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CHAPTER I 

INTRODUCTION 

Thesis Statement 

Architecture does not exist without functional and aesthetic conditions being 

resolved. While this is easy to state, an examination ofthe works of any practicing 

architect will reveal the effort necessary to incorporate the various layers of meaning with 

the range of functional needs of buildings. This thesis will examine the work of Carlo 

Scarpa, and in particular the display of two statues, two Madonnas, at the Castelvecchio 

Museum in Verona. The researcher sets out to find evidence to support her belief that 

Scarpa's work contents meaning that is revealed through even the smallest of his designs. 

Background 

Man seems to have lost the ability to find poetry in reality and to embed it in his 

buildings, and architecture is no longer the mirror of mankind's aspirations. According to 

Alberto Perez-G6mez, Western culture is in a crisis, where for "the last century and a half, 

man has done his utmost to define the human condition and ironically has lost the capacity 

to come to terms with it; he is unable to reconcile the eternal and immutable dimension of 

ideas with the finite and mutable dimension of everyday life."^ Today, 

^Alberto Perez-Gomez, Architecture and the Crisis of Modern Science, 
(Cambridge, Massachusetts: The MIT Press, 1983), 4. See also Chrisfian Norberg-
Schulz, Meaning in Western Architecture, (New York: Rizzoh International, 1980), 168. 



architects often reproduce old archetypes, or concoct new formulas without much sub

stance. The resuh is often 'speechless' architecture where buildings merely serve objec

tive purposes, but do not relate m any way to the intellectual needs ofthe individual or 

society. 

Architecture cannot exist without a reconcihation between science and art. As a 

science, architecture must fulfih functional, technical, productive, and economic purposes. 

As an art, its mission should be to reflect man's needs, values, behefs, and fantasies in such 

a manner that it moves Mm through the revelation of beauty. Because all these scientific 

and poetic goals vary according to a cultural and historical moment, a honest architectural 

production should be the storyteUer of society's cultural and historical moment. An 

architecture of this sort would be a true product of society and, as Giuseppe Zambonini 

elaborates, "wiU contain all ofthe advancements and contradictions manifested in the 

society of which it is a product, speaking to the relationships among its members and, in 

turn, the relationship of those individuals to the environment they occupy.""̂  

The purpose of this thesis is to explore various aspects ofthe work ofthe Italian 

architect Carlo Scarpa (1906-1978) in order to identify ways in which he succeeded in 

creating an architectural production that reflected his under-standing and interpretation of 

his cultural and historical moment. Scarpa perceived history as the constant accumulation 

of experiences and knowledge, and not as isolated points in time. His work is aUve with a 

joyous rapport with past and presence. 

^Giuseppe Zambonini, "Notes for a Theory of Making in a Time of Necessity," 
Perspecta 24 (19SS): 4. 



The study of Scarpa's oeuvre is particularly relevant because it contains valuable 

teachings regarding the importance ofthe knowledge of "making" in the design and 

building process, and ofthe incorporation of history and tradition in architectural 

production. His is an example of an architecture that recognizes historic values while 

acknowledging the changing forces of time and new perceptions ofthe present. The work 

of Carlo Scarpa is transcendent mainly because of its remarkable consistency. Desphe the 

fact that this Italian maestro is widely perceived as a rather eccentric orchestrator of well-

crafted details and a fine interior designer, a closer, inquisitive look at both his background 

and his oeuvre reveals the presence ofthe true 'master builder.' As an architect, Scarpa 

worked within tradition, and so function and construction are of vital concern in his 

architecture. All of his creations are designed in a logical and rational fashion, and built to 

endure. Furthermore, while Scarpa's architecture meets functional requirements, it is that 

fervent desire of his to build poetry that make his production so vital. Using proportion 

and geometry, manipulating materials, colors, and light, and employing and improving the 

ancient traditions of his forefathers, Scarpa aimed at creating forms that surpass utilitarian 

functions to communicate poetic content and the spirit of its creator, his epoch, and the 

society in which he lived. 

Case Studv and Criteria for Selection 

Since the work of Scarpa is very complex and his production extensive, a case 

study that particularly supports this thesis was chosen to be analyzed in detail. The 

example is located in the Museo Civico di Castelvecchio, in the city of Verona, Italy. It 



consists of a panel exhibiting four sculptures, and this thesis will focus specifically on the 

display ofthe two small Madonnas set at the extreme edges ofthe panel. The criteria for 

selection of this two Madonnas are the followmg: 

1. Carlo Scarpa's work m the Castelvecchio spanned a decade, was completed 

during his lifetime under his close supervision, and at the time of his most prolific and 

mature period as an architect. This project has not suffered any major changes since it 

was concluded in 1964.̂  It is most representative of Scarpa's production, and there are 

numerous drawings that stiU survive m the Castelvecchio's archives which attest to the 

attention that he paid to the design of every detail. Many of these drawings have been 

pubhshed, some of them used in the research of this thesis. 

2. Scarpa built a strong reputation as an expert exhibit designer. Consequently, it 

is appropriate to select the Castelvecchio, considered his masterpiece of museum design, 

to search for the clues of his design process. 

3. The Castelvecchio dates back to the fourteenth century. Thus, it is most 

challenging to investigate Scarpa's modus operandis for dealing with the Castle's changes 

which occurred over different periods of time, the type of project he most cherished. 

4. The Castelvecchio was visited by the researcher, who photographed, sketched, 

took measures, and, most of all, experienced the interaction of space and exhibits 

personally. 

^Other projects, such as the Banca Popolare di Verona, were finished by 
collaborators after Scarpa's death, or like the Palazzo Abatellis in Palermo, had suffered 
subsequent reorganizations that seriously compromise Scarpa's original plan. 



5. The panel exhibiting the two Madonnas captivated the attention ofthe 

researcher, feUow students, and other visitors, a fact that lead the researcher to believe 

that it contains layers of meanmg embedded m its design which immediately engages the 

viewer, and, therefore, should be recoverable. 

6. The panel displaying the two Madonnas is so pleasing to the eye that it 

demands in depth study. An examination of Scarpa's use of scale, proportion, and 

geometry promises to be very revealmg, and an aid to future designers. 

7. A series of drawings by Scarpa concemmg the room where the Madonnas are 

located mclude sketches, plans, and elevations ofthe room, the panel itself, and the 

supports ofthe Madonnas have been pubhshed and are thus accessible to the researcher. 

8. The panel with the two Madonnas has been well photographed, though not 

extensively discussed, in many ofthe hterary sources consuhed. It warrants further 

investigation. 

9. Scarpa was raised within a strict Catholic tradition and knew Catholic rites and 

behefs. That Scarpa would embed recoverable theological meaning into the general design 

for exhibitmg the Madonnas and the other religious sculptures in the panel is anticipated. 

10. In the general layout ofthe room, the panel, and the sculptures, Scarpa used 

modem and old materials and constmction techniques, as well as contrasting textures, and 

colors. This small-scale project should provide an exemplar of Scarpa's ability to connect 

diverse matter. 

11. Craftsmanship was of paramount importance in Scarpa's design and building 

process. This display was made and installed by experienced craftsmen 



12. Inventiveness was a major characteristic of Scarpa's architecture, and this 

design for the Madonnas offers an opportunity to demonstrate this aspect of his work. 

13. There is a kinetic dynamism in much of Scarpa's drawings and buih work that 

is also recognizable in the design ofthe supports for the two Madonnas. 

14. Architecture of spoils, the practice or reusing architectonic elements so 

popular in ancient Venice, is present in the work of Scarpa and in this project. 

Plan ofthe Thesis 

FoUowing this chapter, the outhne of this work will be as follows: 

Chapter II. An analysis of Scarpa's formative years, educational background, and 

mam influences which affected his views of architecture. 

Chapter III. A study of Scarpa's life-long relationship with craftsmanship and its 

relevance for this research. 

Chapter IV. A brief account of Castelvecchio's history, the restoration project 

executed by Scarpa, and his design for the exhibit. 

Chapter V. A detailed description and analysis ofthe display for the two 

Madonnas in order to identify the layers of meaning unveiled through a literature search, 

and through the researcher's own examination. 

Chapter VI. An analysis ofthe display in order to identify its organization, use of 

human scale, geometry, and proportion. 

Chapter VII. An summary of findings and recommendation for future research. 



The investigation process for this thesis was carried out through the researcher's 

visits to the Castelvecchio Museum and to the majority of works by Scarpa buih in Venice 

and the Veneto area in order to photograph, sketch, and measure appropriate details. A 

literature review was conducted, mcluding a search for Scarpa's published lectures, 

interviews, and his words quoted by others, as well as pubhshed articles and books about 

his life and work. 

Since access to Castelvecchio's archives was not possible, and photographing is 

not allow in the exhibit rooms, the mvestigation is based on published drawings photo

graphs, and field measurements taken in person. 

Discussions with the researcher's chair and advisors completed the research and 

analysis. 

Definition of Terms 

Throughout this documents, the words 'detail' and 'joint' will be used. These 

words are often linked with the work of Scarpa because ofthe incisive attention that he 

paid to the constmction and connection of architectural elements. Thus, clarification of 

their meaning is necessary. It should be mentioned that the word 'detail' usually suggests 

the small part of a larger whole, and that the word 'joint' refers to a junction or 

connection of two or more materials or elements. In modem architectural practice, 

according to Marco Frascari, "any architectural element defined as detail is always a 



joint,"^ since the detailing or specific designing of architectural elements imphes the 

adequate connection between its parts, and the joining ofthe element with the building. 

The famous dictum, "God is in the detail," traditionally attributed to Mies van der 

Rohe, has been used in modem times to exalt the role ofthe detail in architecture produc

tion. However, as Frascari argues, the original source ofthe maxim seems to indicate 

"that the detail expresses the process of signification, that is, the attaching of meaning to 

man-produced objects."^ It also should be added that as long as the object contains 

something of Nature, it would have 'divme' quahties, as Louis Kahn has indicated: "The 

detail is the adoration of Nature."^ 

'Marco Frascari, "The Tell-The-Tale Detail," The Journal of Architectural 

Education 7, (19S4): 23. 
'Ibid. 
'Louis I Kahn, "Louis Kahn at Rice," Rice Publications 4, (1965). 
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Figure 1.1. Carlo Scarpa in Venice, 1971. 
Source: Bianca Albertini and Sandro Bagnoli, Carlo Scarpa: Architecture in Details 

(Cambridge: The MIT Press, 1989), x. 



CHAPTER II 

MAIN INFLUENCES ON 

THE LIFE AND WORK OF CARLO SCARPA 

AU academies, all mutations, all eclecticism are neither rational nor 
functional, because they refer to things invented by others, and they are 
never original or genuine.^ 

Carlo Scarpa 

Introduction 

Scarpa was a master who worked in silence, one who did not elaborate much 

about design philosophies and did not go out of his way to promote his own work, but 

instead left it to survive the test of time by itself As his student Guido Pietropoh reports, 

whenever asked about the reason for his reticence, Scarpa would reply, "If they are roses, 

they will bloom."^ 

As in the instance of his practice as a draftsman, where he superimposed sequences 

ofthe same drawing or sketch to create a complex, more complete vision, Carlo Scarpa's 

approach to architecture was similarly multi-layered and cannot be analyzed from a single 

point of view. To understand the wide-ranging scope of Scarpa's work, one has to 

recognize the various sources from which he drew inspiration. A succession of places. 

'Luciana Miotto, "Carlo Scarpa a Paris (1975, 1983)," Carlo Scarpa et le Musee 
de Verone, ed. Luciana Miotto, (Milan: Institut Culturel Italien de Paris, 1982), 33. My 
translation. 

^Guido Pietropoh, "If They Are Roses, They Will Bloom," Carlo Scarpa. Villa 
"Palazzetto,'' ed. Ikeda, Hiroyuki. (Tokyo: The Watari Museum of Contemporary Art, 
1993), 34. 

10 



encounters, and experiences which left indelible impressions on Scarpa's mind can be 

identified in many of his creations. 

The purpose of this chapter is to summarize Scarpa's life in an effort to better 

understand his work, and to recount the major factors that affected his views of 

architecture. In order to maintain the focus ofthe study on Scarpa's meaningfiil 

production, only those aspects of Scarpa's life that helped shape his design methods and 

museographic views will be discussed, namely: (1) his studies at the Accademia, with its 

Beaux Arts tradition seasoned by the influence ofthe Viennese Secession; (2) the imprint 

that the early Modem Movement masters left on him, and (3) his work as art exhibit 

designer. The value of quality craftsmanship, which had capital importance in his 

production, will be discussed in the following chapter. 

Earlv Years: 
Studies at the Accademia and the Influence ofthe 

Viennese Secession on Scarpa's Work 

Carlo Scarpa was a Veneto architect whose call came early when he was still a 

teenager and attended the Academy of Fine Arts in Venice; perhaps it came even earlier 

when as a child he ran about the aged edifices of Vicenza and discovered that it was 

possible to play within and experience the realm ofthe past. 

^Giuseppe Mazzariol and Giuseppe Barbieri, "The Life of Cario Scarpa," in Carlo 
Scarpa: The Complete Works, eds. Francesco Dal Co and Giuseppe Mazzariol (New 
York: Rizzoh, 1984), 9. 
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Like many another architect, Scarpa's school assignments and early works were 

influenced by the architecture surrounding him, by the ideals taught by his professors, and 

by the concepts ofthe leading architecture and art figures of his time. Many of those 

influences were discarded on the path towards maturity, while others took deeper roots in 

the architect's production, blossomed and remained with him all his life. 

Carlo Alberto Scarpa was bom in Venice, on June 2, 1906. His father, a strict 

Catholic, was the elementary school teacher Antonio Scarpa, and his mother, Emma 

Novello, a dressmaker. When Carlo was two years old, the family moved to Vicenza 

where his mother opened a tailor's workshop while his father commuted between Vicenza 

and Venice. From a very tender age. Carlo used to draw dress pattems for his mother's 

clients. Manlio Bmsatin relates how Scarpa came to regard "tailoring, with its precise 

cutting and 'montage' of various parts, as the prime example of painstaking artistic 

work.""* From dressmaking, he must have leamed, earlier than most people, how two-

dimensional drawings can be transferred to three-dimensional products, and experienced 

the importance ofthe careful joining and handling of edges. 

In Palladio's city, Scarpa spent a normal childhood which he described as happy, 

playing marbles among the attic bases ofthe colonnade ofthe Palazzo Chiericati,' and 

spending his holidays with his brother Gigi in the countryside surrounding Vicenza, in the 

^Manlio Bmsatin, "The Architecture of Life," in Carlo Scarpa: Ihe Other City, ed. 
Peter Noever (Berlin: Ernst & Sohn, 1989), 319. 

^Carlo Scarpa, "Dernier entretien avec Carlo Scarpa," in Les Cahiers de la 
Recherche Architecturale 19 (2nd trimester 1986): 64. 

12 



richness ofthe eighteenth-century/?a/azze//o of his godparents, the Counts Tacchi. Fine 

architecture was impressed on him from the outset. 

After finishing elementary school, Scarpa entered the Technical High School in 

Vicenza with the blessing of his father, who had earher noticed the boy's outstanding 

talent for drawing. 

In 1919, Scarpa's mother died and the family retumed to Venice, his home for 

most ofthe remainder of his life. Scarpa was proud of his Venetian legacy, ofthe intense 

envu-onments ofthe Veneto area in which he was bom and raised, and where he mostly 

worked throughout his career. He was conscious of his special ability to understand 

history which such cultural patrimony had invested m him. The wealth of ancient 

traditions that had converged in the lagoon city created a unique and heterogeneous 

culture which could not but influence such a contemplative mind. He commented on the 

influence that his venetianitas or "Venetian heritage" had on his perception of architec

ture, a heritage which constantly appeared in his oeuvre: 

When I visited Florence for the first time I was immediately aware ofthe 
enormous architectural difference between the two cities. I can't deny that 
I'm impressed by Tuscan architecture, but such precision, such certainty are 
not part of my being. I am a tme son of my region [the Veneto] and have a 
strong feeling for my roots. 

The well-defined styles of Tuscany must have had little appeal for an architect such 

as Scarpa, used to the ambiguities of Venetian architecture. Scarpa's architecture is 

definitely closer to the archittetura di spoglio or "architecture of spoils" that "refers to 

^Maria Antonietta Crippa, Carlo Scarpa: Theory, Design, Projects (Cambridge: 
The MIT Press, 1986), 14. 
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buildings partially or totally composed of elements and fragments taken, either actually or 

conceptually, from preexisting buildings produced in other times or by other cultures." 

The practice of re-composition in architecture is not new to the lagoon city since many of 

its buildings (Saint Mark's Basihca mcluded) were partially buih from spoils brought from 

fallen cities and carried by travelmg merchants. 

From Venice and its fragmentary architecture Scarpa drew inspiration and frequent 

references to his work: the mannerism of a style oscillating between East and West, ever 

influenced by Rome and Greece; the taste for the bold blend of elements from different 

epochs, mixed with a Byzantine, lucent touch; a Ruskinian reverence for the vanishing 

mins^; and, not the least, the celebration and acknowledgment ofthe constant presence of 

water. The Venice of Scarpa's acquaintance was not ofthe medieval myth that the 

restoration authorities want to preserve, but a polls thriving into the new century, growing 

and changing as it did in its remote and glorious past. Manfredo Tafuri (1935-1994) 

observes: 

There was no 'decadence' m the Venice sung and experienced by Scarpa. 
Instead, Scarpa drew from Venice a somewhat perverse lesson, one that 
emerges from the dialectic between the celebration of form and labyrinthian 
dissemination, between the will for representation and the evanescence of 
what is represented, between a search for tmths and the consciousness of 
their relativity.^ 

The year of his mother's death, when he was thirteen years old. Carlo decided to 

take the admission test for the Accademia Reale delle Belle Arti in Venice. He failed, but 

'Frascari, Monsters of Architecture, 23. 
'John Ruskin, The Stones of Venice (Boston: Estes and Lauriat, 1894). 
Manfredo Taftiri, History of Italian Architecture, 1944-19H5 (Cambridge, 
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followmg the encouragement of his father succeeded at the second attempt. The 

Accademia was not only a place of vocational training but the stage for his introduction to 

the marvelous design process and the transformation of materials. In this institution 

Scarpa received the only formal education in architecture that he ever gained, although 

architecture was not in his mind when he entered the Accademia. It was not until his fifth 

year at the Academy that Scarpa chose architecture as his specialization. His natural 

talent for drawmg and artistic awareness combined with his cherished dream of becoming 

some sort of artist, gradually evolving into an acute attraction for architecture, as he later 

confessed: 

I had not tmly considered architecture—for me the Academy was a school 
of art where you became an artist. I told to myself, will I be a painter, or 
an artist? I soon developed a passion for architectural design and painting, 
whereas I wasn't interested in the plastic arts.'" 

The curriculum at the Accademia concentrated on classicism, as Scarpa 

remembered when asked about his early influences: "Our studies at the Academy were 

mainly directed toward classical Italian art. I was stunned one day when I saw a Greek 

statue in the school. Questions, issues about art I had not understood before became clear 

in my mind."" 

Besides being introduced to the Classics in the Accademia, Scarpa was well trained 

in drawing and in its range of representational methods. By constant practice, Scarpa 

matured mto an expert, quick draftsman, and eventually accomplished the refinement that 

Massachusetts: The MIT Press, 1989), 112. 
'^Scarpa, "Dernier entretien avec Cario Scarpa," 64. My translation. 
"Crippa, 13. 
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helped him develop a more personal and original way of expression. He recognized the 

importance ofthe teachings at his school: 

They [at the Academy] taught us a lot of useful things. We leamt to draw 
with all the different techniques of representation. I think schools of 
architecture ought to concentrate more on these techniques, like classical 
freehand drawing. If you teach students to draw, the better ones get an 
eariier idea of what they'll be able to do later on. Students spend too much 
time in useless discussion, reading reviews that don't teach them 
anything. ̂ ^ 

Scarpa's drawmgs for school projects were always exuberant and often filled the 

margins (Figure 2. l)~a habit that he nurtured for the rest of his hfe. They were some

times rejected by the Academics for being "unrestrained."^' Despite his quickness as a 

draftsman, he was painfully slow to complete his work at school (as well as his profes

sional assignments afterwards), not only because he actually carried out projects for his 

classmates before finishing his own, but particularly because of his own perfectionist 

temperament. '̂* 

He was seldom satisfied with the final results of his projects, not because of his 

nonconformity, but because he was tortured by the wealth of solutions that he wanted as 

much as possible to explore. Bmno Zevi, Scarpa's student and collaborator, reports on 

how Scarpa, after being asked for a specific date for the completion of an overdue design 

for Expo '67, responded impassively: "Don't know. Perhaps I'll get an idea tomorrow, 

perhaps in a year, perhaps never." 

'-Scarpa, "Interview with Cario Scarpa," in The Complete Works, 297. 
''Bmsatin, "The Architecture of Life," 319. 
• Îbid. 
'^Bmno Zevi, "Beneath of Beyond Architecture," in The Complete Works, 271 
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Figure 2.1. Exercise executed at the Accademia, Venice, c. 1926. Pencil on vellum. 

Source: Crippa, 15. 

Hubert Damisch believes that this constant but systematic intellectual search of 

Scarpa's "gives his work, seemingly so modest, a historical incisiveness that some 

consider extraordinary... [and which] can be grasped best of all by examining the record of 

his practice as a draftsman. ,16 

The numerous surviving drawings by Scarpa testify to his obsessive study of a 

specific problem, particularly ofthe working out of details, variations of which he would 

'^Hubert Damisch, "The Drawings of Cario Scarpa," in 77?̂  Complete Works, 209. 
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sketch several times over. This seemingly uncertain approach has prompted some of his 

critics to call him // dubbio metodico^^ or "the methodical dubious," and is perhaps 

reflected in his initial words ofthe lecture "/I Thousand Cypresses": 

For the Brion tomb, I could have suggested planting a thousand cypresses-
a thousand cypresses are a large natural park, and a natural event, in the 
years ahead would have produced a better eff"ect than my architecture. But 
as always happens at the end of any piece of work, I've been thinking: 
Dear me, I've done it all wrong! Yet, probably whoever buih the pyramids 
didn't have a mind that worked like that... We lack certainties, everything is 
debatable, architecture is a shambles....'* 

While stih a student, he started to work for the architect Vincenzo Rinaldo, 

engaging mainly in the design of houses. When he was still nineteen he received his first 

independent commission, the design and constmction of a small annex to an eighteenth-

century villa. Soon, he directed the constmction of industrial buildings for the glass 

company Capellin & Co., (Figure 2.2) as well as collaborating with his Professor, Franco 

Pizzuto, on various projects. These initial commissions were inspired by the Viennese 

Secession but held little ofthe originality displayed in the work of Scarpa's maturity, as the 

architect himself recognized: "It's useless to check what a twenty-year-old does, he won't 

notice anything. Sooner or later he'll leam a more individual manner of expressing 

himself The best thing he can do is leam the technique of visual and graphic expression. 

That's what happened to me."' 

Leonardo Benevolo, "II Dubbio Metodico," Casabella 48 (1984): 31-32. 
Scarpa, "A Thousand Cypresses," in 77?̂  Complete Works, 286. 
Scarpa, "Interview with Cario Scarpa," in The Complete Works, 297 
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i I 
Figure 2.2. Showrooms interior for Capellin & Co., Florence, 1928. 

Source: The Complete Works, 99. 

While Scarpa was not necessarily rebellious, he did find the educational system at 

the Accademia somewhat restrictive in the battle for originality. During his days at that 

school the world in general was witnessing an extraordinary explosion of new ideas and 

technology. These changes were reflected in architecture by "the formulation of theories 

and slogans and the creation of some extraordinary masterpieces and new types of 

building which were to change the shape of towns and cities." A particularly colorful 

style known as Art Nouveau (characterized by the use of new materials and organic 

forms) was invading Europe in the last decade ofthe nineteenth century, spreading quickly 

through a number of intemational exhibitions held at that time. It was through the Venice 

-^Patrick Nuttgens, The Story of Architecture (London: Phaidon Press Ltd., 1983), 
247. 
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Biennah at the beginnings ofthe century that Art Nouveau made hs way to the 

Accademia, impressing the students. Scarpa endorsed the ensuing fight for an individual 

expression more in accordance with the times: 

Actually, and unfortunately, I am descended, by cultural tradhion, from the 
monument to Vittorio Emanuele II in Rome. I was, in fact, the best pupil 
of my teacher at the Academy [Guido Cuilh], who in tum had been the best 
pupil ofthe man responsible for that monument [Giuseppe Sacconi]...The 
spiritual poverty of that era was due to the fact that teachers in the Beaux 
Arts academies shared the eclectic taste ofthe nineteenth century. This 
meant we had to stmggle quite hard to free ourselves from our educational 
training. An effort that one always has to make, in order to achieve that 
sense of moral authority that an individual has to acquire in order to call 

"71 

himself an artist. 

The Art Nouveau movement (commencing approximately in 1890) challenged 

Neo-Classicism. Taking advantage ofthe new, industrial materials like iron and glass. Art 

Nouveau architects tried to emphasize stmctural honesty and a revival of craftsmanship. 

