. XVI.405 [London, October 14, 1936]: 731).  
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content as well as critics of the new technology. Luciano Folgore, Balilla Pratella, Guido 

Sommi-Picenardi and Italo Bertaglio worked for Italian State radio—known as URI (Unione 

Radiofonica Italiana, 1924—1929), and later as EIAR (Ente Italiano per Audizioni Radiofoniche, 

1930–1944).
9
  

                                                 
9
 EIAR was formed in 1928 but was not officially introduced to the public until the beginning of 1930. 
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A challenge to the Futurist radio aesthetic written by Futurist Guido Sommi Picenardi. 
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Arnaldo Ginna, Somenzi and Futurist enthusiast Umberto Bernasconi wrote articles about radio 

for Futurismo, Autori e scrittori and L’Impero. Somenzi applied for and received a license in 

1928 to sell the “Bianchi” radio set by B.I.V.A.R., the agency in charge of regulating patent 

designs and radio equipment sales (Brevetti Industriali e Vendita Apparecchi Radiofonici). 

Fortunato Depero, Benedetta Marinetti, Luigi Russolo, Ignazio Scurto, Bruno Corra, Carlo 

Carra, Corrado Govoni and others also had experience with radio broadcasting, though less 

sustained. Italian radio exploited the Futurist rhetoric but limited Futurist participation and 

access. The May, 1933 visit of Joseph Goebbels to Italy to revamp Italian cultural policy—

especially radio policy—to conform to the centralization doctrine of his Reich Ministry for 

Public Enlightenment and Propaganda, placed a cap on liberal radio experimentation, officially 

labeled “dilettantism.” Permission to broadcast on the radio was granted only to persons whose 

names appeared on a list vetted by officials of the PNF. Marinetti, as a member of the Royal 

Academy, was granted permission and took it upon himself to represent many Futurists who 

could not gain access.
10

 The tensions between theory, access and content were politically 

irresolvable. 

  Marinetti’s choice of Masnata as co-author of a Radio Manifesto in effect bypassed the 

politics, the humor, the news, the music that may have been tied to names in the Futurist roster of 

personalities but that, in reality, bore little connection to a Futurist aesthetic and proved 

irrelevant to the promotion of the movement. With Masnata, Marinetti narrowed the sights of 

Futurist radio on drama. A Futurist radio would be defined by the two Futurists who had by 1933 

successfully aired radio-specific dramas. Marinetti’s Violetta e gli aeroplani was scheduled by 

                                                 
10

 Also see, Fisher, “Futurism and Radio,” 2009. Indicative of his special status, Marinetti was invited by Italian 

Radio to give an eye-witness account of Italo Balbo’s trans-Atlantic crossing and home-coming on August 12
th

. For 

the event, Marinetti, with Mino Somenzi at his side, declaimed Futurist parole in libertà including a liberal dose of 

onomatopoeia. 
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EIAR for September 14, 1932 and January 19, 1933, and would be repeated September 29, 

1941.
11

  

 

Approval by the Censor’s Office of Violetta e gli aeroplani April 1, 1932. 

 

                                                 
11

 For a discussion of “Violetta e gli aeroplani” as radio drama, see Fisher, Ezra Pound’s Radio Operas (MIT Press, 

2002), 49–62. While EIAR scheduled and actively promoted Marinetti’s radio drama in 1932, it is possible the 

production was not aired until 1933. I am grateful to Prof. Monteleone for this cautionary perspective.  



   

Margaret Fisher                 Page 15 

 

 



   

Margaret Fisher                 Page 16 

Masnata’s opera Tum tum ninna nanna is mentioned above. The two experimental dramas bore 

the marks of Futurist drama, but they fell shy of the 1933 Futurist vision for a radio art that 

abolishes the characters, the audience, the laws of unity and the outdated absolutes of space and 

time associated with theater. The new radio art would leave theater, cinema and the radio studio 

with all their trappings and equipment behind, daring to follow the behavior of waves and 

subatomic particles. The atom and its components would be the new protagonists of the 

twentieth century,
12

 the laws of wave motion would replace the laws of unity.   