As a resuh ofthe historical bond and geographical proximity of Vienna and Venice, Art 

Nouveau's Austrian parallel, the Viennese Secession, had enormous influence upon the 

Venetian art ofthe period between the great Worid Wars. 

By the end ofthe First Worid War, the new movement had finally made its 

impression on the lagoon city, providing a favorable ambiance for its full development. 

The Secessionists' "feeling for materials, the combination of textures put across by their 

cornices, the care they took in their joints, their clever details, all indicate a consummate 

skin which one feels impdled to use upon learning of it."'' This style, with its emphasis 

22 

='Scarpa, "Can Architecture be Poetry?" in 77?̂  Complete Works, 283 
^-Sergio Los, Carlo Scarpa: Architect (Nuremberg: Benedikt Taschen, 1993), 22 

^'Ibid., 22. 
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on craftsmanship, invaded the Accademia despite the indifference of most of its profes

sors, though Scarpa repeatedly mentioned to Sergio Los, his student, assistant, and 

collaborator of many projects, that "during his time at the Academy, more than at the 

Departments of Architecture, a craft atmosphere prevailed that was reminiscent of a 

buildmg site."'"* 

Scarpa's first architectural works were mainly mterior designs (Figure 2.3-2.4). 

He was very interested in the rich furnishings and settmgs mtroduced by Art Nouveau and 

the Secessionist designers, especially the achievements ofthe Viennese Otto Wagner 

(1841-1918), Josef Hoffinann (1870-1956), Adolf Loos (1870-1933), and Joseph Maria 

Olbrich (1876-1908), and ofthe Scottish architect Charles Rennie Mackintosh (1868-

1928). They caught the attention ofthe young Scarpa because of their concentration on 

tectonics, craftsmanship, and materials, and their eastem sense of decoration. He 

acknowledged a keen feeling particularly for Hoffmann: 

Naturally the artist I most admired and who taught me most was the one 
that was most widely pubhshed in German reviews (I recall Moderne 
Bauformen and Wasmuths Mowa/5/;g//e)~ Josef Hoffmann. In Hoffinann 
there is a profound expression ofthe sense of decoration, which, in 
students accustomed to the Academy of Fine Arts, led to the idea that, as 
Ruskin claimed, 'architecture is decoration.' The reason for all this is very 
simple: essentially I am a Byzantine and Hoffmann, basically has a 
somewhat Oriental character—the character ofthe European who looks 
towards the Orient.'^ 

Joseff" Hoffinann was trained at the Vienna Academy of Fine Art, a distinguished 

pupil of Otto Wagner, as were Olbrich and Loos. He was a devotee of contemporary 

^'Ibid., 8. 
-^Scarpa, "Can Achitecture be Poetry?" in 77?̂  Complete Works, 283. 
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Enghsh principles of architecture which were defined by an intense interest in craftsman

ship, the writings of Ruskin, the designs of Morris, and the Guild of Handicraft All of 

these factors influenced Hoffinann's development, and in 1903 he founded a craft studio 

called Wiener Werkstatte, characterized by its "clean and sparkhng craftsmanship." 26 

Figure 2.3. Interiors of Cafe Lavena, Venice, 1931 
Source: 77?̂  Complete Works, 99. 

Figure 2.4. Sfriso silverware shop, Venice, 1932. 
Source: 77?̂  Complete Works, 100. 

^^David Watkin, A History of Western Architecture (New York: Thames and 
Hudson, 1986), 474. 
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Hoffinann's masterpiece, the Stoclet House, began in 1905 (Figure 2.5), was in 

rectilinear style diverging from the customarily curvilinear forms associated with Art 

Nouveau, but that "convincingly demonstrated that richness of effect did not depend only 

on decoration but could also be achieved through variety of forms and by contrasting 

5527 
materials." This straight-lined but imaginative style was typical of Hoffmann's early 

work. 

Figure 2.5. Josef Hoffmann. Stoclet Building, Bmssels, 1905-1911 
Source: Watkin, 475. 

271 ^Bill Risebero, The Story of Western Architecture (Cambridge, Massachusetts: 
The MIT Press, 1985), 208. 
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The permanent eff'ect that Art Nouveau, and most particularly the influence of 

Hoffinann and the Secession, had on Scarpa can be seen in his work, especially in his use 

of a wide repertoire of materials. They allow substantial personal expression to be 

revealed, a refined sense of decoration, and the principle of fantasy omnipresent in 

Scarpa's work. As a point in case, the commonplace objects that he designed for the 

Brion Tomb, such as water drain outlets, cast in bronze and exquisitely shaped, become 

omamental, sculptural pieces (Figure 2.6). 

Figure 2.6. Metal pipe for draining rain water. The Brion Tomb 
Source: Carlo Scarpa: Villa "Palazzetto," 111. 

During the late 1920s, Scarpa commenced work as an art consuhant and designer 

for the Murano glass manufacturers Capellin & Co., and dedicated himself to painting. 

His eariy designs for glass were influenced by Braque, Picasso, Leger and Matisse (Figure 

2.7), while his paintings favor the landscapes themes and techniques of Andre Derain and 

Mario Sironi (Figure 2.8). 

''Sandro Giordano, "Biographical Profile," in The Complete Works, 305 
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Figure 2.7. Scarpa's sketches for glassware produced by Venini, Murano, ckca 1930. 
Source: Yukio Futagawa ed.. Global Architecture Document 21, (September 1988): 16. 

Figure 2.8. Carlo Scarpa. Venetian landscape, 1929. Oil on cartridge paper. 
Source: The Complete Works, 153. 
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Scarpa did not pursue his juvenile passion for paintmg during his mature years, but 

the sensibility and awareness for color and composition that he extracted from his early 

experiences at the canvas can be seen m some of his ripe works, particularly in the 

interiors ofthe Banca Popolare di Verona (Figure 2.9), and on the second floor ofthe 

Castelvecchio Museum (Figure 2.10). 

f 

Figure 2.9. Spiral staircase, Banca Popolare di Verona, 1973-1981. 
Source: Los, Carlo Scarpa: Architect, 158. 
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Figure 2.10. Plaster ceiling on the Sala Avena. Castelvecchio Museum, Verona. 
Source: Richard Murphy, Carlo Scarpa and the Castelvecchio (London: Butterworth 

Architecture, 1990), 14. 

During the second decade ofthe twentieth century, Scarpa estabhshed a series of 

professional and friendly relationships with various artists and critics. Among them was 

Aldo Camerino, a Jewish book coUector to whom Scarpa gave secret sheher in 1918 

during the racist persecution perpetrated by the Fascist regime. Camerino mtroduced 

Scarpa to surreahst hterature, particularly to the prose of Raymond Roussel (1877-1933). 

Surrealism flows throughout Scarpa's oeuvre, where the unexpected solutions of his 

details reveal not only his weU-known sense of humor, but also the workings of his 

subconscious mind, the elaborations of his vivid imagination that yielded fantastic images 

with seemingly incongmous juxtaposition of different subjects and materials. These are not 

the resuhs of a dubious mind, but of a profound and thorough investigation of his creative 

being searching for precise solutions. Such activity demands creative patience and thus 

time. 
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The surrealism in Scarpa's work is more distinct in the extravagant narrative of his 

masterpiece, the Brion Tomb (which has startling conceptual similarities with the park 

29 described by Roussel in his novel Locus Solus, "A Place Apart") where the architect was 

almost completely free to plan and build (Figure 2.11). Philippe Duboy, who compares 

Scarpa's work with the surreahst efforts of Raymond Roussel and the cubist depictions of 

Marcel Duchamp^^ (Figure 2.12), declares: "Like Roussel's writings or Duchamp's 

painting, Scarpa's architecture is enigmatic to those who do not wish to understand it: to 

those who stiU beheve in secret mythologies, however, this architecture requires no critical 

explanation: it is self-evident. )531 

Figure. 2.11. The Brion Tomb, San Vito d'Altivole, Treviso, 1969-1978. 
Photograph: Dunia Salazar. 

^^aymond Roussel, Locus Solus (Berkeley: University of California Press, 1970). 
^In another essay, ''Scarpa/Matisse: Crosswords,'' (The Complete Works, 

170,171) Philippe Duboy compares Scarpa's architecture with Matisse's paintings and 
Apolhnaire's writings for its "self-evident" hermetism. 

^^Philippe Duboy, "The Other City," m The Other City, 28. 
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Figure 2.12. Marcel Duchamp, Nude Descending a Staircase 1^2 
1921 oil on canvas, 58x35 ins. 

Source: Paul Zelanski and Mary Pat Fisher, 77?̂  Art of Seeing, 3rd Edition (Englewood 
Cliffs, N.J.: Prentice Hall Inc., 1994), 171. 

Although it is difficuh to agree with the assertion that every aspect of Scarpa's 

production is self-evident or obvious, it is undeniable that many ofthe characteristics of 

his work can be accounted for in the study of his eariy, formative years. Apart from his 

mainly Beaux Arts education at the Accademia which kindled his passion for tradition, his 
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knowledge of Classicism, and the perfection of his drawing skills, the constant instmment 

in his quest for the infinite possibilities, and apart from the impact ofthe Art Nouveau 

architects, particularly the Secessionists who introduced him to new materials and a 

reverence for craftsmanship, it is his memory of Venice, with hs fragments and its 

waterways, which retums time and again in his work as distinctively and ineffaceable as in 

a recurrent dream. Through these influences and acquired tools in his hands, Scarpa 

developed an almost puerile liking for the assembling and disassembling of diverse 

materials in his obsessive adoration of the joint. These early experiences helped him to 

resolve the interface ofthe traditional and the modem world. They came together in his 

oeuvre like converging currents giving his projects a timeless quality that astonishes by its 

actuality even today. 

The Modem Movement Revised: 
Carlo Scarpa and the Intemational Style 

The terrible events that precipitated the First Worid War and The Russian 

Revolution of 1917 transformed the worid for good, giving rise to authoritarian and fascist 

regimes in Europe, economic crises, and, ultimately, to the Second Worid War. The 

period between the great wars was characterized, Norberg-Schulz explains, "by a search 

for a secure common basis, that is, for principles,"'^ a search that was embraced by 

architects in Europe and in the United States. 

^T^orberg-Schulz, Meaning in Western Architecture, 186. 
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This movement, when architects were striving to create an uniform way of 

building, was named 'Intemational Style' in 1932 by the organizers ofthe first 

Intemational Exhibition of Modem Architecture at the Museum of Modem Art in New 

York. The new architecture was characterized by the use of unconventional materials such 

as glass, steel, and concrete, the use of rigid plans and symmetrical elevations, and 

especially by a marked rejection of omament. According to Walter Gropius: "Modem 

Architecture is not built from some branch of an old tree but is a new plant growing 

directly from roots."'' From the beginning, this radical attitude and the scientific precision 

ofthe buildings that it created ahenated many partisans ofthe new order, some of whom 

chose to subscribe only to certain ofthe stands taken in the modernist manifestoes. This 

was the case with Carlo Scarpa. 

The rational nature ofthe Modem Movement, whh its new technology, novel 

materials, and anti-historicism, was not easily accepted in a country like Italy, rich in 

history and tradition, where eclecticism had become the standard. The will to be modem 

against the unwillingness to change was the cause of great discord among Italian 

architects. 

Shortly after his graduation, Scarpa took sides and defended Italian rationalist 

architecture in a nationwide debate. A letter written and signed by him and also by Aldo 

Fohn, Guido Pelizzari, Renato Renosto, and Angelo Scattolin (the Venetian Rationalists) 

was pubhshed by // Lavoro Fascista in May 16, 1931. In the letter, the Rationalists asked 

"Cited in Colin St. John Wilson, "The Historical Sense;' Architectural Review 

(August 1984): 68. 
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for the freedom to express the "creative genius" that will build the new forms imposed by 

new materials instead of dwelling on neoclassical revivals: 

It is unhistorical to draw on a past which we know is inadequate and 
unusable. History is followed and created by stmggling with the present 
toward the fiiture, not whh nostalgic memories. The retum to the deepest 
roots of our race, which is being much carried on about nowadays, will 
always be a retum to "the spirit of those forms," and never to the forms of 
that spirit, as our opponents claim."* 

This precocious position of Scarpa demonstrated his approach to modernity. From this 

simple resolution to be modem came the mature analysis of his historical moment. His 

architecture (even the early post-World War II examples such as the Venezuelan Pavilion 

of 1954) was less austere than that of his European and American contemporaries, and 

more omamented in an elegant, quiet way. By excluding himself from the history-

effacing, radical side of Modem Architecture, while retaining its quahties of rational 

articulation of space, and accepting the possibilities which opened up with the availability 

of new materials, Scarpa accomplished a balance between past and present 

Scarpa never hesitated to acknowledge those architects that he admired most 

through history, and playfully called them his patron saints: "I came into architecture in 

king-like fashion and my icon is omamented by pictures of many protective saints: San 

Francesco (Borromini and Lloyd Wright), San Cario (Jeanneret), San Andrea (Palladio); 

and then Leon Battista, Alvaro, and San Filipo (Bmnelleschi); but above all, San Donato 

or better known simply as Donatello!" 

34(( 

35/ 

'Scarpa et al., "Letter ofthe Venetian Rationalists," in 77?̂  Complete Works, 279. 
^Cited in Pietropoh, "Scarpa as Educator," Progressive Architecture 62 (May 

1981): 137. 
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One ofthe figures ofthe Modem Movement that most deeply impressed Scarpa 

was the Swiss architect Charles Edouard Jeanneret, better known as Le Corbusier (1887-

1965). His buildings, especially the early ones like the Maison Stein (1926) and the Villa 

Savoye (1929), did not differ much from those designed by Germans such as Walter 

Gropius (1883-1969) and Ludwig Mies van der Rohe (1886-1969). Le Corbusier's ideas, 

expressed in his widely influential book. Vers une architecture, most affected Scarpa: 

I had the good fortune to come across a book entitled Vers une 
architecture—everyone knows who the author is—about the time I finished 
school. This broadened my mind. In fact, this discovery was a genuine 
instance of what you call 'Sturm und Drang,' my world view completely 
changed from that point onwards. 

This book, written between 1920 and 1921, hails architecture as a tool to fabricate new 

ideas and create new orders through the idiosyncratic manipulation of forms. Its teachings 

are reflected in the mature work of Scarpa, such as the Castelvecchio Museum, the Brion 

Tomb, and the Banca Popolare di Verona. In "'Architecture or Revolution;' one ofthe 

three essays that compose Vers une architecture, Le Corbusier words could have been a 

description of Scarpa's own approach to design: 

The Architect, by his arrangement of forms, realizes an order which is a 
pure creation of his spirit; by forms and shapes he affects our senses to an 
acute degree and provokes plastic emotions; by the relationships which he 
creates he wakes profound echoes in us, he gives us the measure of an 
order which we feel to be in accordance with that of our worid." 

'^Scarpa, "Can Architecture be Poetry?" in 77?̂  Other City, 16. 
^'Le Corbusier, "Towards a New Architecture: Guiding Principles," Programs 

and Manifestoes on 20'^-Century Architecture, ed.Ulrich Conrads (Cambridge: The MIT 
Press, 1970), 59. 
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Scarpa's views were distant from the northem consciousness of another important 

figure ofthe Modem Movement, Alvar Aaho (1898-1976). He was nevertheless im

pressed by the work of this architect. Scarpa met Aalto in 1957 in Rome at a lecture 

given by the Finnish architect. The influence of Aaho's work can be seen in Scarpa's 

attention to the detailing, ofthe effects of light and color on interiors, as well as in his 

interest for the mtrinsic quality of materials. But it also can be seen in the continuity of 

space that he accomplished in his restoration projects, such as the Castelvecchio, where 

visual axes join views and rooms together. As Maria Antonietta Crippa has noted: "The 

disintegration of space by means of planes of a Neo-Plastic origin and an irregular 

geometry influenced by Aalto were the two components of Scarpa's growing sureness of 

language." 

The personality ofthe Modem Movement whom Scarpa relished more deeply was 

Frank Lloyd Wright (1869-1959) with whom he first came in contact through his work 

published by the Tahesin Foundation and in Wright's European reviews such as his 

Wasmuth Portfolio of 1910. The individualism ofthe American maestro, his organic 

architecture and regard for traditional American architecture, set him apart from the rest 

ofthe 'modems,' and grandly appealed to Carlo Scarpa. 

As Scarpa explained, he was so affected by what he saw ofthe American 

architect's work that he became a devoted disciple and some of his own production during 

that time imitated that of Wright: 

38 Crippa, 40. 
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Then I've always admired Mies and Aalto, but it was Wright's work that 
really ravished me. I had never had an experience like it. It swept me 
away like a wave—you can see this in some of my designs for houses I 
was too deeply impressed by Wright's work. Now I don't like those 
houses any more, because I don't think one should imitate so shamelessly.'^ 

Wright's influence is certainly more conspicuous in Scarpa's early designs, such as the 

1953 project for the Viha Zoppas, in which he introduced Wright's rhomboid shapes and 

the articulation ofthe space around an area, the entrance for example (Figure 2.13). 

Nevertheless, Wright's strong impression on Scarpa's is still present in later work such as 

his 1955 intemal remodeling ofthe Ca' Foscari in Venice (Figure 2.14). 

Figure 2.13. Detail ofthe design for the Villa Zoppas, 1953 
Source: GA Document 21, 46. 

'^Scarpa, "Interview with Cario Scarpa," in 77?̂  Complete Works, 297 
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Figure 2.14. System of movable panels. Ca' Foscari, Venice, 1955-56. 
Source: Los: Carlo Scarpa: Architect, 34. 

Scarpa met Frank Lloyd Wright for the first time in Venice in 1951. The occasion 

was the conferring of an honorary doctorate on the famous American architect. During a 

visit to Murano, Wright stopped in the Venini shop and selected a series of glass objects 

without knowmg that they were all by Scarpa. 

Eight years after Wright's death, and after finishmg his work on the Montreal 

Expo of 1967, Scarpa seized the opportunity to travel to the United States where he 

visited for the first time projects by Wright. He stayed at Tahesin, Wright's home and 

school in Arizona, and was the subject of worship by the young students who made him 

undergo a ceremony of sorts: "They let me sleep in Wright's bed, the very thought of 

36 



which would keep me from sleep. Still, I must say that I slept well on that mattress-it 

must have been made from the wool of an entire flock."'*" 

After visiting Wright's buildings, Scarpa's attitude towards the American's 

architecture became less passionate. As Tafuri explains, "Scarpa cleansed Wright's syntax 

of all utopianism, turning it into a flexible means of mediation engendering convulsive and 

intermpted narrations."'*^ After assimilating the teachings of Wright, Scarpa found an 

independent way of expressing those same principles that he so much admired. Many of 

Wright's principles (but not necessarily his forms) can be found in Scarpa's architecture: 

the idea of an organic architecture where form is ultimately determined by the function of 

the building, the recognition ofthe environment, and the type of materials employed, 

particularly his choice of materials according to their natural and stmctural qualities. 

Another notable Modem Movement figure that moved Scarpa was the Russian-

American architect, Louis Kahn (1901-74). Kahn, like Wright, also departed from 

utilizing forms from the first years ofthe Movement and applied to his work richer, more 

expressive ones. Scarpa met Kahn for the first time during his 1967 joumey to the States. 

His approach to architecture was closely related to Kahn's in his attention to detail and 

their use of Beaux Arts principles. The Italian architect considered this American 

counterpart "the last great architect."^^ For the XXXIV Biennale of 1968, Scarpa 

''Bmsatin, "The Architecture of Life," 321. 
"Tafiiri, History of Italian Architecture, 12. 
'^Scarpa, "Demier entretien avec Cario Scarpa," 64. 
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exhibited his own projects in conjunction with Kahn's. Through that experience they 

developed a warm friendship, Kahn even writing a laudatory poem on the work of Scarpa: 

In the work of Carlo Scarpa 

"Beauty" the first sense 
Art, the first word 
Then Wonder, then the inner realization of'Torm" 
the sense ofthe wholeness of inseparable elements. 
Design consuhs Nature 
to give presence to the elements 
A work of art makes manifest the wholeness of "Form" 
the symphony ofthe selected shapes ofthe elements. 
In the elements 
the joint inspires omament, its celebration. 
The detail is the adoration of Nature."*' 

Scarpa was not a partisan ofthe Modem Movement, but considered himself an 

outsider free to choose from it features that suited him. This process was a slow one for 

Scarpa, as was the introduction and assimilation ofthe Modem Movement in Italy. In a 

lecture dehvered for the inauguration ofthe 1964-65 academic year at the Istituto 

Universitario di Archittetura in Venice he declared: 

The examples I offer show that modem architecture cannot do without a 
knowledge ofthe architectural values that have always existed.. ..Modem 
architecture, abstractly stereometric, destroys all sensitivity to framework 
and de-composition.. [sic] We have created a void around things. What 
can we offer when we decide to participate with our works in the creation 
of a more meaningful life for people? 

Scarpa's thoughtful analysis ofthe Modem Movement and its masters started to 

yield fruits in the 1960s, clearly Scarpa's most prolific period as an architect. Besides 

working on his most important commission, the design ofthe Brion family Cemetery at 

'^Louis I. Kahn, "Louis Kahn at Rice," Rice Publications 4, (1965). 
^'Scarpa, 'Tumishings," in 77?̂  Complete Works, 282. 
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San Vito d'Altivole, he was also engaged on the reconstmction ofthe Carlo Fehce 

Theater in Genoa; the layout ofthe main premises and annexes ofthe Banca Popolare di 

Verona (Figure 2.15); the furnishing ofthe Villa-Palazzetto in Monselice for his friend, 

Aldo Businaro; the monument commemorating the Fascist massacre in Brescia; the 

restoration ofthe Faculty of Architecture ofthe University of Venice; the building ofthe 

Borgo Condominium in Vicenza; and the Ottolenghi House in Bardolino. He also 

worked on the restoration ofthe San Sebastiano Convent in Venice, the office ofthe 

Faculty of Literature and Philosophy for the University of Venice. 

Figure 2.15. Banca Popolare di Verona, Verona 1973-1981 
Photograph: Dunia Salazar. 
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The Later Years ofthe Biennale and Other 
Art Exhibit Designs 

The knowledge that Carlo Scarpa gathered through his experiences as an 

exhibition designer went beyond the ignition of his aesthetic awareness to the creation of a 

museographic philosophy. From his many years of preparing exhibits of many different 

artists' work, Scarpa leamed to consider the artist's intentions, the art to be exhibited, and 

the viewer's point of view and potential emotions before arriving at a final design solution. 

He apphed what he had leamed to every subsequent exposition design, and to his 

architecture. 

Scarpa's disposition, attested to by his son Tobia,'*^ was better suited to represent 

the artist than the architect in the traditional sense. He was very sensitive to art, to 

composition, and color, to grace and beauty. His appreciation for women and for the 

female figure is apparent in his day-to-day activities (as many amusing anecdotes reveal'* )̂ 

as well as in his drawings, many of which are inhabited by luscious figures of naked, 

mysterious muses. For Scarpa, harmony was "like the face of a beautiful woman." 

Bmno Zevi, a collaborator of Scarpa who has described him as "an outstanding artist,"'*^ 

relates how Scarpa, for an exhibit at the Doge's Palace in Venice, after a studious 

appreciation ofthe paintings, hesitated to hang two canvases that later proved to be 

"^See Bianca Albertini and Sandro Bagnoli, Carlo Scarpa: Architecture in Details 
(Cambridge: The MIT Press, 1989), 10. 

'̂  See Stefan Busaz, "Scarpa in England," in 77?̂  Complete Works, 198, and Boris 
Potrecca, "A Viennese Point of View," in 77?̂  Complete Works, 241. 

''Scarpa, "Can Architecture be Poetry?" in The Complete Works, 283. 
'**Bmno Zevi, "Beneath or Beyond Architecture," in The Complete Works, 111. 
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fakes. This disposition of perceptiveness for the artistic was most probably what drew 

him into the world of art exhibit mounting. 

It is not surprising that Scarpa became a celebrated art exhibit designer, and that 

his career as such started in Venice, at the Biennale. The Venice Biennale, first held in 

1895, is the oldest and one ofthe most celebrated intemational art exhibitions in the 

world, broadly attended by artists, critics, coUectors, and dealers. The art showed 

depends on the political and social climate reigning in Italy at the time. For the final 

Biennale held under the Fascist regime in 1942, Italian art was emphasized. That year 

witnessed the first of Scarpa's interventions on the renowned event, starting a series of 

Biennale exhibition displays designed by Scarpa that continued almost without intermption 

until 1972. That first intervention was executed in collaboration with his friend Mario De 

Luigi, and displayed sculptures by another friend, Arturo Martini (Figure 2.16). Scarpa 

had already mounted displays of glassware for the Venini Company, but for the Biennale 

he designed complete exhibition areas to exhibit artists' collections and retrospectives. 

Occasionally, he designed pavilions (such as the Venezuelan pavilion of 1954) and other 

small stmctures. These stmctures shared the same characteristics of refinement embedded 

in his designs for displaying artwork. 

The Biennale was always an occasion for Scarpa's felicitous encounters with 

various artists and their art. The different styles, personalities, and ideas provided him 

with a genuine creative exercise. These displays were mostly ephemeral stmctures that 

'%id.,271. 
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have been described as "liquid made sohd, yet always on the point of melting away. 
,50 

This could not be more tme, since at the site ofthe Biennale, damp and near the sea, 

materials soon perish and maintenance is very expensive. These exhibits, however, proved 

invaluable in the development of Scarpa's museographic theory, apparent in his spaces 

that were more and more responsive to the works of art. He was attuned to the artists' 

perception of space and "maintained that they wished to have, reserved for them alone, a 

closed area with only one exit."^^ These lessons leamed from his interaction in the 

Biennale mark the path of Scarpa's long career as an exhibit designer. His post-Second 

World War work, Tafuri informs us, "suffered no ideological traumas, adhered to a 

poetics ofthe object, rich in formal pleasures and attentive to Wright's heritage, but 

careful not to lapse into mannerism. ,52 

Figure 2.16. XXIII Venice Biennale. Arturo Martini Exhibit, 1942. 
Source: 77?̂  Complete Works, 104. 

^'^azzariol and Barbieri, 13. 
^'Crippa, 82 
--Tafuri, History of Italian Architecture, 112. 
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After the World War II, in 1945, the Venetian Superintendency of Fine Arts 

commissioned Scarpa to rearrange the layout ofthe Gallerie dell'Accademia (Figure 2 17), 

an enormous task that occupied him intermittently for twenty years. It constituted his first 

major effort in a permanent art exhibit, a slow and arduous task, mainly because ofthe 

gloomy, crammed, and irrational previous ordering ofthe pieces of art. Scarpa's work in 

this ancient environment was not restrained to new plaster on the walls, but under his 

supervision and master planning "paintings were rigorously selected and set at carefully 

gauged distances from one another; the frames were taken off (unless original), and they 

were placed on panels or sealed in display cases, and hung on the walls 

in... chronologically homogeneous groups. ,53 

Figure 2.17 Gaherie dell'Accademia, Salla del Settecento. 
Source: Albertini and Bagnoli, I Musei e Le esposizioni, fig 93. 

"Giovanna Nepi Scire "The Gallerie dell'Accademia," in 77î  Complete Works, 

154. 
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In 1948, he was commissioned to design the installations in seven rooms ofthe 

central pavihon at the first post-war Venice Biennale. Scarpa's arrangements, devoted to 

paintings by Carlo Carraa (1881-1966), Giorgio Morandi (1890-1964), and Giorgio De 

Chirico (1888-1978) were particularly acclaimed. He divided the main hall ofthe 

Exhibition Palace into three rooms, one for each painter. For this same Biennale Scarpa 

partly covered the expenses of, and also designed a small retrospective exhibit of Paul 

Klee (1879-1940). His study of Klee's art induced Scarpa to design a space that echoed 

the irregularities ofthe paintings exhibited. 

In Sicily, Scarpa designed the installations for the 1951 exhibit ''Antonello da 

Messina and the Sicilian Quatrocento;' and from 1953 to 1954 worked on the restoration 

and rehabilitation ofthe Palazzo Abatelhs in Palermo, the new Galleria Nazionale di Sicilia 

(Figure 2.18). The fifteenth-century palace had been bombed in 1943, and badly restored. 

Scarpa's intervention consisted of renovating the building's facade and stmcture, rebuild

ing floors and staircases, and organizing the museum displays. The greatest care was given 

to the exhibits arrangement: "the sources of lighting, the colored backdrops, the materials 

and shapes ofthe mountings, and the different angles from which the visitor could 

approach the exhibits."^"* Of this design, Walter Gropius declared: "In Palermo I have 

seen the best museum design that I have ever come across in all my life. The Abatellis 

Palace is a masterpiece."" 

''Crippa, 108. 
"Cited by Frascari, "Carlo Scarpa in Magna Graecia: The Abatellis Palace in 

"Palermo;'AA files I (Summer 1985): 3. 
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Figure 2.18. Palazzo Abatelhs, view ofthe courtyard. 
Source: Albertini and Bagnoli, I Musei e Le esposizioni, fig. 28. 

At the end of this commission, Scarpa commenced the design ofthe Venezuelan 

pavihon in the gardens of Sant'Elena for the Venice Biennale of 1954 (Figure 2.19). This 

building, praised by the critics, was the first architectural work buih by Scarpa in Venice. 

He was now approaching fifty years of age. Although the influence of Wright, Le 

Corbusier, and Mies can still be traced, certain "Scarpian" elements appear here for the 

first time such as the pairing of two stmctural elements, the twin columns, and the 

windows, elongated crystal panes set high in the walls and rising to the ceiling. 
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Figure 2.19. Venezuelan Pavihon. 
Source: Albertini and Bagnoli, I Musei e Le esposizioni, fig 154. 

That year, 1954, he was requested by the Education Ministry to be a member of 

the technical team that reordered the layout ofthe Uffizi Gallery in Florence. His activity 

in museum design continued in 1955 when he began work on the extension ofthe 

Canovian plaster-cast gallery in Possagno (Figure 2.20), a project commended widely for 

its lighting design and the gracefully positioning ofthe figures under it. Canova's white-

colored casts are placed against whitewashed walls under the influence of natural light that 

enters from above, creating fantastic contrasts of light and shadows. A more detailed 

description ofthe effect of light in the Gipsoteca will be described in the next chapter. 
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Figure 2.20. Gipsoteca Canoviana, interior. 
Photograph: Dunia Salazar. 

On December 2, 1956, Scarpa was awarded the national Olivetti prize for 

architecture. During that year he designed the installations for the Rome exhibition of 

works by Piet Mondrian (1872-1944) at the Galleria Nazionale di Arte Modema (Figure 

2.21). Less auspiciously, as a resuh of his accepting the Olivetti award, Scarpa was taken 

to court charged with engaging in unlawful architectural practice, a complaint brought by 

the Venice Order of Architects. This accusation involved a series of legal proceedings, 

but eventually all the charges were settled in his favor, the judgment stating that every 

citizen had the right to engage in artistic activity. Scarpa bore the marks of this 

humiliation all his life, and Bmsatin recounts that he often repeated: "Will the accused. 

Scarpa, please rise. ,56 

56 Bmsatin, "The Architecture of Life," 320. 
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Figure 2.21. Installations for the Piet Mondrian Exhibition, Gallerie Nazionale d'arte 
Modema, Rome 1956. 

Source: 77;e Complete Works, 203. 

That year was particularly important because it saw the first of Scarpa's 

interventions at the Castelvecchio Museum in Verona with the layout for the exhibition 

''Da Altichiero a Pisanello;' This first intervention uhimately lead to the restoration of 

the entire castle, where Scarpa created specific layouts for all art work exhibited, including 

the two Madonnas, the ultimate subject of this thesis. 

In 1962, Scarpa was appointed to the Committee B2 for the Form and Design of 

the Intemational Glass Commission in Paris. That same year he moved from Venice to 

57 Asolo, near Treviso, fleeing from the "cmel chaos" ofthe lagoon city, from the tragic 

57 Bmsatin, "The Architect in Asolo," in 77?̂  Complete Works, 195. 
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memory ofthe legal suh brought against him. In Rome he was awarded a national 

accolade, the IN-ARCH prize for the arrangement ofthe Palazzo Abatelhs, and the same 

prize, in conjunction with the Ministry of Education's gold medal, for the restoration of 

the Castelvecchio. 

In spite ofthe hostility towards him displayed by the Venetian Order of Architects, 

Scarpa's popularity with clients and his good name in Italy was not diminished. The 

President ofthe Republic Award was given to him in Rome in 1967, and that year he was 

also commissioned to create the installations for the "La Poesia" section ofthe Italian 

pavihon at the Montreal Expo '67 (Figure 2.22). 

Figure 2.22. Expo '67, Itahan Pavilion. 
Source: Albertini and Bagnoli, I Musei e Le esposizioni, fig 205. 
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What induced critics to consider Scarpa a master of art display was the fact that he 

leamed from every artist whh whom he worked. It is impossible to think that Scarpa 

could work with influential figures such as Piet Mondrian (who singled-handily carried 

cubism into new forms of pure and rectilmear painting), Louis Kahn, and Paul Klee 

without absorbing some ofthe perceptions and ideals of these visionaries. Scarpa under

stood the uniqueness in every work of art, and could take account of its content, meaning 

and message, and place it accordingly in the room specifically designed for it. Moreover, 

he leamed from the artists a new appreciation for color, novel ways of composition, and a 

perception and understanding for a wide range of art. Scarpa's arrangements of art are 

not limited to just the adequate articulation of space, the appropriate use of materials, and 

the study ofthe overall effect of flattering light; his arrangements became in themselves a 

critical appreciation ofthe art displayed. 

For Carlo Scarpa architecture was poetic art. Accepting this obvious assertion, 

though, one has to draw the conclusion that every one of his buildings, one way or the 

other, was designed for display. In Scarpa's houses and in his showrooms, like the Gavina 

and Olivetti, the actual functions of living and selling are subordinated to the exhibit of 

architectural elements. Even the Brion Tomb is an exhibit tour deforce, where the bodies 

of Giuseppe and Onorina Brion are the uhimate cadavre exquis, beautifully exposed in 

their marble sarcophagi (Figure 2.23). It is with the Brion Tomb that Scarpa's holistic 

architecture is best expressed, and where he most successfully attained his goal of 

trespassing that fragile boundary that separates architecture from art. But we will find the 
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same attention to detail, embedded meaning, craftsmanship, and design in the display of 

the two Madonnas in Castelvecchio, the main subject of this research. 

Figure 2.23. Sarcophagi ofthe Brion, The Brion Tomb. 
Source: Villa "Palazzetto, " 98. 
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CHAPTER III 

THE ART OF MAKING IN 

THE WORK OF CARLO SCARPA 

There is love for materials and there is respect for them. Love is a passion, 
it can tum into hatred: a vivifying drama for a craftsman. Respect is like a 
legal separation: matter demands its rights and everything ends in a frigid 
relationship. The tme artist neither loves nor respects matter: he knows h 
is merely 'on trial' and everything can go haywire.^ 

Fausto Meloti 

Introduction 

Not only is architecture made of materials but it comes to life through them. The 

ensemble of matter brings design to reality, gives form to ideas, delimits the void. Without 

knowing their substance, qualities, and ways of expression, the architect cannot foresee 

their performance in a finished project. In the case of Carlo Scarpa, his profound 

knowledge of materials and his first-hand experience with their transformation allowed 

him not only to predict their range of optical, acoustical, and tactile effects in a variety of 

forms, but also to delight in experimentation. 

The way in which Scarpa regarded and rediscovered materials is of paramount 

significance for the understanding of his architecture. This chapter addresses the relevance 

of material knowledge and craftsmanship in Scarpa's production that goes beyond his 

emphasis of tectonics and obsessive attention to the detail, to the essence of his designs. 

^Cited in Francesco Dal Co, "The Architecture of Carlo Scarpa," in The Complete 
Works, 27. 
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To assess the importance ofthe art of making in the work of Carlo Scarpa, this 

chapter will be divided in four sections: (1) constmcting traditions-dealing with Scarpa's 

first experiences with materials and craftsmanship; (2) craftsmanship and invention-whh 

reference to Scarpa's use of craftsmanship as learning, design, and representational tools; 

(3) Scarpa and Greek culture-referring to Greek craftsmanship and anthropomorphic 

principles which are similar to Scarpa's approach; and (4) kinetic architecture-in which 

the mobile quality of Scarpa's architecture is explained through his tectonics. 

Constmcting Traditions 

Carlo Scarpa's detailed attention to traditional materials and local techniques in 

restoration projects or in new designs occurring within historical contexts was in many 

instances a matter of necessity. In the ancient surroundings where he so frequently 

worked, there was often a need to employ indigenous materials, local crafts, and estab

hshed procedures as they went a long way in accomplishing the most harmonious effects 

Nevertheless, Scarpa did not work within a traditional framework only because of 

necessity but, more importantly, out of his profound love and respect for it Scarpa's 

fascination with materials, which became a factor of paramount importance in his design 

process, resulted from his immersion in his rich heritage from childhood. Surrounded by 

the magnificent Byzantme, Gothic, and Renaissance treasures ofthe Veneto area, Scarpa 

grew to know them intimately and became enamored of their forms and their materiality 

Scarpa's awareness of these aspects of his physical environment were nurtured 

from childhood, and broadened when he retumed to Venice. Here he was reacquainted 
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with this city's range of materials and extraordinary colorings revealed under the 

diaphanous hght that seems to inhabit the very stones of Saint Mark's city. All his life he 

was loyal to this building tradition, and he always retumed to it, as Bianca Albertini and 

Sandro Bagnoh, both former students and collaborators of Scarpa, explain: "His first 

thought when faced with a problem was how it would have been dealt with in the past. It 

was the disciphne and method he sought to emulate not the idiom, for which he attempted 

to work out an equivalent more attuned to modem sensibility, while pursuing traditional 

procedures and materials."^ 

While studying at the Accademia, Scarpa had been exposed to the "love for the 

manual skih of design"' unveiled by his dear professor, Guido Cirilh, and by the increasing 

awareness ofthe Liberty Style (Art Nouveau), and its attention to craft. In the bitter 

dispute between craftsmanship and industrialization that typified the architectural produc

tion at the beginning of this century, Scarpa found himself tom between tradition and 

innovation. Instead of choosing sides he found a delicate balance that furnished his work 

simultaneously with conventional and modem qualhies in harmonious coexistence. For 

this Italian maestro, neither the exaltation ofthe machine nor the glorification ofthe 

handmade object was the answer to the conflict. This battle that was fiercely fought, 

particularly in Italy, is nonexistent in his work. 

The high esteem that Scarpa had for the process of making most probably had its 

deepest roots in his role as a glass designer and artisan at the Murano glass shops. 

^Albertini and Bagnoli, Architecture in Details, 30. 
^Crippa, 41. 
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Murano, a tiny island lymg in the middle ofthe Venetian lagoon, has been the Mecca of 

Venice's glass production since the thirteenth century when the shops were moved there 

to avoid the dangers of fire, and to guard the ancient secrets from foreign eyes. From the 

late 1920s onwards, after graduating from the Accademia, Scarpa worked for two Murano 

firms as a consuhant designer: mitially for Cappellin and Co. (1927-1931) until they were 

forced to close due to financial hardship, and then for Paolo Venini (1931-1947). While at 

Venini's glass firm, Scarpa's refined and innovative work gained him a name in the trade 

through direct contact with the process of making that allowed him to understand the 

transformation of material so that he could develop expressive new forms (Figures 3.1-

3.2). Venini was considered to be the most avant-garde glass firm of his time and 

Scarpa's mventive activities were encouraged. Attila Dorigato reports that "Scarpa went 

far beyond his role as designer, spending long hours at the flimaces beside the master 

glassworkers, experimenting with and creating new compositional mixtures and introduc

ing technical innovations to enhance the material's properties flirther."'* Scarpa's com

plete command over glass, both technically and formally, was a result of his assiduous 

work at the flimaces, of direct encounter with an ancient tradition that still had room for 

innovation, and where materials were combined and metamorphosed under the flame, the 

hand, and the mouth of an artisan. Scarpa referred to this unique experience with glass 

making: 

After the Art Academy, I found work in one ofthe Murano glass factories. 
I leamed to work with this marvelous material. Even today, they still ask 
me once in a while to design something for them that can be produced in 

* Attila Dorigato, "Glassware," in 77?̂  Complete Works, 184. 
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the factory. I know glass, and I know what can be done with it. I like that 
type of work very much. With a good knowledge ofthe materials, one can 
do a lot of things that are not leamed in esoteric discussions.̂  

Figure 3.1. Scarpa's design. Vase and goblet of pitted glass, c. 1936. 
Source: The Complete Works, 184. 

"i '.a^SsSTSw: 

Figure 3.2. Bowl of murrhines, c. 1933. 
Source: Villa "Palazzeto," 119. 

'Scarpa, Villa Palazzeto, 118. 

56 



It was through this experience of 'learning by doing' that certain connections can be found 

between Scarpa and some ofthe great architects ofthe past, such as Palladio, who started 

work as a stonemason, with Mies van der Rohe, who was similarly trained in his father's 

masonry business, and with the Catalan architect Antonio Gaudi, who was fourth in a line 

of dexterous coppersmiths. Although the techniques for these crafts differ greatly 

(blowing, carving, modeling, casting, etc.), all of them require the transformation of 

existent matter into new forms, the ability ofthe artisan to judge and respond to form in 

three-dimensions, and a competence to think in terms of positive and negative space. 

Moreover, what all of these masters share is the first-hand knowledge ofthe capacities and 

limitations of materials, the fundamental ability to envision the finished product, and the 

natural aptitude to transfer that accumulated learning of making into the practice of 

architecture. 

For Carlo Scarpa, the transition from glass making to product design, then to 

building may have occurred quite naturally. He belonged to a generation of architects and 

artists strongly influenced by the current European developments, in particular by those 

introduced by Art Nouveau, the Viennese Secession, and Rationalism. Prominent 

architectural figures ofthe stature of Charies Rennie Mackintosh, Joseph Hoffmann, and 

Mies van der Rohe were involved in a range of scales of design, from interior design to 

silverware design, from fiamiture design to graphics. It is not surprising that Scarpa, so 

aware and involved with the innovations taking place around him, was compelled to try his 

hand at product design. He started with glass, reproducing his designs and drawings of 

the human body on its dehcate surface, and improving production techniques. Scarpa then 
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proceeded to design of furniture, tableware and even textiles (Figures 3.3-3.4). Whereas 

many glass artifacts are light and brittle, more omamental than functional, furniture is by 

necessity sturdier, its design restricted by its intended purpose, forms, and materials, and 

its ultimate aesthetic presence less a product of free thought and more the result of 

detailed thinking of stmcture, anthropometric considerations, and correct use of materials. 

At this level of small scale, detailed design, Scarpa was in his element, able to work up a 

design to the last detail, a habit that he introduced to his architectural production. "These 

projects were submitted to the same meticulous procedure of individuation he employed 

on his architectural work...passing through refined focusing of parts, the definition of 

detail, slowly but surely to reach an image of an organism perfectly articulated in every 

part..."^ 

Figure 3.3 'Tlorian" Table, 1973. 
Source: Villa "Palazzeto, " 107. 

^Albertini and Bagnoli, Architecture in Details, 36. 
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Figure 3.4. Silverware, 1977-78. 
Source: Villa "Palazzeto," 113. 

Whenever possible, Scarpa surrounded himself whh skilled craftsmen from his 

native city. Stonemasons, blacksmiths, carpenters, and plasterers were counted among his 

most valued collaborators, and with whom he cultivated friendly and creative relation

ships. These were usually artisans or small firms with whom he had had professional 

contact for years, with names such as Tis and Zanon for metalwork, Capovilla and 

Anfodillo for carpentry, and Zennaro for stonework and marble.^ Scarpa did not limit 

their activity to the simple execution of his plans, but relied on their inventiveness, 

interpretative ability, and skills to produce the best possible solutions. According to 

Sergio Los, Scarpa regarded his drawings as a script, a sort of score where draftsmanship 

"was comparable to the virtuosity of a performing musician: it demanded the same visual 

control. The drawing followed its own tradition; it too had its marks of virtuosity, its 

Xuciano Pollifrone, "Product Design," in 77?̂  Complete Works, 186 
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technique of instmmentation."^ His craftsmen were musicians who added a part of them

selves to the original score through their interpretation and performance, for instance, in 

the exterior tile work for the Sacellum (hterally, 'shrine-like place'). The decorated cube 

that protmdes from the Castelvecchio Museum's main facade (Figure 3.5) is finished in 

white, pink, and mauve local Pmn stone hewn in cubes of 10 x 10 cm, their surfaces 

sometimes rough, sometimes pohshed. Pattems were repeatedly sketched by Scarpa 

according to their musical recurrence in a study ofthe different combinations of color and 

texture (Figure 3.6). Although Scarpa defined the composition whh his sketches, his 

collaborator, Giuseppe Zambonini, informs us that the final choice of material quality was 

left to the stonecutters themselves based on "their understanding ofthe new object as an 

episode of both personal experience and shared tradition."^ 

Figure 3.5. Sacellum exterior. Museum of Castelvecchio, Verona 
Photograph: Dunia Salazar. 

*Los, Carlo Scarpa Architect, 16. See also Mazzariol and Barbieri, 19. 
^Zambonini, "Notes for a Theory of Making in a Time of Necessity," 9. 
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Figure 3.6. Studies ofthe stone facing ofthe exterior ofthe Sacellum. 
Source: Carlo Scarpa et le Musee de Verone, 21. 

The deference that Carlo Scarpa had for materials and craftsmanship can be seen in 

all of his works, and the case study of this thesis, the overall design ofthe display for two 

Madonnas in the Castelvecchio Museum, is no exception. The panel containing the 

sculptures contrasts the yeUow stone and creamy ivory ofthe art with black steel, vibrant 

white and red stucco alia veneziana, cream-colored, rough-plastered walls, and gray and 

white floors, to create an harmonious whole. The various materials were installed by first 

rate craftsman using a variety of techniques. The differences among them are celebrated 

through the divergence in coloring, the different tactile qualities ofthe materials, and the 

change in their character once they are placed against each other under natural light. 
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Plaster Work 

The rough-rendered plasterwork appearing on the intemal and extemal walls ofthe 

Castelvecchio was executed by Luigi CasteUani, and left mostly in its natural state, though 

small trace of color was apphed in some areas. This render is made from slaked lime 

worked a variety of ways with assorted aggregates to obtain a diversity of textures. The 

slaked lime employed is wood-fired, usmg a traditional process which renders h exception

ally white. The resuhmg hme paste is placed m an especially buih hole in the ground 

where it has to age for seven months before apphcation. 

For the intemal walls ofthe Sculpture Gallery and also for those ofthe first floor 

Painting Gallery the plaster was made from 35% slaked lime and river sand mixed with 

55% coarse ground pebbles and 10% water (Figure 3.7). The first layers of plaster were 

apphed with a pinewood spatula and then skimmed over whh the reverse side of a steel 

trowel. To ensure compactness, each layer was apphed by several workers in order to 

finish the task in the same day. The plaster was applied evenly using vertical, horizontal 

and circular motions, and changing the pine spatula for a new one after finishing each wall 

The plaster m the gallery is pure white, containing no pigment, and hs thickness, varying 

from 2.5 to 4 cm, can be appreciated in some places where the wall finish does not quite 

reach the floor, and in the archways, where plaster-finished planes flank the vauhed 

entrances (Figure 3.8).̂ ^ 

'Tor a detailed technical description, see Murphy, 172-174. 
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Figure 3.7. Plaster ofthe internal walls, first floor Painting GaUery. 
Source: Murphy, 175. 

Figure 3.8. Arched entryways, Castelvecchio. 
Source: Los, Carlo Scarpa: Architect, 78. 
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Stucco 

The dehcate stucco work that Scarpa used for the panel ofthe two Madonnas is 

known as stucco alia veneziana, an ancient material relying on a time-honored technique. 

This work is characterized by hs capacity of producing very bright colors and retaining 

them undiminished for a long period of time. Over the years it mellows and takes on a 

softer, more hydrophanous look. It is not surprising that Scarpa chose this kind of plaster 

work for several of his projects, particularly m the Veneto area (Figure 3.9), as this was 

the traditional fme finish ofthe region, one that celebrates the aqueous nature ofthe area. 

Scarpa was a devoted researcher of traditional and new techniques, and this one offered a 

wealth of possibilities. 

Figure 3.9. Stucco renderings, Fondazioni Masieri, Venice. 
Source: Los, Carlo Scarpa: Architect, 129. 
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Eugenio De Luigi, one of Scarpa's lifetime collaborators, was the craftsman 

responsible for the different kinds of stucco applied to Castelvecchio walls, floors, panels, 

ceihngs, and some supporting devices (Figure 3.10). The artisan explains the process for 

creating and applying stucco alia veneziana: 

To make 'stucco alia veneziana; technically speaking, an 'intonaco' is first 
apphed to the wall. This layer is properly called the 'sottofondo' and the 
best one, developed through long tradhion, is made only of 'grassello di 
cake' (hydrated lime and sand). This technique has been ehher forgotten 
by many craftsmen or is avoided by them, because ofthe intense labor 
involved m pressing the 'cake' by hand onto the wall surface. Another 
'sottofondo' is made whh a finely cmshed 'cotto; derived from discarded 
or broken clay bricks and roof tiles. 'Cotto' is excehent for use in Venice 
because it absorbs the humidity from the air and so no condensed water 
mns down the stucco. Coarser sand is used for the 'sottofondo' and a finer 
sand for the finish coat. However, 'cake' must be in the 'sottofondo' to 
aid in the absorption of moisture. The 'cake' that goes on the finish coat 
is as pure as possible, although it may contain some added color. This 
technique of mixture and application dates back to the Romans, as 
fragments of similar stucco have been found in Ercolano and Pompeii. The 
Romans were mixing 'cake' whh ground dirt and clay, but the technique 
eventually evolved into the conception ofthe beautiful 'marmorino.' 
'Marmorino' is obtained by mixing a marble powder with the 'cake' and 
apphed only to an 'intonaco' of'cotto.' With its marble-like hardness, a 
result ofthe intense pressure of hand application, and its shine, imparted 
with a hot iron, 'marmorino' is both extremely resistant to moisture and 
exceptionally beautiful. 