  Futurist Augusto Platone tried to distinguish between an economic cult of the machine 

that led to unemployment and demographic shifts which were harmful to society, and the artistic 

cult of the machine, “For the rest of us [admirers and followers of Futurism], the machine has 

always been dominated by man, never has he been slave to it.”
13

 But the Futurists never 

succeeded in dominating the radio.  

 The Futurist Radio Manifesto turned the discussion about radio art away from the 

materiality of machines to highlight the science behind the machines. For Masnata, machines 

were but early steps to a future that promised the transformation of human communication into a 

purely wireless technology—the transmission and reception of pure thought over long distances, 

a new kind of communication enhanced by the dissolution of boundaries between the spiritual 

and material realms.  

 The Futurist “who dwelt most enthusiastically on the aesthetic possibilities of science” 

according to Umbro Apollonio, was the painter Gino Severini, who theorized about the 

                                                 
12

 See Benedetta [Cappa] Marinetti’s novella Le forze umane, romanzo astratto con sintesi grafiche, 1924, which 

uses the atom to frame her story. 
13

 Augusto Platone, “L’uomo e la macchina,” Stile futurista, Vol. I, No. 3 (Sept. 1934): 37–39.  
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perception of objects through the senses of sight and touch.
14

 From 1933 the torch passed to 

Masnata who theorized about the transmission and reception of sound waves and brain waves 

without machines.  

 Masnata believed the radio sciences held the promise of a gadgetless telepathic future in 

which disjunctive words—the Futurist words-in-freedom (parole in libertà)—move through 

space. “We need to speak not of free verse but of waves of free verse . . . Parole in libertà sets 

the standard for language for radio, and therefore for radio art,” wrote Masnata. Joined to radio 

frequencies, words-in-freedom would create new shapes out of the ether or the silence. Further, 

the radio artists of the future would move their thought and extend their will at the speed of light 

without the radio apparatus; they would receive and transmit vibrations because they would be 

endowed with paranormal perceptive powers.
15

 Such a person is mentioned four times in 

Masnata’s gloss. 

 Waveform and vibration dominate this exegesis of radio art and offer a new paradigm for 

parole in libertà. Masnata drew upon wave theory to predict that radio art will increase the 

human potential to tap into the past: “People will be surprised that the manifesto speaks of 

tapping light and voices of the past.” The reasoning follows something like this: sound and light 

waves weaken over distances but never disappear; therefore they must exist in a weaker state all 

around us. Nostalgia for the past was no longer a problem if the past was an active waveform in 

the present environment.  

 Masnata links the two subjects—words-in-freedom and thoughts and words from the 

past—to suggest they have similar form. Thoughts and words from the past will not be complete 

sentences but subsets of energy or frequencies, the components of which are indivisible. The use 

                                                 
14

 Umbro Apollonio, Ed., Futurist Manifestos, 1970, 10. 
15

 F. T. Marinetti, “Extended Man and the Kingdom of the Machine,” in F. T. Marinetti Critical Writings, 2006, 86. 
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of fragments, key to many avant-garde movements of the late nineteenth and early twentieth 

centuries, often found nutriment of impulse in the invocation of scientific principles, the artists 

pushing perceptual faculties to new frontiers. According to Masnata, tapping into these bits from 

the past “would lead to the death of time in art; it would lead to an art of four dimensions, the 

simultaneity of yesterday with today and tomorrow.”  

 His account of the Futurist parola in libertà in 1935 strives for correspondence with, and 

possibly justification within, quantum physics. A quantum is the smallest, indivisible amount of 

a physical quantity that can exist. Max Planck, 1918 winner of the Nobel Prize for quantum 

theory, based the theory on his finding that electromagnetic energy is emitted in “quantized” 

form. This becomes somewhat clearer if we use the lexicon introduced in 1924 by Louis de 

Broglie, pioneer in quantum physics who described subatomic particles—the protons and 

electrons—as tiny wave-packets of energy, measurable as quanta. Parole in libertà, then, might 

be characterized as indivisible packets of energy or frequencies with wave properties.  