De Luigi also recollects how Scarpa was very sensitive to local traditions: "When our 

work was to be done outside the Veneto region, Scarpa always wanted to use the local 

sands. He was interested in the local quahty of things." For the plaster work at the 

"Zambonini, "Notes for a Theory of Making," 8. 
''Ibid., 7. 
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Castelvecchio, sand was brought mainly from the River Po, but the fine-grained was taken 

from the River Adige. Different hues ofthe colors used in the panel, white and red, can be 

seen in the fast mnning waters ofthe Adige that flow through the chy of Verona and 

touch the walls ofthe Castelvecchio, and in the bricks and Pmn stone ofthe walls ofthe 

castle. 

Figure 3.10. Pie Donne placed on a base finished in gray stucco 
Source: Albertini and Bagnoh, I Musei e Le Esposizioni, fig. 137 
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Concrete and Pmn Stone 

Concrete was used extensively in the Castelvecchio, again in the care of Luigi 

CasteUani's company. It was employed for walls, panels, beams, stairs, steps, and 

flooring. As with the plaster work, the concrete was worked m a variety of methods, 

using different aggregates to obtain distinct textures. Layered concrete is the more 

granular due to the gravel h contains, while bush-hammered, pick-hammered or smoothed 

concrete takes on a more 'stony' look. Board-marked concrete carries the grain and knots 

of natural wood. 

For the flooring ofthe Sculpture Gallery, Scarpa specified concrete applied by 

spatula and leveled, divided and bordered by strips of white Pmn stone. Pmn stone is a 

marble-like limestone characteristic ofthe city of Verona, having being used in hs most 

ancient and celebrated masterpieces, and, for more secular purposes, in the stone-flagged 

pavements ofthe city. 

In the sculpture gallery, the floor is subdivided crosswise into sections of cement 

enclosed by single or double 8cm wide bands of white Pmn (Figure 3.11). The strips of 

stone were laid down first to define the rectangular areas to be filled with concrete, and 

leveled with a rod flush to the surface ofthe stone. The concrete surface is very smooth, 

but the traces ofthe rod strokes give h a slightly grooved texture. In the central room 

where the Madonnas of this case study are located, the paving extends through the 

exterior wall to the outside terrace, raised some 40 cm above the lawn.'' 

'Tor a detailed technical description, see Murphy, 178-183. 
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Figure 3.11. Flooring of concrete and Pmn stone, Castelvecchio 
Source: Albertini and Bagnoli, I musei ed esposizioni, fig 87, detail. 

The Metal Work 

Scarpa used steel extensively in the Castelvecchio, either as a stmctural element, 

or in the many devices and supports for the pieces of art. As a modem architect he 

considered the material an indispensable part of his vocabulary and was obviously well 

acquainted with hs qualities. He used tubular and plate iron as well as steel rods, 

sometimes in a straightforward way, but more often in some intricately woven involucre or 

geometrically shaped design (Figure 3.12). In other cases he indulged in designing 

complex mechanistic-like joints (Figure 3.13). For fixed joints, supporting and 

interlocking elements in particular, Scarpa used Muntz metal, also known as malleable 

brass, a yellow colored aUoy resulting from the combination of 60% copper and 40% zinc 
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It is used particularly in castings and in extmded, rolled, and stamped products. For 

smaller details, Scarpa sometimes used copper or brass. 

Figure 3.12. Sliding metal doors, Castelvecchio. 
Source: Los, Carlo Scarpa: Architect, 80, detail. 

Figure 3.13. Metal details from the Brion Tomb. 
Source: The Complete Works, 61. 
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The numerous drawings for Castelvecchio's metal supports attest to Scarpa's 

concem for both the constmction of his devices and their aesthetic presence. The metal 

parts for most of Scarpa's work were done by the Zanon family in Venice, who collabo

rated with Scarpa for 50 years. F. Zanon's recollections testify to Scarpa's unceasing 

quest for beautiful yet practical solutions: 

The endless drawings resulted from an obsessive interest in studying every 
conceivable decision from a functional as weU as an aesthetic point of 
view...He wanted the stmcture and mechanics of a building to work as 
beautifully as its appearance. If you investigate the inside of any of 
Scarpa's projects you wiU see a skeleton as beautiful as the finishing.''* 

Scarpa often resorted to drawing sections or transparent sketches to explain their 

constmction, as was the case for the design ofthe metal bases for the two Madonnas 

(Figure 3.14). 

Figure 3.14. Detail of Scarpa's sketch for the support of the Madonna incoronata. 
Source: Murphy, fig. C6. 

*'*Ellen Soroka, "Speaking of Roses," SlstACSA Annual Meeting (1993), 251 
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Natural Light 

It may be seen as odd by some to consider hght as a building material, but in the 

work of Carlo Scarpa h becomes precisely that, a material than can be shaped to interact 

with physical materials in a variety of ways. As Frascari remarks, "Light is indeed the 

most intangible ofthe materials of architecture, existmg only through the stones ofthe 

buih world."'^ This materiality of light is better explained through an Italian locution whh 

which Scarpa, a Venetian architect, was familiar: LaLume materiale or "material light." 

Frascari explains that this phrase is intended "to point out the palpable presence of light-

something bom in the materials of constmction and imprisoned in the body of an edifice as 

the mind is imprisoned in the body of a man."'^ Even as light brings to life the qualities of 

other materials, its own materiality grows until it is almost tangible. It directs the eye this 

way or that, helping to trace invisible and ideal lines, accentuating a shape or a shade, 

commenting on the properties and features of things. Like the great Byzantine masters 

who conceived their mosaic art as painting with hght, Scarpa's architecture is concemed 

with the manipulation of extemal light to create visual effects. Light affects the intemal 

stmcture of a work of art and the way in which light hself is represented whhin that work. 

Scarpa's masterpiece of natural light manipulation is best seen in the Gipsoteca 

Canoviana, his 1955 addition to Antonio Canova's Museum in Possagno, Italy. Scarpa's 

'^Frascari, "The Lume Materiale in the Architecture of Venice," Perspecta 24 
(1983): 145. 

'^Ibid., 137. 
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new rooms host the artist's copies, terra-cotta designs, original plaster casts, and some of 

Canova's marble sculptures. In a lecture on the Gipsoteca given to his students, Scarpa 

refers to the effect ofthe sun on works of art: 

I could say that sunlight penetrates, and that the sun, when h moves over a 
sculpture, is never a negative force. When falling over a painting... [there is 
the] risk ofthe cracking ofthe painting. A shaft of sunlight... there is 
nothing like sunlight to render marvelous the works of art. But h [direct 
light] cannot be used always because h might become a negative force... 
[In] the interior of a room, the sun penetrates to certain places and not to 
others. The sun is hot, it fades the colors, the frames crack, the canvases 
heat up [and expand]. On the other hand, we can have a totally different 
light; a difhise light, a hght that comes from above... [C]onceming the light 
in the museum, I maintain and wih maintain, if that is possible, the concept 
of natural light... a pane of glass or a group windows that brightens the 
space... With sculpture, one can very weh have a thing of pictorial 
character.'^ 

In the Gipsoteca addition Scarpa had one of his rare opportunities to design a totally new 

space. He located and used natural hght sources hke stage lighting, so that the sculptures 

freely located in the space undergo continuous change as the sun moves (Figure 3.15). 

In this fashion Scarpa manipulated a group of very diverse materials, assembling 

them in a synthesis of texture, color, and light. His choice of materials was dictated not by 

an industrialized intellect, nor by an artisan mind, but by the insightful and artistic 

understanding of an architect who could find compromise between these two diverging 

aspects. A th-eless researcher, he strove to give to his architecture better quahty each time 

by rediscovering and improving tradhional techniques, or incorporating new ones. In the 

composhion ofthe two-colored panel for the two Madonnas, tradhion and innovation. 

'^Scarpa, "Le9on sur la gypsotheque," Les Cahiers de la Recherche 
Architecturale, 98-100. My translation 
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antiquity and modernity can be seen side by side like equals, bringmg out the best of each, 

free ofthe conflict between past and present that shook architecture at the beginnings of 

the century. 

Figure 3.15. Comer window, Gipsoteca Canoviana. 
Photograph: Dunia Salazar. 

Craftsmanship and Invention 

For the new entrance to the Istituto Univershario di Architettura di Venezia 

(1966), Scarpa incorporated Giovanni Battista Vico's maxim, verum ipsum factum, "tmth 

through facts." Scarpa had Vico's apothegm engraved in the center ofthe sliding gate and 

emphasized in the text the letters lUAV, the imtials ofthe name ofthe school (Figure 
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3.16). Whh this poetic line at the entrance ofthe school of architecture, Scarpa wished to 

underscore the concept that one can reach the tmth only through the actual realization of 

the idea, through "the formal decision, that quid [something] that renders the form into a 

precise fact, in no way mistakable." This notion is extremely appropriate for architects 

who produce buildings from concepts. He beheved ferventiy in learning by doing, in his 

case by drawing and by the persistent dialogue and close cooperation maintained with his 

artisans who provided a constant source of inspiration. The direct study ofthe 

manipulation of materials was not just the mere physical means for constmcting a space, 

but the instmments for a psychological, sensorial and didactic joumey. 
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Figure 3.16. Entry to the Instituto Univershario di Archittetura a Venezia 
Source: Frascari, Monsters of Architecture, 56. 

'^Mazzariol, "Da Cario Scarpa: Due Porte, L'ombra, La Luce," Venezia Arti I 
(1987): 79. My translation. 
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Frascari points out that in Scarpa's architecture "the joints between different 

materials and shapes and spaces are pretexts for generating texts."'^ In Scarpa's 

architecture, the process of attaching meaning to his oeuvre is expressed through these 

joints, the details. Their function is not only to join or separate different materials or 

elements, but to serve as words that compose histories expressed by the whole. Scarpa 

explained his intentions on this matter: "I am interested in fusing architectural components 

in such a way as to develop a vocabulary, much as, for example, the caphal [becomes] a 

physical demonstration of the joining of a column to a lintel.. but I use modem materials 

and modem manners."'^ 

A demonstration of this sort, according to Charles S. Peirce in a discourse about 

theorems, is what "traces out the reasons why a certain relationship should always subsist 

between the parts of a... [building]."'' Thus Scarpa's details, the joints between different 

elements, are designed to make evident the nature and logic of their union as well as their 

fimction. A bridge communicates the idea of connection, of bearing and transhion (Figure 

3.17), a door transmits not only the concept of opening but also of threshold and passage 

(Figure 3.18), and a column conveys the notion of support and strength (Figure 3.19). It 

is in the joints (where the elements ofthe whole connect) where Scarpa paid a greater 

attention, emphasizing their qualhies to show the nature of their union, their coherence 

and relevance. 

'^Frascari, "The Tell-The-Tale Detail," 30. 
^"Soroka, "Point & Counterpoint: The Art of Interface in the Work of Cario 

Scarpa," Modulos 19 (1989), 45. 
^'Justus Buchler, ed. Philosophical Writings of Peirce (New York: Dover, 1995) 
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Figure 3.17. Bridge in the Querini Stampalia Foundation. 
Photograph: Dunia Salazar. 

Figure 3.18. Door on the Querini Stampalia Foundation 
Source: Los, Carlo Scarpa: Architect, 106. 
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Figure 3.19. Twin columns and caphals, Borgo Condominium, Vicenza. 
Source: Albertini and Bagnoli, Architecture in Details, fig. 16. 

When he details the joining of different materials, the new one becomes a 

commentary on the existing and on the texts embedded in them. Simultaneously, new 

relationships generate new texts. Referring to the rehabihtated staircase in the renovation 

ofthe Querini-Stampalia where he placed slabs of marble over wom steps (Figure 3.20), 

Scarpa said: "In this way I renewed the staircase without destroying it, preserving its 

identity and its history, increasing the tension between the new and the old. I was very 

concemed to articulate the points of junction so as to explain the visual logic ofthe union 

ofthe different parts. ,22 

22 Scarpa, "Interview with Carlo Scarpa," in The Complete Works, 298. 
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Figure 3.20. Stairs at the Foundation Querini-Stampalia, Venice 
Source: Mazzariol, "Un'opera de Carlo Scarpa: II riordino de un anticho palazzo 

weneziano," Zodiac 13 (1964): 43. 

Scarpa's regard for 'the making of things' was a source of undeniable pleasure for 

him. While referring to his work at the Brion Tomb, he acknowledged as much: "Of 

course, I could have made a large statue and leave the rest a lawn, but I enjoy doing 

,23 things." This joy is as visible in the many lavish drawings that he produced as in the 

machine-like excellence ofthe final execution. Although Scarpa rarely produced 

elaborately detailed constmction drawings (in the tradhional sense of architectural 

practice) the precision of this master builder's designs for constmction as well as his use 

of geometry, proportion, and scale can be seen in the simplest of his sketches. Constmc

tion details were often agreed on by a sketch, sometimes drawn on a nearby wall, and 

.24 directly discussed with the workers (Figure 3.21). His drawings have such a compelling 

representational power that to see them is to feel the impact ofthe final idea. Rafael 

^'Scarpa, "Can Archhecture be Poetry?" in 77?̂  Other City, 19. 
-"Soroka, Speaking or Roses, 249. 
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Moneo, who calls Carlo Scarpa a Venetian painter, describes his extraordinary capacity to 

communicate through his graphic representations: 

His drawings give us some feeling of his will for them to be the immediate 
and sincere reflection of his thought. In them we find the presentiment of 
what will be the complexity ofthe future work; frequently there are 
observations in them of very different kinds, pointers concerning 
constmction, notes on materials.'^ 

m^;i-^'^_^ -':>-
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Figure 3.21. Sketch by Scarpa done on a wall, Castelvecchio. 

Source: Murphy, 186. 

Although this manipulation and transformation ofthe tangible world into an abstract realm 

is a constant feature of Scarpa's work, h can be observed at its best in his design for the 

Brion Tomb. Scarpa dedicated numerous years of his life to the planning and constmction 

of this cemetery, and the seemingly formalistic extravaganza enclosed by its walls is very 

fertile in significance, expressed even through the landscaping and choice of vegetation. 

Guido Pietropoh, who worked on the Brion Tomb for about twenty years, elaborates 

upon one ofthe less obvious features ofthe cemetery, the main entrance (Figure 3.22): 

-̂ Rafael Moneo, "Representation and the Eye," in The Complete Works, 236. 
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The beginning of an understanding, a kind of satori, was triggered for me 
by the astonishing observation that the stairway ofthe cemetery's main 
entrance was not on the axis ofthe room but distmctly shifted to the left. 
The room is strictly axial: the left and right concrete walls are identically 
decorated in a shiny hme whitewash, and in the background the intertwined 
coloured rings stand out. A sense of unease (or warning) results from the 
realization that the shift originates two routes: an easier one to the left 
with low steps (Figure 3.23), and a steep one to the right with double 
height steps... .If our body is a machine and a code for communica-ting 
with other human beings, anyone who, whhout mental barriers, really sees 
what he is looking at, will realize that the staircase shifted to the heart side 
invites to begin the painful ascent-descent to the city ofthe dead by turning 
to the left and finding first of all our most love ones: the father and the 
mother... .On the other side ofthe cemetery, in the semi darkness of a 
northem exposure, stands a large black water pond, the lake of our heart. 
To reach the island we must tum right (Figure 3.24) and go through the 
tunnel-Orphic flute... .So it's.. .an invitation to fohow one ofthe two 
possible routes to approach and contemplate the mystery of death. 

Figure 3.22. Brion Tomb. Entrance from the municipal Cemetery. 
Photograph: Dunia Salazar. 

2'Pietropoli, 'X'invhation au Voyage," Spazio e Societa 13 (1990): 95-97. 
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Figure 3.23. Brion Tomb. View to the left ofthe entrance, toward the tombs. 
Source: The Other City, 367 

Figure 3.24. Brion Tomb. View to the right ofthe entrance, towards the sliding door. 
Source: 77?̂  Other City, 363. 
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Other instances of Scarpa's use of materials and forms to create extraordinary 

connections and new stories can be seen in his museum arrangements, where the designs 

are dictated not only by the character ofthe building but also by the nature ofthe exhibhs. 

Scarpa's aim, as Frascari has noted, was "to interweave these elements in a meaningful 

and memorable way, encouraging perceptions and intuitions ofthe story embedded in the 

dialogue between the objects and the rooms in where they are located."'^ To accomplish 

this goal, Scarpa made use of diverse materials that, through different ways of expression 

(i.e. different techniques, coloring, texturing, hghting, etc.), build connections between the 

art, their supports, and the other exhibits and spaces. In his essay, "Materiaux, matiere," 

Francois Payant remarks: "The perfect understanding of their [the materials] making, the 

foresight of their placing in the work, of their assemblage, of their behavior under light, 

seems to me like the conceptual tools determinative ofthe architecture of Carlo Scarpa." 

He was constantly consulting his craftsmen, not just because of their skills but also 

to quarry their wisdom. This was a two-way process in which the design was not merely 

enriched by technical dialogue but transformed by technique through constant inquiry."̂ ^ 

Zambonini described how Scarpa's curiosity prompted him to disassemble a machine in 

order to understand how it worked, and to see if it could be improved or used for different 

'^Frascari, "Carlo Scarpa in Magna Graecia," 4. 
•̂ ^Francois Payant, "Materiaux, matiere," Les Cahiers de la Recherche 

Architecturale, 104. My translation. 
'frascari in Monsters of Architecture elaborates on the Janus-like role of 

architecture, where "technology is the richest resource for the architectural production of 
meaning because h deals with both the constmction (the logos of techne) and the 
constming (the techne of logos) of a piece of architecture." (4) 
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apphcations.'^ He worked alongside his tradesmen to improve the quality of his work as 

well as the efficiency ofthe techniques utilized. This working process has been compared 

by Giuseppe Mazzariol and Giuseppe Barbieri whh Socrates' maieutic method because of 

the constant inquiry, the logical pursuh, the purpose of which was to induce craft workers 

to formulate concepts latent in their knowledge of their trade." Here we discover 

Scarpa, the great master builder—one who recognizes his place in the line of succession 

spanning centuries, one who is vitally concemed with the way architecture is conceived 

and created, and who recognizes the need for new and better techniques. 

Mostly, though. Carlo Scarpa's intense craftsmanship seemed to be aroused by the 

self-explanatory nature ofthe process of making and by the architect's intense longing to 

produce meaningful work. When creating any object, the craftsman has to transform the 

material according to a certain defined purpose. In order to do so, he has to understand 

the nature and history of his craft so that the object created is not only an expression of its 

fimction and manufacture, but also a revelation ofthe personal relationship between the 

maker and the object, the object and the society for which it has been created The resuh 

becomes a part ofthe ongoing tradhion since h was created whhin h, mirroring the 

technological advances ofthe trade and the personal expression invested in it by the 

maker. 

'^Zambonini, "Process and Theme in the Work of Carlo Scarpa," Perspecta 20 
(1983): 28. 

"Mazzariol and Barbieri, 19. 
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In Scarpa's creations, the tradhional stucco alia veneziana finish of some walls 

stands side by side with cast iron or brass frames (Figure 3.25), and exquisitely crafted 

wood joins with glass to create original windows (Figure 3.26). He made fuh use of new 

and old materials with the avidity and curiosity of a collector whose main requirement is 

that their intrinsic qualities be suhable only for the highest performance and finest aesthetic 

presentation ofthe finished project. As Maria Antonietta Crippa has noted, "Scarpa 

emphasized the aesthetic, almost playful, pleasure of his objects. They had to be function

ally perfect, not masked by decoration, and, following a precise code, they were allowed 

to be what they were intended to be. „32 

Figure 3.25. Stucco aha veneziana whh protective brass rails. Banca Popolare di Verona. 
Source: Arrigo Rudi and valter Rossetto, La Sede Centrale della Banca Popolare di 

Verona (Verona: Banca Popolare di Verona, 1983), fig. 66. 

32, Crippa, 45. 
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Figure 3.26. Windows at the Olivetti Showrooms, Venice, 1957-58. 
Source: Albertini and Bagnoh, Architecture in Details, fig. 158 

Nevertheless, h is tme that for Scarpa architecture was not merely fine workman

ship but above all a form of art concemed with the revealing of realhy through the orderly 

assembling of architectural forms. Dal Co maintains that "Scarpa realized exactly how 

arduous a task h is to smash the resilient barrier which separates architecture from art."" 

Nonetheless, Scarpa himself would sometimes choose to ignore this boundary and admit 

34 
reluctantly to a client "that yes, one might live in the house as well" What may seem as 

a contradiction is instead a compromise that is constant in the work of Scarpa. For 

331 'Dal Co, Carlo Scarpa: Drawings for the Brion Family Cemetery, trans, by 
Marry Ann McDonald (New Haven, Connecticut: Yale School of Architecture, 1984), 

''Bmsatin, "The Architecture of Life," 322. 
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Scarpa, architecture is ultimately art, more specifically poetry. Consummate craftsman

ship is just another key to discovery for Scarpa, as was his vivid imagination, prodigious 

memory, and legendary sense of humor. Whh regard to the historic role of art, Alberto 

Perez-Gomez has commented: 

The tradhional mission ofthe arts has been to make explich the ideal and 
etemal through an interpretation of a given in the specificity of perception, 
providing man with a sense of belonging to a meaningful collective realm, 
transcending his limitations as a finite and cormptible individual.'^ 

And so, in the work of Scarpa, materials are the most basic layers of his stories. Working 

whh ancient techniques leamed from the skiUed craftsman of his native city, and collabo

rating with them to improve the old procedures was one of Scarpa's ways to create archi

tecture that was meaningful and fahhful to the Venetian tradition. Simultaneously, the use 

of new materials and methods anticipate new traditions, and the juxtaposition between old 

and new ofthe rite of passage taking place. The continuous jointing between different 

materials, shapes, and spaces is almost a subterfuge for generating content in his work. 

Scarpa and the Greek Culture: 
Daedalus, and the Origins of Craftsmanship 

Scarpa's approach to architecture was near to the Greek's. As is the case of some 

Greek monuments, his omamentation and tectonics are in many cases so tightly inter

woven that to separate them is not only utterly impossible but also irrelevant. In classic 

Greece, the idea ofthe world evolved from the interaction of gods and mankind 

'Terez-Gomez, Abstraction in Modern Architecture (Philadelphia: Univershy of 
Pennsylvania, 1983), 73. 
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condensed in the narrative of Mythology, and concretized in their architecture through 

their ideal of "harmonious unity of interacting forces."'^ Examples in Scarpa's work can 

be seen m the interweaving of life and death themes incorporated in the design ofthe 

Brion Tomb. 

Scarpa's friend and chent, Aldo Businaro, remembers how, after quoting a 

fragment of a poem by Montale,'^ the architect added this comment: "I am a man of 

Byzantium who came to Venice by way of Greece."'^ Mazzariol and Barbieri report that 

Scarpa studied the history of Greek literature and also read Quasimodo's translations of 

Greek poems. Albertini and Bagnoli recall Scarpa's never materialized dream of visiting 

the Acropohs whh students to meticulously examine it."*" 

An important lesson that Scarpa absorbed from the Greeks was their understand

ing of and devotion to craftsmanship. The ancient mythological tales considered 

Daedalus, the legendary craftsman, as the father of craftsmanship. Daedalus, famous for 

his flight out of Crete with self-made wings, was better known among the Greeks for his 

life-like statues that had the power to move and speak. Here, an abilhy that was once the 

prerogative of gods—that of giving life—is transferred to a mere mortal. In a play called 

Theoroi, by Aeschylus, one ofthe satyrs exclaims when he caught sight of a statue that 

^^^orhergSehulz, Meaning in Western Architecture, 41. 
'The fragment recalled by Businaro is from the poem We Never Know, by Eugenio 

Montale: "An then, one day, these words whh no sound that we derived from you, fed on 
weariness and silence, will come to a brotherly heart well seasoned with the salt of 
Greece." Zambonini, "Process and Theme in the Work of Cario Scarpa," 22. 

''Aldo Businaro, "II Palazzetto," in Villa Palazzetto, 23 
'Mazzariol and Barbieri, 11. 
^Albertini and Bagnoli, Architecture in Details, 12. 
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looked exactly like him: "This image fijll of my form, this imitation of Daidalos lacks only 

a voice. I bring these [as] a weU-won omament to the god, a well-made votive. It would 

chaUenge my own mother! For seeing it she would clearly tum and [wail] thinking it to be 

me, whom she raised. So similar h is [to me]."^' 

Daedalus's attributes, described by Tatham, "of strangeness, of power, of skill, of 

knowledge and wisdom, alhed whh inventiveness,"'*^ made him able to alter the products 

of nature for the well-being of human kind. He was not only famous for his flight and his 

moving figures but also for his invention of many mechanical instmments and devices, for 

his improvements in metal casting and sculpture methods, and for the erection of many 

buildings in Crete and Sicily. The name Daedalus is not originally a proper name. Its 

etymological roots remain a mystery, but Homer uses a wealth of daidalic words in his 

epic work, 77?̂  Iliad, which is the most ancient context of any version ofthe words. In 

relation to them, Sarah Morris explains that, "in poetry they describe, represent, or 

personify objects of intricate and expensive craftsmanship; expressions such as 'well-

crafted,' 'intricately worked,' or 'skillfully wrought' satisfy their meaning."^' Moreover, 

Indra McEwen recounts that Homer qualifies this sort of object as "a wonder to behold," 

especially "when the spectacle suggests an unseen divine presence and, second, when the 

sight beheld is of something particulariy well made."^ Tatham argues that there is a 

'*'Sarah P. Morris, Daidalos and the Origins of Greek Art (Princeton: Princeton 
University Press, 1992), 218. 

42 Peter Tatham, 77î  Makings ofMaleness: Men, Women, and the Flight of 
Daedalus (New York: New York University Press, 1992), 68. 

^'Morris, 3-4. 
^McEwen, 21-22. 
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possible progression "from a thing or things well made (a Daidalon or Daidala) to those 

weh performed (Daidalia) and the appearance of Daedalus and Daidale as authors of all 

these.' In any case, used as a noun, a verb, or an adjective, the connotation is the same, 

an outstandmg piece of workmanship, an exceedingly good performance, a well-crafted 

change, variation, expansion, or detail made upon nature's products. Daedalus, who most 

probably was a carpenter or builder-ahhough mythology named him as a descendent of 

Hephaistus, the god of fire and handicraft and representative of man as conqueror ofthe 

natural forces—was the subject of much speculation among the Greeks, and so during pre-

Platonic times was tumed into a sculptor whose work received the greatest praise art 

could receive at the time: life-hkeness. His moving creations were inspiration for many 

works of literature. These were part of a private joke among the Athenians. In Plato's 

Meno, Socrates describes the behavior of Daedalus' statues: 

MENO: Why do you say that? 

SOCRATES: Because, unless bound, they mn away and escape, but if they 
are fastened down, they remain in place. 
MENO: What of it? 
SOCRATES: Once one of his creations is loosed, h is not worth much 
value as a possession, like an escaped slave, for h does not stay in place. 
But a secured example is worth much for they are entirely beautiful 
works.'*^ 

As implied earlier, the generation of Daidalon involved a process similar to the 

conception and birth of a child. Pre-literate thinking associated pregnancy with the 

disappearance ofthe moon (a missed monthly period), after which there is a slow 

^^Tatham, 74-75. 
'*^Plato, Meno 97d. 
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increase in hs size until h is full (pregnant), to be followed by a decrease (birth) "So it 

can be seen that activities such as the planting of seed, the baking of bread, brewing and 

pottery all carry a likeness to pregnancy,"'*^ Tatham concludes. Weaving and the making 

of clothes as weh as metalworking has need of a certain gestation process before the 

finished product might appear. All these processes imply a change of raw, natural 

materials that are dug out ofthe earth or removed from creatures (as in the case of wool) 

and submitted to processes that will change their nature. The beauty ofthe products 

depends not only on the beauty of their natural image but also on the skill ofthe craftsmen 

when transforming them. To consider Daidalon as such (a well-crafted object) h must 

have a functional use as well as an aesthetic presence. A real Daidalon is not just any 

work, but one that is personally crafted and resuhs in an object that is beautiful as well as 

useful. When raw matter becomes an envisioned object, h is a product of a mental 

process and physical transformation. 

Scarpa's architecture is like the Daidalon ofthe ancient Greeks. It is the resuh not 

only ofthe masteriy transformation of raw material-where the final object would still 

retain part ofthe divine presence of nature-but also the consummation of a powerful 

creative process whose aim was to instill meaning to the product. This goal was attained 

in the work of Scarpa through the harmonious assemblage of matter, while achieving a 

sensation of continuity and timelessness in an architectural space, a sensation that still 

marvels for its actuahty even today. 

47 Tatham, 77-78. 
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Kinetic Architecture 

If one has to define Scarpa's works by one common word, h ought to be 

'dynamic' His spaces, architectural elements, and details are articulated in such a fashion 

as to always seem on the verge of moving, as if they have kinetic qualities. Emilio 

Ambasz expressed it weh: "In Scarpa's work...there is often a sense that the building or 

detail is alive, at least capable, and at this moment in the process, of movement '"*̂  An 

interesting example is located in the Castelvecchio, in the interior ofthe Sacellum. A large 

medallion from a Lombardic tomb is set agamst a wall finished in green stucco, hanging at 

eye level from a long metal rod. The resulting shape, a combination ofthe medallion whh 

the pole has the unmistakable presence of a pendulum, and the dramatic, sharp beam of 

sunlight that moves around the shrine during the day only serves to improve the 

hnpression of oscillation (Figure 3.27). 

\ 

Figure 3.27. Lombardic Medallion, Castelvecchio. 
Photograph: Pat Anuras 

48 Ambasz, "The Legendary Castie," Progressive Architecture 62 (May 1981): 122 
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This mobile quality of Scarpa's work is not an accident but a direct resuh of his 

very personal design methodology that was as much a part of his cuhure as was the 

historic and artistic moment in which he lived. This sense of movement results from 

several activities in his design agenda. First, the constant juxtaposhion of materials and 

forms. Second, the use of 'breaks' to isolate an issue, an hem, or a period of time. And 

third, a slow design process, for h is weU-known that Scarpa would spend a good deal of 

time on a project. 

The juxtaposition of materials in the work of Scarpa and hs role as generator of 

meaning was discussed previously. However, h must be re-examined since the visual 

effect of overlapping forms and different materials are important factors in Scarpa's 

dynamic spaces. Roots for this dynamism can be traced back to the axioms of two 

revolutionary movements ofthe twentieth century concerned with the simultaneity of time, 

the merging ofthe object with the environment, and the representation of a fourth 

dimension that springs from the three known dimensions:'*^ Cubism and Futurism. 

Dominated by Pablo Picasso (1881-1973) and George Braque (1882-1963), the 

objective of Cubism was to obtain the liberation of art from representational depictions. 

Picasso's early paintings were decidedly representational, but in 1906 he changed 

directions abmptly whh his canvas Les Demoiselles d'Avignon (Figure 3.28). What he 

began to do in this work became known as Cubism, "a movement in which a subject was 

fragmented into geometric planes that simultaneously revealed more than one side at once. 

*^or a discussion see Soroka, "Point & Counterpoint," and "Speaking of Roses." 
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as though the artist were walking around a three-dimensional form and reportmg the view 

from many angles."^^ 

Figure 3.28. Pablo Picasso, Les Demoiselles d'Avignon, 1907. 
Source: Zelanski and Fisher, 456. 

Particularly close to Scarpa was the short-lived Futurist movement that was 

founded by a group of Italian painters with the poet and dramatist Fihppo Tomaso 

Marinetti (1876-1944). The Futurists set out to expose the dynamism ofthe new machine 

age, the vigor and speed that they postulated as characteristic of modem life. They be

heved, as Marinetti declared in the foundation manifesto of 1909, "that the splendour of 

the world has been enriched by a new beauty, the beauty of speed."^' This was certainly a 

difficult subject to execute, but it was nevertheless explored in the surreahst pahitings of 

^^Zelanski and Fisher, 456. 
''Watkin, 546. 
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Giorgio di Chirico (1888-1978), the unique forms of continuity in space ofthe sculptures 

of Umberto Boccioni (Figure 3.29), and by the architectural designs of Futurism's greatest 

exponent, Antonio Sant'Elia (1888-1916), who was killed in the First Worid War, his 

dynamic designs never executed (Figure 3.30). However, his dynamic visions of glass 

towers, skyscrapers, and highways seemed to have influenced the achievements of other 

twentieth-century architects, and, h can be argued. Carlo Scarpa. 

Figure 3.29. Umberto Boccioni, Unique Forms of Continuity in Space, 1913 
Source: Zelanski and Fisher, 458. 
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Figure 3.30. Antonio Sant'Eha, design for a casagradinata, 1914 

Source: Watkin, 545. 

The materialization of Scarpa's analysis of these issues of dynamism can be 

observed most particularly in his details. He apphed to his work a certain decomposhion 

of spaces, surfaces and joints. He emphasized the joints by the disassociation ofthe 

whole into its components parts. As Sergio Los recognizes: "Whh Scarpa this 

dissociation was not an intentional breach ofthe mles, but h was the only way he could 

introduce the joints which justified omamentation without turning his back on the modem 
,52 movement." Scarpa's approach to modernity did not presume the effacing of previous 

periods of history, but considered the Modem Movement as yet another layer. Especially 

52 Los, Carlo Scarpa: Architect, 16. 
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in restoration projects, this newer layer was Imked whh the former not only to give 

coherence to the space but also to give continuity to h as, he said, "to give them a new 

lease of life so that we may be able to live today and tomorrow." '̂ 

Referring to the second kind of mobility in Scarpa's architecture, that produced by 

the use of breaks, h must be noticed that h has been called 'fragmented,' and 

'incomplete,' "* not only because ofthe seemingly obsessive attention that he paid to the 

elaboration of details, but also because ofthe apparentiy incomplete quahty of those 

details. His work has also been referred to as 'atonal'" as his cohaborator of many 

projects, Bmno Zevi says, Scarpa was "a subhme orchestrator of dissonances, out in an 

irremediably harmonic, tonal context."^^ 

However, this fragmentation of Scarpa's production has a powerful raison d'etre, 

the intention ofthe architect to distinguish different materials, spaces and even historical 

periods within a project. This intention is most evident in Scarpa's Castelvecchio 

Museum; the place seems to be alive, awaiting for something to happen. Like a modem 

image of Sant'Andrea, Alberti's unfinished and eclectic church in Mantua (Figure 3.31), 

Castelvecchio gives the impression that constmction has been intermpted, that objects are 

StiU being made. For instance, a metal beam changes in section as h disappears through a 

hole in the wall (Figure 3.33); ever changing windows manipulate light in different ways 

"Ched by Soroka, "Pomt & Counterpoint," 44. 
'"•See Frascari, "Carlo Scarpa in Magna Graecia,"; Ambasz, 122; Zambonini, 

"Notes for a Theory of Making," 11. 
"See Zambonini, "Notes for a Theory of Making," 11; Zevi, "Beneath or Beyond 

Architecture," in The Complete Works, 271. 
^̂  Zevi, "Beneath or Beyond Architecture," 271. 
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(Figure 3.34); and floors shift mto various shapes, textures, materials, and colors (Figure 

3.35). Everything seems to be m the state of change. As Manfredo Tafuri explains, ""the 

work is subtly, yet decisi\ ely ahenated" from hs context, suspended m hs own specific 

time, snatched from spatial and temporal indefinition [5/c]."'" 

Figure 3.31. Leon Battista Alberti. Sant'Andrea, unfinished north facade. Mantua 
Photograph: Dunia Salazar. 

Tafuri. "Carlo Scarpa and Italian .Architecture,'" in 77?̂  Complete Works, 79. 
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Figure 3.32. Beam, first floor ofthe Castelvecchio Museum. 
Source: Carlo Scarpa et le Musee de Verone, 20. 

Figure 3.33. Windows facing the courtyard, Castelvecchio. 
Source: Villa "Palazzetto," 89. 
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Figure 3.34. Detail of paving in a first floor room, Castelvecchio. 
Source: Albertini and Bagnoli, Architecture in Details, fig. 248. 

Zevi, focusing on Scarpa's approach to the design process says: 

He would not start from a general set-up to focus on stmctural joints and 
mouldings, he would reverse the process, attacking whh ferocious 
inventiveness and extraordinary tension of energy each and every detail, in 
order to make them signifying, in the certainty that from their dialogue and 
interlacement it would spontaneously spring the message ofthe whole. ̂ ^ 

This judgment is debatable, since a closer look to the layout ofthe Castelvecchio 

reveals more the coherence of a master plan than the miniature approach suggested by 

Zevi. The design ofthe Castelvecchio is rather hke a Gestalt, where the properties ofthe 

entity cannot be totally deduced from the sum of its parts, where details do not necessarily 

compromise the large masses. The Swiss-Italian architect, Livio Vacchini, considers the 

architect as an 'ordering spirit' whose role is to add to nature's gifts the benefit of its work 

through the simplicity of details: 'Details are what give a form presence. Profiles make 

58 Zevi, "Un Piranesi nato nel '900," L 'Expresso (Rome), 15 January 1981, p. 143. 
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the shapes visible to our eyes, and articulate joints transform an engineer's diagram into a 

manifestation of hve forces. Whhout details, even a strong Gestalt remains mute""^ 

In restoration projects such as the Castelvecchio, where several layers of historic 

styles and materials are placed together, an intervention whose starting point lies in the 

specific joints seems to be beneficial, that is, if there is any interest in acknowledging all 

the existent layers. An architecture that links them together, emphasizing those points of 

union, should be more successful at achieving concord for the whole. 

Finally, the illusion of movement in the work of Scarpa is also a product ofthe 

design process that contmues after work has started. Design consuhs technology and 

technology consults design and changes constantly occur, even in situ. Referring to this, 

Ehen Soroka comments that, "not only did Scarpa achieve movement in his built work, 

but it reflects a design process involving continual change."^° Drawings were still being 

elaborated while the work on the site was already being executed, and sometimes a 

comphcation would force him to make changes to approved projects. For instance, the 

round windows ofthe Banca Popolare di Verona were initially of identical size (Figure 

3.35). A stmctural problem obliged him to make one of them smaller, affecting the 

balance ofthe elevation. Instead of following the obvious solution and diminish all the 

windows to the same measure, Scarpa's solution "was to strike a rhythmic balance 

between the two different dimensions, and to repeat it on the other side."^' Albertini and 

^^Christian Norberg-Schulz and Jean Claude Vigato, Livio Vacchini (Barcelona: 
Edhorial Gustavo Gih, S.A., 1987), 6. 

'*^Soroka, "Speaking of Roses," 248. 
^'Albertini and Bagnoli, Architecture in Details, 16. 

100 



Bagnoli report that Scarpa welcomed such setbacks, "because although they took more 

out of him, they resuhed m more significant solutions, which were satisfying. "̂ ^ 

T.-:rn'n,£g;, 

• • - — _ 

- l ^ 

" 1 

— — - - - . T 

_ - — _ j . 

• - i - i - ~ __ 

;:;.. *" 

'• ••' -

^.„. . . : .. . -.u . _ . - -I '._ ! 1 . „ L L - _ . . L L . - . . ^ ' •• :! - r - • - • 
1 . ' ' • ' 
, • 1 ' \ -

\ ' ^ ' \ . - - , " ' ) ' - ' ~ • " " " ^ " ^ 

•; jf "Tf" » r - i -ys:?: 

-f—'— 

- -. :, -
. 

1—. I—' 

Figure 3.35. Final drawing for the main facade, Banca Popolare di Verona. 

Source: Rudi and Rossetto, fig. 9. 

Scarpa's architecture was the ultimate product of years of research and direct 

contact with the art of making. He experimented whh a wide range of materials and 

techniques, old or new, always in the quest for a higher qualhy and of an arresting 

aesthetic presence in his projects. His command of this knowledge of materials and their 

capabilities was that of a Gothic master builder, who had the moral authority to mle over a 

project to the last detail. The changing beat of his atonal compositions, the constant 

interplay, joining or disconnecting of surfaces, materials, and architectural elements, and 

the persistent changes in design and constmction, succeeded in creating the impression of 

potential movement. Like the ambulatory statues ofthe mythical craftsman Daedalus, 

Scarpa's architecture is weh-crafted, beautiful and kinetic, but at the same time is all the 

more valuable because it stays in place while managing to retain non-stationary qualities. 

"Ibid. 
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CHAPTER IV 

THE HISTORY AND RESTORATION 

OF THE CASTELVECCHIO 

Introduction 

It has been previously stated in this thesis that Scarpa's role as designer of art 

exhibhs was an important part of his architectural activity. Some might think that because 

of this he developed the habh of considering all of his architectural production as 

exhibhions of sorts. For his museographic interventions in the Gallerie dell'Accademia, 

the Palazzo Abatellis, the Gallerie degh Uffizi, the Gipsoteca Canoviana, and the 

Castelvecchio Scarpa had to deal with the restoration ofthe historic environments and the 

integration ofthe art work. The level of intervention, and the final results are very 

different in each of this projects, but there are two constant characteristics which mn 

through them all: Scarpa's deep respect for all existent architecture, and his sensibility for 

fusing space and art works. The osmosis of old and new architecture, and architecture 

and art can be cahed organic. Scarpa's architecture, influenced by Wright, is indeed 

organic. But what is meant by this term? Perhaps Wright's words should be used because 

of his impact on the younger man: 

I bring you a new Declaration of Independence... An Organic Architecture 
means more or less an organic society. Organic ideals of integral building 
reject mles imposed by exterior aestheticism or mere taste, and so would 
the people to whom such architecture would belong reject such extemal 
impositions upon life as were not in accord with the nature and character of 
the man who had found his work and the place where he could be happy 
and useful because of it. ...Beauty seems to have made no sense long at any 
time. I believe the time has come when Beauty must make sense for our 
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time at least....In this modem era Art, Science, Religion-these three will 
unite and be one, unity achieved with organic architecture as centre ' 

Bmno Zevi, a close collaborator of Scarpa, while exiled from Italy during the 

Second Worid War, wrote a book entitied Toward an Organic Architecture. He has 

trouble with a definition of organic, gomg so far as to quote William Lescaze who 

maintained that "organic means nothing at all."^ Zevi also quotes a New York domestic 

furniture Design Exhibition catalogue: 

A design may be cahed organic when there is an harmonious organization 
ofthe parts whhin the whole, according to stmcture, material, and 
purpose. Within this definition there can be no vain omamentation or 
superfluity, but the part of beauty is none the less great-in ideal choice of 
material, in visual refinement, and in rational elegance of things intended 
for use.' 

Zevi concludes by stating that: 

Architecture is organic when the spatial arrangement of room, house and 
chy is planned for human happiness, material, psychological and spiritual. 
The organic is based therefore on a social idea and not on a figurative idea. 
We can only call architecture organic when h aims at being human before it 
is humanist.'* 

For Carlo Scarpa the definition of organic architecture demands this and more, the 

conscious design involvement whh the she and, in the case ofthe restoration projects, 

with the existing building, adapting to the surroundings and growing from its own 

resources. Hence, it was essential to this architect to know the history ofthe place where 

'Frank Lloyd Wright, "Message to British Architects, 1939," quoted in Zevi, 
Towards an Organic Architecture (London: Faber & Faber Limited, 1940), 66. 

'Ibid. 
'Ibid., 70 
^Ibid., 76. 
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he was to intervene, and the characteristics ofthe art work before locating it in an 

exhibition. Regarding this approach, Scarpa elaborated: 

It is very hnportant if one is to carry out with exactitude a project for a 
museum, just as, if one is to build a house, one needs to know if the lady 
for whom one must build a fine house has lovers, if secret passages have to 
be made, or if she is house-loving or likes to have guests: one should begin 
by making a psychological study ofthe world in which she lives because, in 
my opinion, this could help to resolve certain problems.^ 

This chapter deals whh: (1) an outline deahng whh the history ofthe 

Castelvecchio, and more importantly, whh Scarpa's comprehension of this building, which 

wiU facilitate a better understanding of his design approach since the architect himself 

underlined the importance of a psychological study ofthe 'lady ofthe house' and her 

world; (2) a description of Scarpa's restoration stance; (3) a brief account ofthe 

restoration work executed by Scarpa on the Castelvecchio; and (4) an analysis of Scarpa's 

particular approach to art exhibhs These analyses serve as a tool for the identification of 

Scarpa's particular methods and the way in which he created new stories, revealing new 

meanings. 

A Brief History ofthe Castelvecchio 

The purpose of recounting this brief history ofthe Castelvecchio is to enable us to 

understand the physiological study undertaken by Scarpa, a study that allowed him to 

reinterpret the place as a coherent whole. Scarpa understood that buildings and cities, like 

men: 

'Scarpa, Villa Palazzetto, 89 
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are embodiments ofthe past and mirages of unflilfiUed dreams. They thrive 
on economy and waste, on explohation and charity, on the initiative ofthe 
ego and the sohdarity ofthe group. They stagnate and die...Most decisive 
of all, chies [and buildings], like mankind, renew themselves unit by unit in 
a slow time bound metabohc process.^ 

Scarpa not only grasped the effects of this constant changing process of history on the 

physical environment, but he endeavored to reveal h in all hs wonders through his 

architecture. 

The history ofthe Castelvecchio is not only an important part ofthe chronicles of 

the City of Verona but is also tightly interwoven whh them. Second in importance in the 

Veneto Region only to Venice, Verona hes on both banks ofthe Adige River between the 

foothihs ofthe Monti Lessini and the Po Valley plain. The chy's founding is obscure; it 

was inhabited by Rhaetians, Etmscans, and Gauls before the Romans conquered h in 89 

B.C., and later fell again several times, including to Charlemagne in 774, and to the dukes 

of Bavaria in the tenth century. Early in the twelfth century, the feudal landlords and 

rising bourgeoisie cooperated in establishing a free commune and fortified the chy with 

walls. 

One ofthe most notable clans of Verona's history was the della Scala or Scaligeri 

family, who reigned from 1260 to 1387, marking the most outstanding period ofthe city's 

political and artistic history. Cangrande I della Scala (r. 1311-1329) was hs most promi

nent and successful member, loved and respected by the Veronese, though he was 

^Sybyl Moholy-Nagy, Matrix of Man (New York: Frederick A. Praeger, 1968), 
11. 
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considered "the finest ofthe class of despots."^ His statue which crowned his tomb above 

a wall of Santa Maria Antica, also in Verona (Figure 4.1), was relocated in the 

Castelvecchio during the 1920s. It is now a main feature ofthe restored courtyard, where, 

through a quintessential Scarparesque move, h rides high in the air, perched off-balance 

against the castie walls and roof m a state of undress to reveal the constmction, new and 

old (Figure 4.2). This architectural expression of a joint is one of Scarpa's finest 

Figure 4.1. Cangrande della Scala, Sagrato di S. Maria Antica, Verona. 
Source: John Pope-Hennessy, Italian Gothic Sculpture, T ed. (London: Phaidon 

Publishers Inc., 1972), fig. 51. 

Ĵohn White, Art and Architecture in Italy, 1250 to 1400 (Suffolk: Penguin Books, 
1966), 315. 
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Figure 4.2. Cangrande space, Castelvecchio. 
Source: Murphy, fig. C22. 

The Castelvecchio is an assembly of brick, Pmn stone, and cobbled courses and is 

distinguished by its long, low profile (Figure 4.3). The bridge across the River Adige—the 

Ponte Scaligero—and the tall massive tower which flanks the road—the Torre del Mastio— 

were the first parts to be built between 1354 and 1356. The completion ofthe castle, 

probably by Francesco Bevilacqua, seems to have occurred in 1375. Constmction 

consisted of two parts divided by the existent commune waU, the residence for the 

Scaligeri family to the west ofthe commune wall and around an inner court, known as La 
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Reggia, and an enclosed mihtary zone to the east (Figure 4.4). La Reggia constitutes the 

Torre del Mastio and a succession of rooms, three stories high, with low doorways and 

small windows set high in the thick walls, overlooking the river. On the other side ofthe 

commune wall, the mihtary zone consisted of a large area with towers and two walls 

crowned by battiements, whh no walls adjacent to the river. During the deUa Scala 

period, moats were dug around the entke perimeter ofthe castle and in the milhary zone 

adjacent to the commune wall. Later, the Scaligieri decided to constmct a fortified, 

ramped road to the bridge and buih h on top of the commune wall, having to close the 

gate that was in h-the Porta del Morbio-opening another to the south, guarded by the 

tower. 

Figure 4.3. The Castelvecchio from across the River Adige. 
Source: Los, Carlo Scarpa: Architect, 72. 
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Figure 4.4. Plan ofthe Castelvecchio, 1801. 
Source: Carlo Scarpa et le Musee de Verone, 11. 

When the Venetian republic fell to Napoleon in 1797, French troops occupied the 

Castelvecchio. During a revolt by the Veronese in 1799, the French destroyed the battle

ments and the tops ofthe towers in retaliation. However, shortly afterwards they had to 

fortify the castle against the Austrians, enclosing the great courtyard whh a wall mnning 

along the river. By 1806, they had constmcted an L-shaped block of barracks, consisting 

of simple square rooms aligned with the north and east sides ofthe mihtary courtyard 

(Figure 4.5). 
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Figure 4.5. Courtyard face ofthe Napoleonic barracks. 

Source: Murphy, 6. 

The Austrians eventually defeated the French and controlled the city from 1814 

until the incorporation of Verona in the Kingdom of Italy in 1866. During this interval, 

the new conquerors restored the fortifications and made them the main fortress ofthe 

Quadrilateral defense system, which played an important role in the wars against the 

Italian Risorgimento, the national movement for the unification ofthe country (1796-

1870). 