Parole in libertà are the preferred language or poetry for whomever experiments 

with radio art; they are very important elements of radio art but not the art itself. 

 The art itself concerned the transmission, tapping into (or reception), and shaping of sounds and 

silence. The second half of the gloss makes clear that despite much speculation accorded 

paranormal and telepathic powers, radio art would also avail itself of and exploit broadcast 

technology to realize the Futurist vision. 

 La Radia proposed a completely new radio sensibility resonant with both the Futurist 

poetic and the scientific revolution following Einstein. Though Masnata in his gloss never 

mentions Einstein, his remarks build upon Einstein’s revolutionary discovery that the properties 

of light can be described both as waves and as particles. Einstein’s General Principle of 
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Relativity challenged the concept of absolute space and presented a new theory of gravity. 

Matter—the fundamental postulate of classical physics—gave way to the concept of a field made 

up of both particles and waves, the “new fundamental constituents of matter.”
16

 Masnata presents 

his own abridged history of science: 

But what are electrons?  

Heisenberg, Born and Schroedinger studied the problem. These are names 

of Nobel prize winners. As well as Dizac, Jordan and Fermi. 

We tend to think of the electron as no more than an extremely small bit of 

physical matter, that is, a minute particle or corpuscle. 

Then the field of wave mechanics was born. 

To explain various phenomena we need to introduce a new theory: the 

components of matter—electrons—are at the same time something that 

is both like a particle and like a wave. They are similar to radiation . . . 

Does matter exist? 

What is the world? A universe of trapped waves and of constantly shifting 

waves. 

 The omission of Einstein’s name from Masnata’s gloss is striking. Einstein won the 1921 

Nobel Prize for his proof that light behaves as if it is made of particles. Werner Heisenberg, 

author of the Uncertainty Principle and 1932 Nobel Prize winner, was at odds with Einstein over 

the theoretical basis and comprehensiveness of the new quantum mechanics. By 1930, their 

debates were public and dramatic; they divided the science community and attracted public 

attention. Each scientist had his supporters and detractors. Heisenberg’s interpretation of 

quantum mechanics undermined the tenets of deterministic causality, the philosophical 

consequences of which reinforced the idea of destiny as a viable political and ethical tool. 

                                                 
16

 Albert Einstein, Foreword, in Max Jammer, Concepts of Space: The History of Theories of Space in Physics, 

1993, xvi-xvii; Jonathan Powers, 1982, 131. 

http://en.wikipedia.org/wiki/Causality
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Einstein reacted to the interpretation of the new theory as if it were the 

expression of a cultural threat, though he clearly wished to confine the 

discussion to the community of professional physicists. What was threatened 

was the vision of a stable cosmos subject to the rule of law . . .
17

 

Perhaps Masnata sided with Heisenberg. The slight is not anti-Semitic but political. Masnata 

mentions the Jewish scientists Max Born and Enrico Fermi. It is the absence of any reference to 

Vito Volterra, Italy’s foremost mathematician and the founder of her most important science 

institutions, that suggests the omissions were politically motivated. Volterra, an outspoken 

advocate for science as an integral part of education and culture, refused the newly-instated 

loyalty oath and participated in anti-Fascist activities, eventually leaving Italy in the early 

1930s.
18

   

 After such heady questions and prominent names, Masnata arrives at his main theme, the 

relationship of the human nervous system to the electromagnetic spectrum. The research of 

Georges Lakhovsky (1869–1942), Russian bio-electric pioneer and cell biologist, is central to 

Masnata’s gloss.  