In 1923, the Castelvecchio was transformed into an art gallery and the city's 

cohection transferred to its restored premises. The Director, Antonio Avena and his 

architect, Amaldo Forlati, disguised the fortress as the palace which it never had been. 

The barren facades ofthe Napoleonic barracks were masked as a medieval palazzo by 

inserting a collection of Gothic artifacts salvaged from palaces that were demolished after 

the great flood ofthe River Adige in 1882 (Figure 4.6). The parade ground was 

remodeled as an Italian garden whh quadrants of grass and dividing pathways. The 

battlements and the tops ofthe towers destroyed by the French were restored and the 

clock tower completely rebuih (Figure 4.7). The interiors were modified to resemble rich 
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sixteenth- and seventeenth-century design styles: walls and ceihngs were decorated 

throughout the entire complex, and frescoes were painted in La Reggia (Figure 4.8). 

Figure 4.6. Castelvecchio. North facade. 
Source: Los, Carlo Scarpa: Architect, 74. 

Figure 4.7. Castelvecchio after restoration of towers and battlements. 
Source: Murphy, 7. 
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Figure 4.8. Penultimate room ofthe ground gallery after Avena's 
restoration, now fifth room ofthe sculpture gallery. 

Source: Murphy, 88. 

Escaping damage to the main stmcture in the aerial bombardments of Worid War 

II, these were the facilities that Scarpa faced when he started work in 1957. 

Scarpa's Attitude towards Restoration 

Among the issues raised in historic preservation projects a main one is the 

interpretative role ofthe architect. How much freedom does the architect have to choose 

the criteria for repair, replacement, and new addition? When should existing fabric be 

preserved? And for what reasons? The intemational restoration community advocates 

conservation and maintenance of historical stmctures rather than any interpretative 

interventions 
8 

^Soroka, "Restauro in Venezia," 224. 
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Particularly in Italy, the attitude of restoration authorities remains more in 

accordance with Viollet-le-Duc's philosophy, that of considering the restoration process 

as the effort "to estabhsh a completed state which may never have existed at any particular 

time." Much ofthe work of Scarpa on old buildings within historic shes was character

ized by innovation, a stand that is always a source of controversy. It is whhin historical 

contexts that Scarpa's architecture of juxtaposhion found the perfect stage for develop

ment, where animated dialogue between past and present could take place. His position 

sympathized with Wihiam Morris's ideal, that considered continuity of history as 

"perpetual change."'" Referring to his muhiple disagreements whh the Sopraintendenza in 

Venice, Scarpa declared: 

The problem of historical materials, which we can never ignore but can't 
imitate directly ehher, is an issue that has always concemed me. The stupid 
imitations imposed now, for instance by the Fine Arts Superintendency in 
Venice, lead in the wrong direction. They don't solve anything. You can't 
imagine how hard I've to stmggle against these bureaucratic folhes ...They 
order you to imitate the style of ancient windows, forgetting that those 
windows were produced in different times, by a different way of life, with 
'windows' made of other materials, in other styles and with a different way 
of making windows. Anyway, stupid imitations of that sort always look 
mean." 

Whenever confronted with restoration, Scarpa chose not to submit to the reluctant 

historicism that such restrictions would impose on his work. He viewed the entire process 

as renovating more than preserving an edifice. He believed that a building is raw 

^Viollet-le-Duc cited in William J. Murtach, Keeping Time: The History and 
Theory of Preservation in America (New York: Steriing Publishing Co. Inc., 1990), 16. 

"Murphy, 4. 
"Scarpa, "Interview whh Cario Scarpa," in The Complete Works, 297 
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matter to be modeled: "By restauro I do not mean to only repair old buildings; our duty is 

rather to give them a new lease of life so that we may be able to live today and tomor

row. .. .In architecture, all the existing buildings form part ofthe matiere."^^ It is 

important to recognize that, instead of succumbing to revivalism, Scarpa would restore 

what had been lost by simuhaneously developmg an entirely modem language complimen

tary to the existing one. EUen Soroka elaborates: 

The proximity of two unlike languages does not automatically make for 
their relationship. It is the invention of something between the two or of 
the commentary ofthe secondary language on the first that allows this 
relationship to occur. 

Scarpa never sought to retum a historic building to an earlier image, but manipulated hs 

fragmentary condition to reveal the best of its different layers, aligning them with yet a 

newer strata. Throughout his production, Scarpa accomplished a "simuhaneously 

humorous and pensive rapport with the past""* that can be seen principally in his 

restoration projects. For instance, when he designed the windows for the Castelvecchio 

museum he intended them "to be read as a counterpoint to those that were left existing,"' 

not as an imitation (Figure 4.9). For Scarpa, restoration demanded a critical approach in 

which the creative process was in direct relation whh the existing language. The massive 

walls, high windows, heavy metal doors, and even the concrete beams that bear the 

imprint ofthe wooden framework, though modem, are subtly reminiscent ofthe Gothic 

''Soroka, "Point & Counterpoint," 44. 
"Soroka, "Restauro in Venezia," Journal of Architectural Education 47, (May 

1994): 227. 
''*Tafuri, History of Italian Architecture, 113. 
'^Soroka, "Restauro in Venezia," 224. 
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origins ofthe castle, as is the studied asymmetry and verticalhy that the architect strove to 

achieve throughout the castie rehabihtation. 

O f • 
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Figure 4.9. Scarpa's sketch ofthe intemal elevation in the third 
room ofthe Sculpture Gallery, with the gothic arches in the background. 

Source: Carlo Scarpa et le Musee de Verone, 39. 

In the restoration and new architecture of Castelvecchio, Scarpa formed constant 

judgments that did not seek hedonistic distinction between common and precious materia. 

He treated them equally in conformity whh their qualhies. Licisco Magagnato, the late 

director ofthe Castelvecchio Museum and Scarpa's client, said Scarpa's approach to the 

restoration ofthe Castelvecchio was more a trial and error process, where the material 

was indeed on trial: 

For Scarpa all matter is alive and can be utilized, on the condhion that h so 
works in respect of its nature and that is employed in an appropriate place. 
It can be put together, after testing it, with another material in a way that h 
produces with it, for contrast or sympathy, a harmonious relationship. He 
creates a language of nature and of hs products, that the artist must dis
cover and find again, precisely in the material, and understand that he him-
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self manipulates and transforms h (like mortar) in the liberation of hs 
inertia and hs lack of form for the design and the rationalhy.'^ 

In the instance ofthe Castelvecchio, Scarpa sought to give harmony to the conflict 

among the various phases of constmction. He undertook an archaeological labor that 

recovered original fourteenth-century brick and stone surfaces. His idea was to preserve 

the elements ofthe fortress that were original—that is, that were added according to the 

needs and styles of their time period—and selectively eliminate those that tended to dis

guise earlier appearances. He accentuated rather than camouflaged discontinuities in plan 

or elevation to acknowledge the building's history, while at the same time he added to the 

building through new interventions, precise and calculated, either to renew a surface or to 

rationalize a space (Figure 4.10). 

Figure 4.10. The new copper roof seems to slide out from under the Roman tiles 
Source: Murphy, 97. 

'^Licisco Magagnato, "Histoire et genese de la restauration du Musee de 
Castelvecchio," in Carlo Scarpa et le Musee de Verone, 29. My translation 
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In order to articulate the contrasts, Scarpa used modem materials "like concrete, 

metal, and wood [which] are...juxtaposed with the older surfaces to create intricate textual 

contrast."' Senshive to context and history, Scarpa remained receptive always to the 

potential use of materials and a modem awareness of space. A keen knowledge of 

materials and techniques was the pre-requishe for his design philosophy. In order to ally 

this with a deep understanding ofthe past, so essential in his production, he acknowledged 

the importance of emdition: 

You can't say: 'I'm modem, I'm going to use metal and plate glass.' 
Wood might be more suhable, or something more modest. How can one 
make certain statements if one isn't educated? Educated, as Foscolo says, 
'to histories,' i.e. with a broad knowledge, if there is no education in the 
things ofthe past?'* 

This need of Scarpa for histories was a basic necessity for knowing; knowing about 

cuhure, and about the ways in which the people thought and buih in the past as much as 

how they thought and buih in his time. As Pasquale Lovero explains: 

The history of architecture (of building) but also the history ofthe modes 
of production of forms (figures) ofthe given text: Scarpa drew upon these 
histories with the intent of acquiring direct and indirect knowledge capable 
of founding the practice of redesign... To satisfy his need for History 
(histories), Scarpa made use, among other things, of memory.'^ 

Scarpa had an almost total recall of Europe's works of art and of architectural 

designs whh which he was familiar. He could quote a poem or a line from a book, or 

compare the face of an acquaintance whh that of a famous portrait with the candid 

'^Chandroo Iyer, "Urban Metamorphosis," Architecture^Design (March-April, 
1991): 102. 

'^Scarpa, "A Thousand Cypresses," in The Complete Works, 287. 
'Tasquale Lovero, "Artist's Proofs (Unnumbered)," in 77?̂  Complete Works, 224 
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confidence of a tme connoisseur^^ He had to dissect the Castelvecchio to the last detail 

in order to understand it, before he started his design process in a tmly holistic approach. 

Castelvecchio's Latest Metamorphosis 

Carlo Scarpa's first commission for the Museo Civico di Castelvecchio in Verona 

was for the 1957 exhibhion "Da Altichiero a Pisanello" Licisco Magagnato was then the 

newly appointed director ofthe museum, and had vished the Palazzo AbateUis in Palermo 

(1953-54). He was impressed by Scarpa's interventions there. The architect's work on 

this fifteenth-century Palace that hosts the National Gallery of Sicily, gained Scarpa his 

first pubhc recognition, the 1962 IN-ARCH award. Magagnato later appointed Scarpa for 

the renovation ofthe east wing ofthe Castelvecchio, known as La Reggia, the oldest part 

ofthe fortress and originally the residential area. Scarpa and Magagnato agreed on two 

goals: "To clean the building of bogus decoration and to mount an exhibition according to 

the 'latest ideas on museum design.'"^' 

Scarpa's initial work in La Reggia, considered bold for the time, consisted ofthe 

removal ofthe historicist decoration and the sixteenth-century-like staircase added by 

Foriati, as weU as the digging and demolition undertaken to connect La Reggia with the 

Napoleonic gallery. These changes left the old residence in appearance very similar to 

'° Albertini and Bagnoli, Architecture in Details, 12; and Mazzariol and Barbieri, 
12. 

"Murphy, 4. 
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the original thirteenth-century, a fact that made Scarpa's subsequent work relatively 

simple. 

Scarpa's original commission was extended to involve the rest ofthe gallerv' The 

project expanded to the other side ofthe commune wall where Scarpa was confronted 

with four distinct but integrated layers of constmction: the twelfth-century commune wall, 

the thirteenth- and fourteenth-century Scaligeri fortress, the nineteenth-century 

Napoleonic and Austrian addhions, and the twentieth-century restoration by Avena. 

Scarpa's approach, instead ofthe miniaturist scope that might be assumed for his 

incisive attention to details is, on the contrary, of remarkable urban consequence. As 

Magagnato recalled, Scarpa created a typical Venetian space that concentrates and reveals 

urban characteristics ofthe lagoon city as well as some ofthe attributes of the polls of hs 

Greek forefathers: 

At the Castelvecchio, tall towers, walls, canals, reflecting pools, hedges, 
and alleyways are all interrelated, pushed back to the boundaries ofthe 
spacious lawn, and each element enhances all the others. They are set 
around a space which is not a garden but an ancient agora. A drawing of 
this project reveals the way Scarpa related the space in front ofthe gallery 
to the whole network of stmctural divisions within the rooms.^^ (Figure 
4.11). 

The archeological factor is of caphal importance to understand the work executed 

on the Castelvecchio. The key for Scarpa's first restoration ideas might be found in the 

discovery of the Porta del Morbio that reappeared as a direct consequence of his 

excavations. These were conducted because ofthe necesshy for a direct passage between 

the Napoleonic wing and La Reggia, where the exposhion "Da Altichiero a Pisanello" 
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was placed. The discovery stimulated Scarpa who regarded h as an opportunity for laying 

bare the historic elements, surfaces and stmctures ofthe monument and reorganizing it in 

a modem style. About this sort of selective interference whh the fortress's semblance, 

Scarpa commented: "If there are any original parts, they have to be preserved. Any other 

intervention has to be designed and thought out in a new way „23 
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Figure 4.11. General plan ofthe Castelvecchio, with emphasis on the 
arrangement ofthe garden. 

Source: Carlo Scarpa et le Musee de Verone, 28. 

^^Magagnato, "The Castelvecchio Museum," m The Complete Works, 159. 
^Scarpa, "A Thousand Cypresses," in The Complete Works, 287. 
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Thus Scarpa started by doing substantial but creative demolhion on the aged fort, 

particularly involving the Napoleonic additions. Thorough removals were completed to 

the west ofthe commune wall to liberate the road to the bridge, to create a new access to 

La Reggia from the gaUery rooms (Figure 4.12), and to the east, to accommodate the 

statue ofCangrande. The discovery and excavation ofthe moat by the commune wall in 

1962 prompted this demolition, leaving h incomplete in appearance from ehher side. B\ 

so doing Scarpa achieved the disentangling ofthe twelfth-century buildings from those of 

the nineteenth-century (Figure 4.13). 

Figure 4.12. Excavation ofthe Scaligieri moat. 
Source: Murphy, 89. 
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Figure 4.13. Scarpa's separation ofthe medieval tower and the Napolenic wing. 
Source: Carlo Scarpa et le Musee de Verone, 14. 

Following these subtracting activities, Scarpa added new elements to the castle, 

incorporating new materials and techniques. Licisco Magagnato placed the annexing 

labor in the Castelvecchio into two fundamental creative phases: 

One might say that the first consisted of creating supporting stmctures and 
inserting sutures between the tmly ancient sections. This was mostly done 
by laying paving (variously of cement, marble, cotto, or wood) and erecting 
catwalks, beams, stairs, load-bearing elements, and shoring for deep 
excavations.. .The second phase consisted in refining on the original 
suturing with work that in many cases gave formal and chromatic definition 
to the image as a function ofthe architectural inventions and museographic 
reuse ofthe complex. 

'̂*Magagnato, "The Castelvecchio Museum," in 777̂ ; Complete Works, 159 
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Although Scarpa acknowledged the inauthentic qualhies existent on the 

Castelvecchio (chiefly the Napoleonic wing) he decided to play a historicist game: "At 

Castelvecchio everything was fake...I decided to adopt certain vertical values, to break up 

the unnatural symmetry: the Gothic needed it and Gothic, especially Venetian Gothic, isn't 

„25 very symmetrical." In order to disturb the symmetry ofthe main facade facing the 

courtyard, he moved the entrance away from the center to the right comer. He created a 

new intemal screen that moves independently of this facade, but at the same time is 

interconnected with it by a series of elements, such as the Sacellum and the pavement that 

steps in and out in fluid movements (Figure 4.14). The new windows are also a counter

point to the Gothic ones. 

MiftMiiiillili 
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Figure. 4.14. The Sacellum comes out from the main facade ofthe Castelvecchio. 
Source: Carlo Scarpa et le Musee de Verone, 23. 

25 Scarpa, "A Thousand Cypresses," in 777̂  Complete Works, 287. 
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Another consequential decision was to create a new and more logic circulation 

system for the interior ofthe museum. As Scarpa himself explained: 

You could get to the museum from above and below, from in front and 
behind. But I said: access to the museum is going to be by just a single 
entrance—you go the whole rounds, go up to the floors above, and leave 
the same way you came in. It's a 'rational' problem: doorkeepers are 
expensive-this way h came out better. ̂ ^ 

Thus the different time periods represented in the Castelvecchio and the variety of 

materials are brought together through Scarpa's own interventions and newly placed 

materials, a procedure that creates a rich dialogue among them, a fantastic effect. This 

manipulation of styles and materials also contributes to the attainment of that animated, 

mobile characteristic pervasive throughout the work of Carlo Scarpa. Wherever the eye 

hes, it perceives motion, as Sergio Los recounts: "the pavements, as if they were carpets, 

are kept separate from the edge ofthe walls [Figure 4.15], the walls are separated from 

the ceilings, and the ceilings are subdivided. ,27 

Figure 4.15. Paving on the Sculpture Gahery ofthe Castelvecchio. 
Source: Albertini and Bagnoh, Architecture in Details, fig. 257. 

26 

27 
Ibid. 
Los, Carlo Scarpa: An architectural guide, 56. 
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Art Exhibh Design: 
The Architect and the Work of Art 

Carlo Scarpa's designs for museum and art exhibits have become a trademark of 

his opera because ofthe exquishe rapport created between architecture and art. The 

interrelation of display and architecture was an approach followed by others such as Henr> 

van de Velde in his 1954 Otterlo Museum (Figure 4.16) and by Mies van der Rohe in his 

plan for a museum in a small town (Figure 4.17). Scarpa adopted the method of 

interrelating architecture and art, paying special attention to the design of a route that 

allowed the visitor to appreciate the works of art at their best and to facilhate their keen 

appreciation. 

Figure 4.16. Henry Van de Velde, Otterlo Museum. 
Source: Klaus-Jurgen Sembach, Henry Van de Velde (New York: Rizzoli, 1989), 215 
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Figure 4.17 Ludwig Mies van der Rohe. Plan of Museum for a SmaU Chy, 1942 
Source: Phihp C. Johnson, Mies van der Rohe (New York: The Museum of Modem Art, 

1947), 177. 

The use of ingenious display devices, a rigorous attention for the placing of each 

piece in the exhibition and a masterly treatment of light are the main features of a Scarpian 

art exhibit. The Italian architect called himself a specialist, "something of an exhibition 

designer and an architect of museums' )28. 

I have a great passion for art. I have always taken care to have knowledge 
and understand. I think I have considerable critical awareness. I couldn't 
do a critical article. But I feel very strongly, in fact I'm moved by art. So I 
prefer to create museums rather than skyscrapers, although it would be 
better to do the opposite because there you can create, here you adapt and 
grow familiar whh the objects. You could say it's a kind of representation, 
not of forms, more of a way of interpreting them. 

''Scarpa, "Can Archhecture be Poetry?" in 77?̂  Other City, 17. 
'^Crippa, 152. 
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For any art exhibh design, Scarpa took time to leam and flihy comprehend each object's 

history, material qualities and form, and hs behavior under particular lighting condhions. 

He worked whh trial models or carried the object hself to try different accommodations. 

He was not afraid to reinterpret the works of art, and under his hands many were trans

formed into more intricate symbols with greater meaning than they had previously He 

had the confidence of a connoisseur with a genuine understanding and feeling for the 

cohection to be exhibited, and an ability that was recognized and experienced by the 

curators with whom Scarpa worked. Giovanni Carandente, Scarpa's associate on various 

projects, recalls Scarpa's studious analysis ofthe pieces to be exhibhed: "When he was 

called on to install an artwork, Scarpa loved, as much as possible, to cradle the object or 

painting in his hands, as if to weigh it up, gazing intensely at it, as if the sense of touch, of 

physical contact whh the work, would ensure a better effect."'̂ ' Concerning the subject of 

his study of art pieces. Murphy elaborates: 

In all his museum and exhibhion designs Scarpa patiently came to know 
and understand each object and considered its placing extremely carefully, 
the movement of light revealing form, surface and detail; the choice of 
complementary adjacent surface texture and colour; the total composition 
of sculpture and display facility—pedestals, supports, display cases; and the 
proportions ofthe overall space in which the object was placed. 

The numerous drawings that survive in Castelvecchio's archives pay whness to 

Scarpa's attention to the particular presentation ofthe works of art to be displayed; each 

piece seems to be an inherent part of hs specially tailored stand. Not only is the stand a 

'^Giovanni Carandente, "Twenty Years of Work," in 77?̂? Complete Works, 204 
"Murphy, 58. 
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complement for the work of art, but h is often a commentary on h. The supports of a 

Scarpa exhibh, their location in the room and background, are designed to show the pieces 

to then- foremost advantage while reveahng to the acute observer stories concerning them 

Both Los and Frascari have elaborated on the storytelling qualhy of Scarpa's museum 

designs. Los suggests a 'textual' approach in Scarpa's work whereby the building narrates 

a number of stories; m the case of museums, stories about the works of art. According to 

Los, this approach has two aspects. One is concemed with "the stories that the works 

tell," and the other with "the way in which these stories are told."'^ Frascari's believe here 

is even broader. He declares that "the role of architects should be to develop tales, 

perhaps even to fabricate them."'' He argues that Scarpa made use of technology and of a 

"surreal manipulation ofthe real" in order to narrate his tales: "The design ofthe museum 

is mled by the nature of both the building and the collection. The role ofthe architect is to 

interweave these elements in a meaningful and memorable way, encouraging perceptions 

and intuitions ofthe story told by the dialogue between the objects and the rooms in where 

they are located."''* The resuh, under Scarpa's skillflil intervention, is a successful 

museum that does not allow the vishor to lose interest. Each piece is revealed in a 

different fashion, at a different angle or under a different light, making its presence not 

only known but unforgettable. 

'^Los, Carlo Scarpa: An Architectural guide, 1 
"Frascari, "Cario Scarpa in Magna Graecia," 3. 
34 Ibid. 4. 
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The sculpture cohection ofthe Castelvecchio is not first rate. Although in Verona a 

tme preoccupation with the embelhshment of architecture is noticeable (most particulariy 

in churches) since the twelfth century, the ancient Veronese were more engrossed with 

warring than whh statuary. When in the thirteenth century feudal lords wanted to build 

monuments and chapels to themselves they imported sculptors from central Italy who 

created outstanding funerary masterpieces such as the statue ofCangrande I della Scala. 

The DeUa Scala mausoleum in the tiny courtyard of Santa Maria Antica in Verona is 

considered as "the most perfect group of [surviving] Gothic tombs."'^ 

Heightened by Scarpa's intervention, however, even the simplest ofthe elements of 

the Castelvecchio collection acquires dramatic effect. Sculpture and other artifacts are 

placed in asymmetrical arrangements around the rooms, standing by themselves, in groups, 

or on special showcases. Most ofthe statues placed directly in the floor or up on stools or 

special supports are located in such a way as to make eye to eye contact with the vishor, 

rendering the sculptures more human and accessible. An excellent example is the 

powerful Gruppo della Crocifissione in the fourth room ofthe sculpture gallery, 

dramatically displayed by Scarpa (Figure 4.18). The group, originally located in the 

church of San Giacomo di Tomba in Verona, dates back to the fourteenth century. The 

architect mounted the image of Christ on a black-painted, T-shaped metal cross that 

stands away from the wah. Christ's anguished face looks down to the viewer. His 

'Tord Balcarres, 77?̂  Evolution of Italian Sculpture (New York: E.P Dutton and 
Company, 1910), 198. 
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mother at His right prays and looks stoicahy resigned as she stares up at Him St. John, at 

Christ's left, directs his troubled gaze away from the dying man, down towards the 

observer. 

Figure 4.18. Gruppo de la Crocefisione, Castelvecchio. 
Source: Albertini and Bagnoh, I Musei ed esposizioni, fig. 88. 

Scarpa's architecture has been termed surreal'^ because ofthe ways in which the 

architect used his powerful imagination to envision unexpected, almost mischievous 

solutions that teU a tale in an elliptical, somewhat obscure fashion. Probably the point of 

greatest surreal and artistic expression on the Castelvecchio is the space created by Scarpa 

for the placement ofthe equestrian statue ofCangrande, which has become the epitome of 

the Castelvecchio, a synthesis of its essence. As Magagnato recaUed, Scarpa found the 

statue ofthe smiling rider "so humanly appealing and considered [h] the castle's ideal 

'^See Frascari, "The Surreal Presence of Techne and Logos in Carlo Scarpa's 
Museum," ACSA Northeast Region Annual Meeting (October, 1986); Tafliri, History of 
Italian Architecture, 1944-1985; and Duboy, "The Other Chy," in The Other City. 
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5,37 guardian and master.' Cangrande's domain, a very articulate and dynamic space, is the 

place of greatest historical complexity, where all the layers ofthe Castelvecchio come 

together: the commune wall, the Napoleonic fort, and the medieval residence, La Reggia. 

Horseman and mount grin down on onlookers like a pair of Cheshire cats hoisted upon a 

very high slab supported by a concrete column that allows the statue to be visible from 

many and unusual points throughout the physical hinerary ofthe visitor (Figure 4.19). 

Pavements of changmg shapes, colors and textures, steps and piranesian stairs, constantly 

shifting railings, and, ultimately, the apparition ofthe Cangrande statue are combined to 

create a fortuitous solution for a very complex problem (Figure 4.20). 

Figure 4.19. View ofCangrande from the level ofthe bridge. 
Source: Los, Carlo Scarpa: Architect, 83. 

37-Magagnato, The Castelvecchio Museum." m The Complete Works, 160. 
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Figure 4.20. View ofthe Cangrande Statue from above. 
Source: 77?̂  Complete Works, 161. 

Scarpa's intense study ofthe Castelvecchio and its story, as well as the 

archaeological diggings conducted by him, were essential for the architect's understand

ings ofthe building and for the planning of a design method. Scarpa approached the 

design ofthe Castelvecchio under the premises that if the building had undergone 

continual changes for the past seven centuries to accommodate the needs of hs occupants, 

there was no vahd reason why h should not change once more to adapt to the require

ments of a late twentieth-century museum. Whh this in mind, but ever respectful to 
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original parts, Scarpa set out to give new life to the museum. With a modem concept of 

space alhed with a vivid consciousness of historical occurrences, and with the imaginative 

and surreal manipulation of architectural elements in the Castelvecchio, Scarpa created a 

place for discoveries, where old an new are placed together in an playful but dignified 

way; in a manner that seems to redeem the lost or never existent connections, igniting in 

the mind ofthe visitors certain perceptions that help them read the texts embedded in the 

building. 
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CHAPTER V 

THE TWO MADONNAS 

Introduction 

In order to concretize the findings ofthe previous chapters, this chapter is 

dedicated to the analysis of an important exhibit among many by Scarpa: the layout for 

four sculptures, including two Madonnas, displayed against a two-color panel located in 

the Sculpture GaUery ofthe Castelvecchio. His creative sensitivity in displaying these two 

Madonnas is a small part of Scarpa's overah accomphshments, but he is so successful here 

that it is representative ofthe very best of Scarpa's work at all scales. 

This study will pay particular attention to the display ofthe two Madonnas located 

at the extreme vertical edges ofthe panel. The purpose of this examination is to identify 

Scarpa's design methodology through a detailed analysis of these exhibits, and to 

recognize stories and meanings expressed in the final product. This study will be 

conducted through: (1) a description ofthe room where the Madonnas are located; (2) a 

description ofthe sculptures and their supports; and (3) visual analyses of these supports 

based on Scarpa's drawings for the display ofthe two Madonnas. The methods used are 

literary and photographic research, personal observations and analyses ofthe author. The 

role of scale, proportion, and geometry in the work of Scarpa, specifically in the display of 

the two Madonnas, will be discussed in the next chapter. 
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A Description ofthe Room ofthe Madonnas 

The panel that forms the background ofthe Madonnas in question is located in the 

third room, the central room of five ofthe Sculpture Gallery at the Museo Civico di 

Castelvecchio m the city of Verona, Italy (Figure 5.1). The gallery is located on the 

ground floor of what was originally the Napoleonic barracks, where sculptures from the 

twelfth to the fifteenth centuries are exhibited in chronological order. Basically square-

shaped in plan, the rooms, in plan, have shght irregularities, mainly due to the curving of 

the north wall that fohows the shoreline ofthe River Adige. Most of these imperfections 

were corrected with the apphcation ofthe plasterwork, and the succession of rooms, 

aligned on a long axis and connected by arched entryways, give the impression of a 

rectilinear gallery. 

Figure 5.1. Plan ofthe Sculpture Gallery. 
Source: Murphy, 50. 

The entire Sculpture Gallery is iUuminated by natural hght that seems to flow freely, 

mainly from high windows located at the south facade, and also from several smaller 

openings on the north side. The light is diffused by the off-white rough plaster finish of 
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the walls, and by the pohshed floors divided in rectangles of leveled concrete edged by 

stripes of white Pmn stone. The third room ofthe Gallery is particularly well-lit by three 

rather wide Gothic arches in the south wall that had been used to mark the main entrance 

to the museum in the nineteenth-century restoration by Avena (Figure 5.2). The two-

color panel is set approximately a meter off the north wall, sufficient space to allow 

entrance to the public toilets behind. 

Figure 5.2. Extemal elevation ofthe central room. 
Source: Murphy, 83. 

Perhaps because this room used to be the main entrance, and is now the central 

room ofthe Sculpture Gallery, h was subjected to special treatment by Scarpa. In what 

appears to be an early sketch plan ofthe Gallery (Scarpa seldom dated his drawings), the 

concept of placing the toilets and the L panel in the third room had already been 

considered (Figure 5.3). 
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Figure 5.3. Early study for the arrangement ofthe ground floor. 
Source: Carlo Scarpa et le Musee de Verone, 44. 

In a more elaborated sketch, Scarpa added the extemal terrace, hs floor flowing 

through the south wall ofthe third room to form a sculpture garden, and the notion of a 

new system of waUs for the third room (Figure 5.4). 

Figure 5.4. Study for the arrangement ofthe ground floor. 

Source: Murphy, 83. 

The concept for the new southem extemal wall mnning behind the central loggia 

was developed in a drawing shown in Figure 5.5. A close examination of this drawing, a 

plan, reveals the addhion of several screens, two of which are T-shaped and placed in 

mirror image on plan. The first T panel on entering the room has its short leg ofthe T 

facing the exterior, presenting a dark, almost square face to the room, yet no sculpture 
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relates to h. Both T panels are finished in a dark stucco. Thus Scarpa intended the panel 

to block the light entering the room and contrast the panel with the Madonnas opposhe in 

color and brightness. The second T has hs short leg projecting into the space with a large 

radiator placed on each side. The other side of this panel serves as background to a small 

stone sculpture depicting three female saints, incredibly supported at eye level on a steel T 

far m excess in the size that h needs to be, but adding to the drama and visual power when 

seen from the entrance garden (Figure 5.6). 

Figure 5.5. Drawing for the floor plan ofthe third room. Sculpture Gallery. 
Source: Carlo Scarpa et le Musee de Verone, 39. 

Clearly Scarpa used these screens to bring the light into the room from above. The 

two T-shapes panels are connected by zig-zagging frameless sheets of glass. Contiguous 

to the second T panel is a glass door, no longer in use, that permitted access to the 

terrace. The lower screen system is topped by a horizontal concrete shelf that supports an 

upper screen of windows, steel-framed, elongated panes of glass of different dimensions. 
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The new wall system allows only ghmpses ofthe courtyard from this room, and regulates 

the amount and the direction ofthe light that enters (Figure 5.7). 

Figure 5.6. Paliotto in Pietra ternera, Stone triptych. 
Source: Los, Carlo Scarpa: Architect, 75, detail. 

The horizontal concrete shelf will be reflected again in the arms that support the 

two Madonnas. L-shapes and T-shapes are insistently used at all scale in this room; but 

when Scarpa's architecture is exammed as a whole, one identifies those motifs time and 

again, Scarpa's leitmotiv. 
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Figure 5.7. Intemal facade ofthe third room. 
Source: Albertini and Bagnoli, 1 Musei ed esposizioni, fig. 86. 

Figure 5.5 also displays Scarpa's design for the flooring, where the positioning of 

the strips of Pmn stone perpendicular to the two-color panel displaying the Madonnas 

seems to be dictated by the dimensions ofthe panel. Though strips of Pmn have different 
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centers, they coincide with precise elements ofthe panel; the left hand panel sits astride the 

Pmn strip; the recessed metal step is the same width ofthe Pmn strip; and the right-hand 

edge matches the left hand edge of hs Pmn strips. 

A Description ofthe Sculptures and their Supports 

For the purpose of supporting the hypothesis stated in this paper, it was 

indispensable for the researcher to develop a clear knowledge ofthe two statues (as did 

Carlo Scarpa prior to design) and theh- display before analyzing them in depth. The 

foUowing section constitutes a detailed description ofthe display, the two Madonnas, their 

metalhc supports, and their singular layout. 

The central room ofthe Sculpture Gallery hosts sculptures from the fourteenth 

century (Figure 5.8). Outside the room, against one ofthe two screen walls and over two 

steel columns forming a T-shaped support there is the triptych known as Paliotto in Pietra 

Tenera (Figure 5.6). Inside the room there is the panel, finished in two striking colors of 

stucco alia veneziana (Figure 5.9). It faces south, thus capturing the light and shining like 

bright Byzantine mosaics. So vibrant is this backdrop that it seems to transmit new life to 

the two Madonnas and the two bas-reliefs in between, and also to the two largest statues 

in the room: a Madonna Adorante set on a high stool, and the Nicchione con San 

Giorgio, placed against the west wall (Figure 5.10). In a very Scarpian gambh 

characteristic of his wry sense of humor, the architect transforms the mundane into the 

sublime as the panel cleverly disguises the entrances to public toilets. 
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L-shaped in plan, the panel is a very stable concrete and steel-stmctured screen, 222 

cm high, and bordered by a steel frame. The long side ofthe panel is divided into two 

sections: approximately three-quarters of it, 416 cm in length, is finished in red colored 

stucco, and the remaining section, 136 cm in length, is coated whh white stucco. The 

steel-framed sections ofthe wall are separated by a recessed metal plate 8 cm wide. The 

short leg ofthe panel that tums at a right angle to the left ofthe observer is 74 cm long, 

and is also finished in white stucco. In the placing ofthe figures and the proportioning of 

the colors, one sees a Gothic avoidance of symmetry at work. Water infiltration from the 

bathroom or perhaps efflorescence, has damaged the red stucco work in the central area 

near the bottom ofthe wall, a 'happy' accident which confers a more wom look to the 

panel that complements the medieval sculptures and age ofthe room. This is perhaps the 

reason why the stucco has not been refinished. 

1. Madonna col bambino 
2. Adorazione 
3. Crocifissione e Santi 
4. Madonna incoronata 
5. Madomm adorante 
6. Palioiio in pietra ternera 
7. Nicchione col San Giorgio 

Figure 5.8. Plan ofthe third room ofthe Sculpture Gallery 
Source: Researcher's variation on drawing by Murphy, 51. 
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Figure 5.9. The Two-color panel in the third room, Sculpture GaUery. 
Source: Villa "Palazetto," 91. 

Figure 5.10. Madonna Adorante to the left and Nicchione col San Giorgio to the right. 
Source: Albertini and Bagnoh, I Musei ed esposizioni, fig 31, detail. 
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When visitors approach the arched entrance of this room their eyes are attracted to 

the taUer ofthe two Madonnas located at the far end ofthe panel, surrounded by the white 

stucco background, and then become aware ofthe two-colors ofthe panel as it gradually 

becomes exposed. Thus the sense of negotiating the Gallery in a clockwise route is 

estabhshed hnmediately and is the correct way of viewing the panel, as wiU be described. 

Free-standing to the left ofthe intemal comer ofthe panel is the stone statue known 

as Madonna col bambino (Figure 5.11), approxhnately 75 cm in height and 28 cm in 

width. Smihng shghtly, this Madonna is very matemal, balancing her child against her 

protmding hip. The dehcate curving posture of this Virgin is accentuated by the elegant 

folds of her gown and veil. Her cape is secured at her breast by a brooch in the shape of a 

flower. The statue has suffered severe damage through the years: the Infant Jesus has lost 

His head and arms, the Virgin is missing a hand, and the figure in general is chipped here 

and there. The Madonna col bambino, held away from the panel by her metal support, is 

mdependent ofthe white surface ofthe stucco panel behind her and to her left so that she 

is always viewed against a white background (Figure 5.12). The whiteness ofthe plaster 

work sets off the yeUow hue ofthe statue's stone. The support, a steel brace which acts 

as an abstract arm, comes from behind the panel as if from the past, bringing the Madonna 

to the present. The plate that supports the statue has an irregular polygonal shape and is 

welded to a small horizontal support at hs bottom and to the top ofthe support. The 

support of this Madonna is attached to the panel's metal frame at the edge by five bohs 

arranged in a column of three and another of two (Figure 5.13). 
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Figure 5.11. View ofthe Madonna col bambino parallel to the panel. 
Source: Albertini and Bagnoli, I musei ed esposizioni, fig 136. 
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Figure 5.12. View of the Madonna col bambino against the white stucco. 
Source: Los, An architectural Guide, 59. 

Figure 5.13. Bolts in the support of the Madonna col bambino. 
Source: Albertini and Bagnoli, I musei ed esposizioni, fig 136, detail. 
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To the right of the Madonna col bambino and in front ofthe red-colored stucco 

stand the stone fragments ofthe Adorazione, a relief depicting an Adoration scene, 

approximately 56 cm tall and 82 cm wide (Figure 5.14). A haloed Virgin Mary is seated 

on a wide bench, a throne perhaps, with the Infant Jesus, also bearing a halo, sitting 

between her legs, holding a closed book against His body. Both Mother and Child gaze 

straight ahead in proud detachment. Two angels standing at their back hold up a veil as if 

to enfold Mother and Son. To the left of this group a male figure dressed in medieval 

garments bends down in prayer, adoring the Infant Jesus. 

Figure 5.14. Adorazione, bas-relief 
Source: Albertini and Bagnoli, I musei ed esposizioni, fig 133, detail 

Next to this relief is the Crocefissione e Santi, a cmcifixion bas-relief in stone, 

(Figure 5.15) approximately 74 cm tall and 48.5 cm wide, portraying Christ on the Cross 

whh the Virgin Mary to His left with raised eyes, praying. John the Evangelist to His 

right, turns sadly away. A skull lies at the base ofthe Cross, the empty eyes directed 

towards Mary. A rolled scroll is pinned to the top ofthe Cross bearing the I.N.R.I. 

inscription, reputedly written by Pilate, that represent the four inhial letters ofthe Latin 

147 



words, Jesus Nazarenus Rex Judaeorum, "Jesus of Nazareth, Kmg ofthe Jews." The 

Crocefissione e Santi is attached to the panel by a metal frame. 

Figure 5.15. Crocefissione i Santi, bas-relief 
Source: Albertmi and Bagnoli, I musei ed esposizioni, fig 133, detaU 

The statue known as Madonna incoronata col bambino che tiene un cartiglio 

(Figure 5.16), located at the right edge ofthe long side ofthe panel is of about 50 cm in 

height and 20 cm in width. This matronly, crowned Virgin is seated rather stiffly on a 

throne of carved roses, her veU and garment falling around her in graceful folds, the Infant 

Jesus sitting on her lap. The Child is looking up at His mother. His left hand pulls at her 

veil. His right grasps an unfurling scroU. The precious ivory of this figure makes a 

lustrous contrast against the bright-red ofthe plaster at her back and the flat black of her 

metal support, another abstracted arm. The support for this Madonna varies in size and 

direction as it transforms from arm to hand, the steel platform where the sculpture sits. 

The variations in dimension are marked by 'breaks' in the elevation ofthe support (Figure 

5.17). Two three-quarter brass rings can be seen at the comers where these breaks occur. 
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The support is attached to the frame ofthe panel by four bohs, two columns of two on the 

narrow side ofthe support, and by two more bolts at the front edge, set close to each 

other (Figure 5.18). 

Figure 5.16. View of the Madonna incoronata. 
Source: Los, Carlo Scarpa; Architect, 87. 
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Figure 5.17. Front view of the Madonna incoronata. 
Source: Albertini and Bagnoli, I musei ed esposizioni, fig 135. 

Figure 5.18. Bohs in the support of the Madonna incoronata. 
Source: Los, Carlo Scarpa; Architect, 87, detaU. 
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Analvses and Interpretations 

The Drawings 

For Carlo Scarpa drawing was a most powerful study and design tool as 

mentioned earher m this document. Lecturing to his students, he explained: "I want to 

see things, I don't tmst anything else. I place things in front of me, on the paper, so I can 

see them. I want to see, therefore I draw. I can see an hnage only if I draw h."' But even 

more, the act of drawing was part ofthe program that Scarpa rigorously included in the 

constmction process. As Los elaborates, drawing is the tool that both helps to state the 

problem and to find possible solutions: the "[d]esign process is becoming aware of reality 

both in the stating ofthe problem and in hs solution. Each solution is not an idea 

contained by a form, the form hself is an idea. The thinking of solutions is the thinking of 

form."^ 

The surviving drawings for the display ofthe Madonnas bear witness to Scarpa's 

interest not only in the aesthetic presentation ofthe pieces of art, but also in the 

constmcting and constming of their supports' Investigating possible positioning ofthe 

two Madonnas, Scarpa produced a series of sketches in which the issues that concemed 

him are revealed. The disposition of these sculptures on the panel is very similar to 

Scarpa's arrangement of paintings on walls or panels for exhibition (Figure 5.19). 

'Los, Carlo Scarpa, Architetto Poeta (Venice: Cluva, 1967), 17. 
^Los, Carlo Scarpa: Architect, 17. 
'By 'constmcting' h is meant the act of building, and by 'constming' to adduce or 

explain the meaning of something. For a discussion see Frascari (Monsters, 12). 

151 



Figure 5.19. Scarpa's study for the installation of a panel, Gallerie della'Accademia. 

Source: The Complete Works, 158. 

A drawing ofthe front elevation and plan for the entire panel (Figure 5.20) shows 

all the pieces located similarly to their final positioning. Two lightly traced, parallel 

horizontal lines mn through the drawing, one along the top ofthe head of the Madonna 

col bambino, the other along the bottom of her base. The top of each relief is aligned whh 

the upper line, and the bottom ofthe Adoration relief and of the Madonna incoronata 

with the lower line. Thus Scarpa gives balance and order to the composhion. Scarpa's 

sketched figure indicates the human scale ofthe design, while her pop-eyed stare and huge 

glasses underline the fact that these pieces are to be set at eye level. 
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Figure 5.20. Scarpa's study ofthe two-color panel. 
Source: Carlo Scarpa et le Museee de Verone, 40. 

Among the pubhshed drawings and sketches studied in this thesis there is none 

indicating the means of support for the fragments ofthe Adorazione. In Scarpa's study 

for the panel, as Ulustrated by an enlarged detail in Figure 5.21, the only indication of a 

support for the fragments are the five dots drawn on top ofthe sculpture, but the supports 

for this relief are not visible in the actual display. 

The study illustrated by Figure 5.20 also demonstrates Scarpa's marginalia, since 

the elevation and plan ofthe panel are surrounded by several small sketches of details. 

The Crocefissione relief in the actual panel is enclosed by a heavy steel frame. One ofthe 

sketches alongside the drawing ofthe panel is the plan for the metal support ofthe 

Crocefissione, consisting ofthe frame with two hooks at the long sides, presumably to be 

embedded in the concrete ofthe panel, and plates perpendicular to the frame, bolted to the 

panel (Figure 5.22). 
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Figure 5.21. Scarpa's study ofthe two-color panel, detaU of Adorazione. 
Source: Albertini and Bagnoli, I musei ed esposizioni, fig 134, detail. 

^m 

Figure 5.22. Scarpa's study ofthe two-color panel, detail of support for the Crocefissione. 
Source: Carlo Scarpa et le Museee de Verone, 40, detail. 
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For the supports ofthe two Madonnas different sketches were produced alongside 

the drawing ofthe panel, and also on separate sketches. Figure 5.23 contains next to the 

Madonna col bambino two sketches dealing with the constmction of her support. The 

lower sketch, the plan ofthe support, shows that the panel frame is a channel joined to the 

support with bolts at two different points. The other drawing is an axonometric sketch 

that shows an auxiliary connection between the support and the frame ofthe panel. 

Figure 5.23. Scarpa's study ofthe two-color panel, detail of support for the 
Madonna col bambino. 

Source: Albertini and Bagnoh, I musei ed esposizioni, fig 134, detail. 
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The solution of a support bohed in two places was abandoned in favor of a 

cantilevered support attached to the far edge ofthe panel. These drawings and the 

resuhing design show Scarpa's continual intention of liberating the Madonna col bambino 

from the wall as much as possible. A vertical arrow projecting downwards from the plate 

in the axonometric sketch recognizes the realhy ofthe momentum created by the weight 

ofthe Madonna. In both the axonometric sketch and the drawing ofthe support against 

the panel, Scarpa added a small metal remforcement at the bottom ofthe plate that holds 

the statue. The proposed rectangular base was replaced by one whose polygonal form 

loosely foUows the shape ofthe base ofthe statue (Figure 5.24). 

Figure 5.24. Support for the Madonna col bambino. 
Source: Murphy, 58. 

156 



Another set of Scarpa's drawings for the Madonna incoronata, Ulustrated m 

Figure 5.25, show his studies for securing the support ofthe precious ivory figure to the 

panel. As whh the stone Madonna, the support is bohed to the channel frame ofthe panel 

in front and at the side. A couple of 'transparent' drawings reveal a small piece of metal 

embedded in the panel frame and secured with two bohs that show in the front ofthe 

support. The plate that supports the Madonna is a perfect square, only slightly bigger than 

the base ofthe statue, and welded to the rest ofthe support. 
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Figure 5.25. Scarpa's study for the support of the Madonna incoronata. 
Source: Murphy, fig. CI8. 
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Scarpa usually investigated exact specifications for colors on site or sometimes 

referenced from a painting.'* For the Madonna incoronata, as shown in Figure 5.25, he 

drew a quick sketch ofthe statue, her metal support firmly colored in black, and vigor

ously traced Imes in red crayon defining the plastered screen at her back. The final result 

exhibhs this fierce contrast between the ivory ofthe statue and the bright red ofthe 

plaster. The black metal support and frame not only make the figure stand out, but also 

emphasizes the different hues and shades ofthe sculpture, and cleariy defines the boundary 

which contains the figures. 

The Sculptures 

Scarpa's architecture embodies textual content which narrates the stories inherent 

in his work. Considering that Scarpa was a Catholic, and a connoisseur besides, h is 

logical to believe that he would do more than display rehgious sculptures in a superficial 

aesthetic fashion, for he declared: "I come from a devout Roman Catholic family. I do 

not practice, like almost everyone, you see? Many of us forgot the religious instmction 

we had as children, yet there is stUl a moral background deeply inside of us which 

remains."^ The colored panel can be considered as an educational tool, like the walls of a 

medieval cathedral where episodes from the Bible are narrated through sculpture, 

frescoes, and stained glass to instmct the illherate masses, except that the impact of 

'*For instance, the colors ofthe interior walls ofthe Banca Popolare di Verona are 
all derived from paintings by Marc Rothko and the floors ofthe Torresino chapel in 
Padova from another by Paul Klee. 

'Scarpa, "Can Architecture be Poetry?" in 77?̂  Other City, 19. 
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niches, columns, arcades, and cornices has been achieved through color alone, not 

modeling. 

What ofthe two Madonnas? There are two recognizable sinularities: they both 

hold a draped Child Jesus and they both wear crowns. The image of Mary holding the 

Infant Jesus in Christian art was fuUy develop in the fifth century (Figure 5.26). In that 

era, the Madonna and Child icon represented not only the ideal Mother, but particularly 

Mary as Theotokos, from the Greek for "God-bearer," or "Mother of God." 

Figure 5.26. Nino Pisano, Virgin and Child, Santa Maria Novella, Florence. 
Source: Pope-Hennessy, fig. 54. 
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Both the Madonna col bambino and the Madonna incoronata are crowned, which 

represents three circumstances: her royal lineage (Joachhn and Anna, the parents of Mary, 

were from the royal house of David), her victory over human sin (she was conceived by 

divine intervention and free of original sin to prepare her to be Mother of God), and, most 

evidently, her crown symbolizes her station as Regina Coeli, or "Queen of Heavens." This 

last tradhion comes from The Golden Legend, loosely based on an episode in the life of 

King Solomon (I Kings 2:19) when, after his coronation, he was vished by his mother 

Bathsheba; "the King rose to meet her, and bowed himself unto her, and sat down on his 

throne, and caused a seat to be set for the king's mother; and she sat on his right hand." 

The Golden Legend narrates that after Christ's death the Virgin Mary prayed to be 

delivered from life. Her death, which is called 'dormition,' was followed (three days later) 

by the Assumption of her body into Heavens, where she was reunited with her soul, 

enthroned and crowned Queen of Heavens by the Trinity. 

The Madonna col bambino is a variation ofthe Regina Coeh image in that Mary 

was shown invariably seated untU the end ofthe thirteenth century. The standing 

Madonna, stiU crowned and holding the Divine Child on her left arm (Figure 5.27), was 

introduced in the fourteenth century and usually placed on top ofthe central door ofthe 

church, foUowing the biblical text: "I am the door; by me if any man enter in, he shall be 

saved."^ The configuration of the Madonna col bambino complies whh the Gothic 

stmcture's sinuously emphasizing body posture and is meant to be viewed from several 

^See Anna Brownell Jameson, Legends of The Madonna (London: Hutchinson & 
Co.), 154. 
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directions. Since the statue is missing several parts, h is safe to assume that some ofthe 

important theological content was lost with them. For instance, h is very common that a 

crowned Virgin holds a scepter in her right hand. The Madonna col bambino has lost this 

hand and probably the scepter. But this cannot be proved. Her Child has no head or 

arms. It was customary at that time that the Infant held in this fashion would have His 

hand up in blessing or holding symbohc objects such as a book, a globe, a bird, a flower, 

etc. We cannot know what this Child was doing, so the viewers are forced to use their 

imaginations. 

Figure 5.27. La Madonna di San Brizio, Orvietto Cathedral. 

Source: Jameson, 153. 