All living cells are composed of two essential elements; the nucleus and the 

protoplasm in which it is bathed. This nucleus is itself composed of many tubular 

filaments: the chromosomes. In addition, hundreds of much smaller filaments or 

chondromes are present in the cytoplasm. Chromosomes and chondromes are 

sheathed in an insulating substance . . . and contain a liquid-like serum with the 

same mineral content as seawater, and consequently a conductor of electricity. 

Thus, these filaments constitute ultramicroscopic oscillating circuits capable of 

oscillating electrically over a wide scale of very short wavelengths. I have 

demonstrated in my works that these cellular oscillating circuits, chromosomes 

                                                 
17

 Jonathan Powers, 1982, 150. 
18

 See also, Judith R. Goodstein, “The Volterra Chronicles: The Life and Times of an Extraordinary Mathematician 

1860–1940,” London: London Mathematical Society/American Mathematical Society, 2007, 

<http://resources.metapress.com/pdf-preview.axd?code=q142730162467047&size=largest> (March 4, 2010). 
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and chondromes, vibrate electrically under the stimulus of electro-magnetic 

waves: cosmic, atmospheric and telluric.
19

  

Masnata’s reliance on Lakhovsky tells us that the oscillating circuits in every cell would be the 

foundation for wireless, gadgetless communication. Lakhovsky’s conclusion places Masnata’s 

speculations bordering on telepathy in high relief:  

[Lakhovsky:] The study of electromagnetic phenomenon has overturned our 

old mechanical conceptions of the constitution of matter. For its turn, the 

study of the universal and the cosmic waves broadens the boundaries of 

science and will provide, such is my personal belief, the solution to 

fascinating problems of life, of telepathy and of the transmission of 

thought.
20

 

After presenting the hard sciences, Masnata’s concludes by turning to an unnamed authority of a 

totally different stripe: 

Some unverifiable political documents have also referred to radio-sensitive 

individuals, beings who heard the local station transmitter but without 

equipment. 

 Oscillating circuits offered one explanation for marshalling the resources within to effect 

a transfer of thought through radio waves. A different tack was to consider the relatively new 

scientific field devoted to electrons, or thermionics, the induction and direction of electron 

movement.
21

 The thermionic valve, mentioned several times by Masnata in the gloss, is a 

vacuum or electron tube that controls the unidirectional flow of electrons emitted from an 

incandescent surface. Consider, for example, La Radia’s call to overcome death with “the 

                                                 
19

 Georges Lakhovsky, “Radiations and Waves—Source of Our Life,” 1941. Also see,  

<http://perso.orange.es/ligiajohn/files/Georges%20Lakhovsky.pdf> (March 3, 2010). 
20

 Georges Lakhovsky, Secret de la vie, 146. 
21

 Thermionics and Futurism were both founded in 1909. 
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metallization of the human body.”
22

 Could living human tissue gain immortality by bonding with 

inert particles (especially the metals) which make up the overwhelming quantity of matter in the 

universe? Masnata implies that control of the sub-atomic particles of human cells could offer 

humans an interiorized thermionic capacity that would force the electrons of human cells to bind 

with other kinds of atoms to form and sustain a solid (metallic) state, increasing the elemental 

metals that already exist in human tissue. Masnata singles out potassium, a highly reactive alkali 

metal, as a component of every living cell and possible source for the origin of life. Armed with 

the Periodic Table of Elements and new information about the relationship between energy, 

mass, and the behavior of sub-atomic particles,
23

 Masnata’s attention would surely have been 

drawn to the “metallic nature” elements (the alkali, alkali earth and transition metals), those 

whose atoms are most likely to give away or share the one or two electrons in their outermost 

sphere to another like, or unlike (highly reactive) atom. The lure of Ovidian powers drawn from 

the thermionic valve did not feed science fiction fantasies as much as it seemed to feed the 

aspiration for new artistic forms and philosophic inquiry. The gloss describes the circumstances 

under which the Radio Manifesto was written,  

When we wrote this manifesto, we were on the Lago di Garda. . . . We felt we 

were two active thermionic valves highly sensitized to the waves coming from 

the infinite. We trust we snatched from nature another of its many secrets of 

beauty and of art.  

 Interdisciplinary in its perspective, and ranging widely, the affinity Masnata demonstrates 

for technical discourse is typical of the magazine culture of the 1930s as one might encounter it, 

for example, in Comoedia, the Italian bi-monthly devoted to theater, which represented the 

                                                 
22

 F. T. Marinetti, Critical Writings, 2006, 411. 
23

 The neutron was the last of the three basic particles of the atom to be discovered (1932): the proton and neutron in 

the nucleus of the atom, and the electron in the spheres around the nucleus, called “orbitals.”    
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drama and theater culture rejected by Futurism; in RadioOrario (later Radio Corriere), Italian 

radio’s weekly program guide that doubled as a cultural review and technical journal, 

represented the radio culture in Italy and abroad—also rejected by Futurism; and in Scientia, an 

international yearly review of science articles.
24

 One feels this in the broad sweep and draft-like 

sketchiness of the writing: 

There are those who sustain that the ultimate conclusion of modern physics is 

this: the universe is only a thought . . . And if it is true that the universe is only 

thought, radio ought to be the instrument best suited to investigate this. Will we in 

the future become radio receivers without the radio apparatus? 

 The second main theme Masnata pursues concerns the elements of radio art, the sounds, 

silences and radio techniques. Because much has been written on parole in libertà, I limit my 

comments to Masnata and Marinetti’s designation of literature under the rubric paroliberismo, 

the Futurist literary style that dispenses with syntax to experiment with isolated words (parole in 

libertà), onomatopoeia, signs, symbols, numbers, colors and shapes. Claiming the parolibero 

style is the best of all styles suited to radio broadcasting, the co-authors offer an updated Futurist 

literary canon that includes Masnata’s Canti fascisti della metropoli verde (1935), Marinetti’s Il 

golfo della Spezia (1933), Alfred Döblin’s Alexanderplatz (1929), John Dos Passos’ 42
nd

 

Parallel (1930), and Gabriele d’Annunzio’s Notturno (written 1916, published 1921). The 

themes of d’Annunzio’s novel dovetail perfectly with that of “radia”: blindness and the 

invention of a new art made from thoughts, sensations and isolated or detached words.  

                                                 
24

 Comoedia was published by Mondadori in Milan. RadioOrario (later named Radio Corriere) was published by 

URI (later EIAR), and overseen by Raoul Chiodelli. Scientia was edited first by the philosopher/theorist/engineer 

Eugenio Rignano and published by Zanichelli in Bologna. All three journals covered world events in their fields. 

Comoedia and RadioOrario kept their readers up to date with events across Eastern and Western Europe, Russia, 

and America, and in the case of RadioOrario, South America. Masnata himself wrote a number of scientific articles 

for his profession.  
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 Masnata’s gloss of the twenty proposals of La Radia is organized into twenty sections 

framed by an introduction and a conclusion, though the correspondence between sections is not 

exact. The gloss conforms to two main subject categories: 1) transmission and reception, 

understood within the context of atomic theory and the electromagnetic spectrum and 2) the free-

word or parolibero style and the art of la radia.  

[Introduction]: The name radio art, la radia, why it has a feminine ending 

and why it differs from broadcasting. 

Against Tradition: Why radio art differs from all previous arts. 

A New Art: Examples given of Masnata’s and Marinetti’s radio dramas; 

qualities of a libretto appropriate to la radia.   

Universal or Cosmic Scenery: The freedom of radio art to dispense with 

scenic space, to strive for an infinite space and reach and an infinite 

audience. 

Tapping into Vibrations Emitted by the Living or the Dead: A quick 

review of the “life force” as defined by different cultures; the existence of 

radioactivity in every living body due to the presence of potassium; some 

recent scientific experiments that claim to isolate the “life force.” 

Discussion of Lakhovsky. 

Tapping into Vibrations Emitted by Matter: Discussion of atoms, particles 

and waves to ask “Does matter exist?” Discussion of astrology in relation 

to persons with “cosmic sensitivities” who can hear radio transmission 

without equipment. 

Radiophonic Sensations: the necessity for surprise. 

Art Without Time and the Destruction of Time: Tapping into voices of the 

past. 

Sintesi of Infinite Simultaneous Actions: the radiophonic future will 

consist of “infinite simultaneous actions,” with the example given of the 
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use of radio during the rescue of the crew of the airship Italia on the polar 

ice-pack. 

Human, Universal and Cosmic Art as Voice: prediction of new uses of the 

microphone to project the “true psycho-spirituality of sounds, of voices, 

and of silence.” 

Characteristic Life of Every Sound: Proposal for “noise polyphonies” with 

a distinction made between the art of Luigi Russolo, inventor of Futurist 

noise machines, and Count Gaetano Mazzaglia Cutelli, the “Sound 

Wizard” of Hollywood and voice of “Porky” of Loony Tunes. 

The Battle Between Noises and Diverse Distances: sounds heard from two 

locations in the same instant introduce a geographic tension to be 

exploited by radio art. 

Words in Freedom: a re-iteration of Marinetti’s characteristics of free 

verse as stated in 1912; the need to speak of waves of free verse; the death 

of syntax and prosody in favor of free verse and words-in-freedom; a 

catalogue of works in the free-word style, and the spread of words-in-

freedom throughout the world, “one of the most important successes of 

Fascist Italy.” 

Isolated Words and Repetitions of Infinitive Verbs: technical effects of 

parolibero, the Free Word style; preference for the infinitive construction 

of the verb, “the verb of four-dimensional art.” 

Essential Art: Radio art must obey the law of Essentiality in art—the 

reduction to “what is absolutely necessary,” with its related requirement to 

acknowledge limits to the stamina of the radio listener.  

Music for Gastronomy Romance and Exercise, etc.: the pairing of music 

to food, romance and exercise is a fine art not to be left to broadcast radio 

to supply as an accessory; and the derivation of music from words-in-

freedom.  
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Interference Between Stations and Fading: the usefulness to a new radio 

art of the accidental and mysterious sounds during transmission. 

Geometric Demarcation and Construction of Silence: The importance of 

silence to declamation and words-in-freedom. Characteristics of silence 

include depth, duration, size, length, volume, to be exploited by the new 

radio art. Review of famous actors whose silences “are the best part of 

their art.”  

Exploitation of Diverse Vocal Resonances: discussion of the art of timbre, 

shading and resonance of the voice as important to a radio art. 

Elimination of Public Influence: Italians, who tend to be emotional and 

passionate, can be frustrated by radio listening and hostile to radio, as they 

lack influence and effective feedback. Futurists, as individualists, will be 

interested and will listen in a way that is interesting.  

Television: holds the potential to render perceptible “every mysterious 

tapped wave.”  

[Conclusion]: “. . .We trust we snatched from nature another of its many 

secrets of beauty and of art.”  

    

  

jpg images: 

1. First page of Masnata’s gloss Il Nome (Beinecke Library, used with permission of Roberto 

Masnata) 

2. RadioCorriere, 24-31 December 1933 “Sussuri dell Etere,” a discussion of Futurist radio 

aesthetics by Guido Sommi-Picenardi. 

3. RadioCorriere, 20 December 1931, program announcement of the Masnata-Guarino radio 

opera. 
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4. RadioCorriere, 17-24 October, 1931, promotional article for the Masnata-Guarino radio opera. 

5. RadioCorriere, 10-17 September 1932, program announcement of Violetta e gli aeroplani 

6. Censor’s approval of Marinetti’s radio drama Violetta e gli aeroplani, 1 April 1932. 
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