Besides the crown, the one outstanding symbol remaining to the Madonna col 

bambino is the wom brooch that holds together the cape at her breast, shaped as either a 
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hly or a rose. The Lilium candidum is the most common symbol ofthe Virgin Mary, a 

sign of virginity and of purity, and also ofthe Virgin's Immaculate Conception. The fleur-

de-hs, a variety of lily, is the emblem of royalty and is therefore given to Mary as Queen of 

Heavens. A rose, especially a white one, is a symbol of Mary's attributes of innocence 

and virginity, and a thomless one particularly represents her as the second Eve. The 

heraldic rose, known as the Mystic Rose, is also a common symbol ofthe Virgin. 

The Madonna col bambino, with her smiling face and jauntier stance, is striped of 

the symbols that would probably identify her as Queen of Heavens. She reminds more of 

the hnage ofthe Madonna Amabilis or "Mother Worthy of Love" where Mary lovingly 

holds the Divine Child, rejoicing in her motherhood, but especially recognizing the Child 

she embraces as her God and her Savior. 

The Madonna col bambino, because of her rather 'earthly' appearance, might have 

been considered by Scarpa as the Mater Amabilis, and not as a Queen of Heavens. She is 

placed at the left edge ofthe panel flirthest into the room. One has to 'joumey' to read 

the sequence correctly. This, the researcher suggests, is the starting point ofthe panel. 

The Madonna col bambino symbolized the door through which Christ enters the worid. 

She is placed against the white section ofthe panel, white the symbol of innocence of soul, 

purity, virginity, faith, and holiness of life, as many biblical references suggest, for 

instance: "Wash me, and I shall be whiter than snow" (Psalm 51:7). White is also the 

color of Christ 'the light ofthe world,' and the liturgical color for joyous feast days such 

as Christmas, Easter, and Ascension. 
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To the left ofthe Madonna col bambino are the two rehefs. Bas-reliefs in general 

are usually stationary. All such rehefs must be viewed from the front. Commonly, they 

recognize some architectural feature such as a door or architrave, are applied to a font, 

pulph, altar frontal, or complement other sculptures in the vicinity. 

In the Castelvecchio exhibh under discussion the fragmented Adoration relief 

resembles aMajestas dominus, or Christ enthroned in Heaven, but because ofthe kneeling 

figure h is more probably an Adoration. The adorante could be one ofthe Magi that came 

from distant lands to adore the Child. Because of his medieval garments, he is more likely 

to be the artist's patron or donor. This motif was introduced during the fourteenth 

century as an act of thanksgiving for deliverance from the plague or victory in war, and, 

besides the donor it often includes his family and patron saint as participants in the scene, 

kneeling before Mary's side, or joining in the adoration ofthe Child. ̂  The identity ofthe 

adorante is in fact irrelevant since the concept behind the Visitation ofthe Magi is the 

manifestation of Christ to the GentUes, the diffusion of Christianity to aU people (Figure 

5.28). In many Adoration scenes Mary holds the Child upright to show him to the world. 

Both Mother and Infant look straight ahead, rather serious and unsympathetic to all the 

attention given them, while the Child holds in His hand a closed book, a sign of His role as 

teacher, and if perceived as the Old Testament, the prophecies of His passion and death. 

^ James Hall, Dictionary of Subjects and Symbols in Art (London: Fakenham and 
Reading, 1974), 108. 
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Figure 5.28. Diego de Velazquez, Adoration of the Magi, Galeria del Prado. 
Source: Henri Gheon, Mary Mother of God, trans, by Yetta Arenstein and Ehel Duncan 

(Chicago: Henry Regnery Company, 1966), 104. 

The Adoration relief is placed in front ofthe red section ofthe panel. Red, the 

color of blood, is usually associated whh emotions and is therefore symbolic of both love 

and hate. Because it is the color of fire, red is used during the Church's season of 

Pentecost, the feast ofthe coming ofthe Holy Ghost. As a symbol of blood it signifies the 

life-giving potential ofthe menstmal cycle, in this case, the Virgin's. For Christ, red 

signifies the sacrifice of His life, and the life-sustaining energy present in the Eucharist. 

An ambiguous symbol, red also represents fervor, holy zeal, youth, or martyrdom. The 

red ofthe panel appearing with the Adorazione signifies Christ's imminent fate, suffering, 

death, and resurrection. 
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The Crocefissione alongside has survived much better though its subject is more 

cmde and exphcit. It shows Christ in aU the cmehy associated whh His Passion: saving 

humankind through the uhimate sacrifice. Mary also suffers at the pain of her Son, and 

John's sorrowful look appeals to the spectator for understanding. A skuU, sign of death 

and ofthe transhory nature of hfe on earth, hes at the base ofthe Cross referring to the 

meaning ofthe word Golgotha, "the place ofthe skull." A skull at the Cmcifixion site 

also refers to Adam whose grave is identified by oriental legends ofthe Cross^ with the hill 

ofthe Golgotha, and is also a sign of Christ's death for the redemption ofthe original sin 

committed by Adam (Figure 5.29). This belief derives from Romans 5, 12-19, and more 

specifically from I. Corinthians 15, 21 ff., 45-7: 'Tor as in Adam aU die, even so in Christ 

shall all be made alive." This offering is repeated through the celebration ofthe Eucharist, 

in the presence of his body and blood. 

To close the cycle ofthe panel, the other free-standing sculpture, the Madonna 

incoronata, is poised at the end ofthe panel opposhe to the Madonna col bambino, and 

to the right ofthe observer. The ivory figurine is strongly frontal, obviously meant to be 

set flat against a waU or in a niche. This type of image showing the Madonna sitting on 

the throne similar to Solomon's, first appeared around the year 1200. The throne is 

described in I. Kings 10, 18-20: 

Moreover the King made a great throne of ivory, and overiaid h with the 
best gold. The throne had six steps, and the top ofthe throne was round 

^Apocryphal writings. See Gertmd Schiller, Iconography of Christian Art, Volume 
2 (Greenwich, Connecticut: New York Graphic Society LTD, 1968), 130. See also 
George Ferguson, Signs & Symbols in Christian Art (London: Oxford University Press, 
1954), 50. 
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behind; and there were stays on either side on the place ofthe seat, and two 
lions stood beside the stays. And twelve hons stood there on the one side 
and on the other upon the six steps; there was not the like made in any 
kingdom. 

The image ofthe throne of Solomon contains a number of typological and dogmatic 

meanings. King Solomon personifies etemal wisdom and thus identifies whh Christ, but 

the image also bring echoes ofthe Queen of Sheba whose image, together whh 

Solomon's, was regarded as a prefiguration of Christian bridal symbolism. This 

symbohsm was based on a reinterpretation ofthe Song of Solomon, and concems the 

relationship between Christ and the Church. 

ith 
Figure 5.29. Christ on the Cross, Mary and John, Mosaic, 11 century. 

Source: SchiUer, Vol. 2, 342. 

'Schiller, Vol. 1, 19. 
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Also identified with the Church as the House of Wisdom in the eleventh and 

twelfth centuries is the crowned female figure whh a scepter in her hand. Since this figure 

was also associated with the Virgin Mary from the mid-twelfth century, this image was 

merged with that of Mary symbolizing the House or the Seat of Wisdom, the Temple of 

Solomon, and Mater Ecclesia, "Mother Church." In portrayals ofthe Virgin as Sedes 

sapientiae or "Throne of Wisdom," Mary is enthroned, serving as the seat of power for 

her Son (Figure 5.30). 

Figure 5.30. Sedes Sapientiae, Museo deU'Opera del Duomo, Florence. 
Source: Pope-Hennessy, 32. 
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As Mater Ecclesia, the images of Ecclesia-Sponsa, the Church as the mystical 

bride, show expressions of Divine love between Christ as Sponsus and a crowned woman 

as Sponsa, expressions that were transferred to Christ and His Mother. This similar 

images are based on interpretations ofthe Old Testament where the Mother ofthe 

Messiah is named "House of Gold, Ivory Tower, Throne of Wisdom,"'^ etc. Through the 

centuries they merged together into a crowned and enthroned Virgin holding her Child, 

the Regina Coeli, as seen in the Madonna incoronata. 

The ivory of this Madonna is a precious material, very appropriate to represent the 

dignity of Queen of Heavens. Ivory is the material mentioned in the Bible for King 

Solomon's throne, and is itself a symbol of purity and moral fortitude because of its two 

outstanding qualities, whiteness of color and firmness of texture." 

The two colors of this panel, seen together, are rich in tradhional Christian 

symbolism. In Byzantine iconography, two streams of fluid flowed from Jesus' wounded 

side, one white and the other red. These denoted water and blood as color symbols ofthe 

Christian tradition, baptism, and Eucharist respectively. In medieval art, white and red 

streams signified the life ofthe spirit and the life ofthe body respectively. 

The Metal Supports 

At first inspection each ofthe supports ofthe two Madonnas suggests the shape of 

an abstracted arm which tums through several right-angle bends from the side ofthe panel 

'^Gheon, 25. 
'Terguson, 42. 
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where h is attached to the fore as if bringing the figures from the past to the present. The 

sections of these supports vary in size as they come forth, as the human arm changes from 

the shoulder to the hand. These variations are marked by sudden breaks in elevation or 

plan (Figures 5.31-5.32). At the extreme end from their attachment to the panel, steel 

plates (hke open palms) hold the statues. Licisco Magagnato saw in each a particular 

corporeal gesture of Scarpa: "His hand, or rather his arm, that shows to the eye (to his 

own, before to ours) the work to be exposed." 

Figure 5.31. Researcher's cardboard model ofthe support for the Madonna col bambino. 

'̂ Licisco Magagnato, 'Tlistoire et genese de la restauration du Musee de 
Castelvecchio," 26. My translation. 
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Figure 5.32. Researcher's cardboard model ofthe support for the Madonna incoronata. 

Frascari considers the Madonnas as offerings, where the most precious statue, the 

Madonna incoronata, is the "rich man's offering" and the more modest one, the Madonna 

,13 col bambino, "the poor man's offering." The rich man, conscious of his valuable, ivory 

oblation, carries h safely and proudly, pressed against his body as to guard it against a fall, 

the base ofthe statue secure on the palm of his hand. The poor man, humble by nature 

and aware ofthe unassuming materiality of his stone figure, candidly extends his hand to 

deliver his offering, seemingly unconcemed by hs precarious balance. Incidentally, the 

"Marco Frascari, conversation whh the researcher, 12 April 1996, Lubbock, 
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same mstability is presented at a larger, more surreal and dramatic scale elsewhere in the 

Castelvecchio, in the positioning ofthe Cangrande I deUa Scala statue (Figures 5.33) on 

its concrete, cantilevered support. The angle ofCangrande I to hs support approximates 

the angle ofthe steel cut away from the supporting plate of the Madonna col bambino 

Figure 5.33. Cangrande statue, sitting precariously on hs concrete support. 
Source: Paolo Monti, Progressive Architecture 5 (May 1981): 120. 

Texas, College of Architecture, Texas Tech University. 
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The shapes ofthe supports, and their positionmg on the panel are in accordance 

whh and balance each ofthe figures they hold. The outstretched steel arm that offers the 

Madonna col bambino freely to the viewer expresses her 'mobile' stance, her slightly 

smihng face, and gorgeous folds of her garments (Figure 5.34). It "demands to be seen 

both from the front, by the direction ofthe head, and the sides, by the presentation ofthe 

,14 body and folds of cloth to the light," Murphy notes. The cantUever renders the statue 

autonomous ofthe wall while assuming the benefits ofthe color, support and protection of 

the panel. 

Figure 5.34. View of the Madonna col bambino. 
Source: Los: Cario Scarpa: Architect, 86. 

14 Murphy, 6. 
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The metal arm emphasizes the text content ofthe statue, connected to the panel at 

one point, suggests Christ's entrance into the world. The folding ofthe panel suggests the 

visual concept ofthe Savior being embraced by His mother, and by the worid. The 

irregular shape ofthe brace that holds the Madonna col bambino acts also as a reflection 

ofthe wom state ofthe sculpture. It reminds that, for all her holiness, this Virgin is still an 

earthly being. The fragmentary quahty ofthe support is accomphshed by the ensemble of 

different sizes and shapes of metal in contrast whh the more fluid fluctuations incorpo

rated into the design ofthe support for the Madonna incoronata. 

With regard to the Madonna incoronata, her subtly changing and rectangular 

shaped support reflects her solemn countenance and static posture, while at the same time 

the support acknowledges that the image demands to be seen from three sides (Figure 

5.35). As Murphy explains, whenever a statue needs to be seen in the round, Scarpa 

placed them so as to "entice the visitor off the axis moving between and amongst them."'^ 

With the Madonna incoronata, the carving at her back is not elaborate so the statue is 

placed close against the wall, like the stone reliefs at her right side. 

The support of this Madonna also differs from the other in that h has a three-

quarter brass ring inlaid at each intemal comer. This detail, a motif of Scarpa's that is 

used in several different ways elsewhere in the museum and in other projects (Figures 

5.36-5.37), has the distinction of producing clean cut saw edges at intemal comers. Here, 

h raises the quality ofthe detaihng and therefore emphasizes the value ofthe material and 

carving of the Madonna incoronata, and her heavenly attributes. 
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Figure 5.35. Researcher's sketch of the Madonna incoronata. 
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Figure 5.36. DetaU of a drawing for Cangrande's bridge. 

Source: Murphy, 104. 

'^Murphy, 60. 

174 



Figure 5.37. Metal support ofthe courtyard ofthe Banca Popolare di Verona. 

Photograph: Tom Lauer. 

Scarpa's regard for craftsmanship and acceptance ofthe dictum "God is in the 

detail," is clearly demonstrated here. He "acknowledges and celebrates the process of 

making, that is the necessity for the craftsman to driU a hole at this point as a destination 
,16 for his saw." When the saw approaches the hole, there is a variation in sound that 

indicates to the artisan that he should slow down and prepare to stop before going beyond 

his cut hne. At another level, it can be said that this delicate detaU underlines the articula

tion ofthe support as it undergoes its gradual metamorphosis. As Dal Co suggests: "The 

break demands attention and observation to focus on it and on the seemingly incomplete-

,17 18 ness ofthe fragment." For Louis Kahn "omament is the adoration ofthe joint" in the 

"Ibid., 62. 
'̂ Dal Co, "The Architecture of Carlo Scarpa," in 77?̂  Complete Works, 34. 
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work of Carlo Scarpa. In agreement with this concept, Sergio Los remembers how 

Scarpa often described the dissociation of elements as his most elemental way of 

approaching the design process: "This dissociation was not an intentional breach ofthe 

mles, but h was the only way he could introduce the joints which justified omamentation 

without tummg his back on the modem movement."'^ The mference here is that rather 

than making use ofthe breaks in the support of the Madonna incoronata to introduce a 

token of omamentation—the brass rings—the breaks demand and generate the 

omamentation. 

The steel arm that holds the Madonna col bambino seems to elevate her because 

the plate holding the statue is attached to the highest part ofthe arm. Contrariwise, the 

support of the Madonna incoronata gives the impression of lowering the statue, as the 

plate holding the Madonna is welded to the lowest part ofthe arm. This situation has an 

explanation in the theological nature ofthe two Madonnas: The Madonna col bambino is 

a very earthly personage who looks up to Heaven, is being raised up, while the Madonna 

incoronata is a celestial being, the Queen of Heavens who looks down on us, who is being 

offered to mankind from above. 

Scarpa did not add brass rings to the support of the Madonna col bambino; she 

has yet to reach the status of Queen of Heavens and is therefore supported by more basic, 

earthly details. This support does not have noticeable breaks in the elevation, probably 

because it would have compromised the thmsting nature ofthe statue. The breaks in 

'^Louis I. Kahn in "Carlo Scarpa," A catalog pubhshed by the Accademia Olimpica 
for the occasion ofthe exhibition ofthe work of Carlo Scarpa, Vicenza, 1974. 
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elevation presented in the Madonna col bambino are not nearly as conspicuous as in the 

ivory Madonna, thus there is no place for omament here. 

A closer look at the support of the Madonna incoronata reveals that it has a 

rougher finish than the support of the Madonna col bambino. One can stiU see the traces 

ofthe emery wheel over hs surface; the three-quarter holes could also be seen as holes left 

by previous perforations, as if the support was some old device which Scarpa was reusing 

hnaginatively, a recycling process that is common practice m Italian vemacular buUding. 

That the support ofthe most refined and better preserved Madonna is the more unfinished 

might be a way m which Scarpa compensates the v^om Madonna col bambino. It might 

also be that the Madonna col bambino is yet untouched by suffering, her support more 

pohshed, and that the Madonna incoronata had passed through the trauma of seeing her 

Son tortured and cmcified, and therefore her support shows more damage, or that she no 

longer needs the special mystical support as she is now Queen of Heavens. 

Possible interpretation are legion, but the fact remains that in this newly created 

microcosm ofthe two-color panel and four sculptures many texts are being generated and 

stories revealed. It is here where architecture is also text that pleasure, solace, stimula

tion, or wonder occurs. Scarpa achieves this at the macro and micro scale. This is why he 

is a great designer. 

The panel has one more function: it screens the pubhc toilets so thoroughly that 

one might not find them unless one asks. That Scarpa tumed the solution for totally 

fiinctional problems into a meaningful part ofthe Castelvecchio exhibit is not surprising, 

' \ o s . Carlo Scarpa Architect, 16. 
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but the exceUence ofthe resuhs is amazing. It is the ephome of Scarpa's twofold 

visualization of architecture as functional solution and poetic design: an architectural 

device that screens the lavatories and also exhibits art is equally as meaningful as an art 

exhibh which screens the lavatories. On one side the subject is heavenly, on the other 

nothing could be more earthy. 

The distribution ofthe sculptures on the panel is not only fortunate in the sense of 

harmonious composition and color, but because they fall in place like a finished jigsaw 

puzzle forming a complete story. Scarpa was not a practicing Cathohc but the strict 

upbringing under that faith imposed by his father accompanied him throughout his life. Its 

teachings resurface in his architecture, well exemplified by the signs and symbols 

contained in his design for this exhibit, and for the Brion Tomb, two clearly different 

functions and scales. 

The materials selected for the display ofthe Madonnas simply tell tales of past and 

present: the luminous stucco, colored whh the hues ofthe River Adige mnning nearby, are 

installed with techniques as old as the Roman mins laying undemeath the castle; the steel 

that frames the panel and also the strong arms that carry the offerings also have a temporal 

quality as they bring the Madonnas from the past to the present; and the natural, 

diaphanous light that bathes the entire composhion brings all to life. 

The panel as a whole can be read as a story that concems the life of Mary and 

Jesus. Others may consider h more accurate to declare that this is the history ofthe 

Institution ofthe Church and the Redemption of man. It starts whh the Madonna col 

bambino, a Virgin conceived whhout original sin who brings into the worid a Divine 
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Child, the Savior, who is embraced by His Mother and the worid. The Child is adored by 

angels. Magi and GentUes that come from far lands. He already knows His destiny. The 

waU tums red, symbol ofthe menstmal cycle of Mary that gives hfe to the Child, and, 

more darkly, threatens of Christ's blood to be spiUed. The prophesies are confirmed. 

Christ dies on the Cross. Adam's skuU at his feet is a reminder ofthe reason for the 

sacrifice, to redeem man from original sin. The red ofthe panel now signifies the blood of 

Christ that wUl give etemal hfe through his hnmolation and through the Eucharist. The 

last 'scene' portrays Mary enthroned and crowned Queen of Heavens, interceding for us 

and serving as a seat of her divine Son and His Wisdom, the knowledge that wiU guide His 

Holy Church and that wUl judge humankind to the end of times. 

In the other hand, when seen as a whole, the panel is also an imago mundi, much 

like Scarpa's design for the Galh Tomb that wUl be briefly discuss in the following chapter. 

White as the clouds above, red as the land below, the two sides ofthe panel separated by a 

recessed metal plate, represent heaven and earth. The metal plate, incidentally the weakest 

point ofthe panel, can be interpreted as representative of sin, that separates holiness from 

wickedness, or perhaps sigmfying death, that uhimately disconnects the spirit from the 

body. 

To be able to read some of these stories one has to be famihar whh Christianity 

and with Christian symbohsm. If the observer does not know or recognize the signs, the 

architecture is by no means much the less richer because h contains a wealth of secular 

meaning embedded in materialhy, shape, and craftsmanship, creating many opportunities 

for interpretation. 
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CHAPTER VI 

SCALE, PROPORTION, AND GEOMETRY 

IN THE WORK OF CARLO SCARPA 

An aspect ofthe work of Carlo Scarpa seldom discussed by his critics is his use of 

proportion and geometry m his design process. Studymg his drawmgs is one way of 

graspmg the impact of human scale, and his concem with proportion and geometry in the 

constmction of architectural elements. 

His involvement with the "Modem Movement" and hs professed materialism did 

nothing to deviate him from his task of carrymg on the architectural tradhion. As he 

declared: "I want to make a confession: I'd hke some critic to discover in my works 

certain intentions I've always had. I mean an immense desire to belong inside tradition, 

but without having caphals and columns, because you just can't do them any more."' 

Most probably, he must have meant 'classic' capitals and columns, since he designed and 

built several contemporary columns with caphals during his life. Using new materials and 

new forms, Scarpa's capitals and columns contain the classic ideals of harmonious and 

proportioned connections between the parts and the whole, for example, the double iron 

columns in the facade ofthe Banca Popolare di Verona (Figure 6.1). The repethion ofthe 

same type of pah-ed colunms form a loggia of sorts where the columns connect first to a 

small beam, the beam to a metal capital, and finally to the main beam. The caphal is 

'Scarpa, "A Thousand Cypresses," in The Complete Works, 287. 

180 



a steel rectangular shape bearing Scarpa's motif of the two circles, concave and barely 

touching each other on this occasion, cast in a block of Muntz metal. The columns are 

hnked by small metal coUars, one near the base and the other near the neck. The base of 

the colunms consists of three steel plates, welded together and bohed to the wall 

immediately below. In this fashion, Scarpa used modem materials and a new 

representational language to recreate the classical concept of vertical support—base-

column-capital—emphasizing their points of connection to render the group an harmonious 

whole. 

Figure 6.1. Caphal and base of columns ofthe facade ofthe Banca Popolare di Verona. 
Source: Albertini and Bagnoli, Architecture in Details, figs. 65 and 67. 
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This chapter discusses Scarpa's use of scale, proportion, and geometry on the 

layout ofthe two-colored panel exhibiting the two Madonnas. 

Proportion in the Work of Scarpa 

As was mentioned in Chapter III, Scarpa was impressed by Greek Classical 

architecture. According to Albertini and Bagnoh, Scarpa never realized his dream of 

taking students to Greece to check measures and "probe the secrets ofthe harmony ofthe 

little temple of Athena Nike."^ In Vicenza, he would content himself by mviting students 

to come whh him to Palladian viUas or palaces to study the principles of good architecture 

and, particularly, proportion. 

For centuries, proportion in architecture has been related to the size ofthe human 

body, to perception, to forms of nature, and even to measures derived from musical 

harmony. It was an ancient practice ofthe Greeks and other cultures to ascribe such 

characteristics to their buUdmgs. 

Anthropomorphism in Greek architecture was attained in very hteral ways, as 

Hersey elaborates, when "a house, a bridge, a dam, was only valid from the moment that a 

sacrificed life lay beneath it." It could also be the representation of bodies of sacrificial 

victims embedded in the walls of a temple,'* or the image of a gender-related architectural 

"Albertini and Bagnoli, Architecture in Details, 12. 
'Cited by Frascari in Monsters of Architecture, 14. 
''George Hersey, Hie Lost Meaning of Classical Architecture: Speculations on 

Ornament from Vitruvius to Venturi (Cambridge, Massachusetts: The MIT Press, 1988), 
23. 
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element hke a Doric column that was intended to exhibit the proportions, appearance of 

strength, and lack of omament characteristic of males. Corinthian and Ionic ones were 

designed to reflect the slendemess, delicacy, and adornment typical of women (Figure 

6.2). 
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Figure 6.2. Francesco di Giorgio, Head whhin caphal.. 
Source: Hersey, 87. 

Vitmvius suggested a correspondence among the members of an architectural 

work based on a system of ratios related to the human body.̂  Much ofthe theory 

concerning ratios and proportion, though, has been attributed to the Pythagoreans. They 

noticed than when plucking strings of different lengths to produce different notes, a string 

half the length of another wUl result in a difference in phch of an octave, two thirds ofthe 

length a fifth, and three quarters ofthe length a quarter. They supposed that solids and 

voids with similar ratios, particularly 1:2, 2:3, and 3:4, would attain a visual harmony 

^WUliam J. MitcheU, The Logic of Architecture: Design, Computation, and 
Cognition (Cambridge, The MIT Press, 1994), 200. 
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which paraUel musical harmony.^ Pythagoreans, and later Plato, beheved that these 

numerical relationships, also manifest m the human body and other natural stmctures, 

expressed the harmonic stmcture ofthe universe. Vitmvius touched upon some of these 

issues, but h was the Renaissance architect Andrea Palladio (1508-80) who further 

developed these ideas m his 77ie Four Books of Architecture. Here he "published the 

measurements of his buUdings and their interior spaces, sometimes showing, in the case of 

rooms that measure 18 X 20 units or 12 X 20, that he used ratios of 3:5 in addition to the 

Greek musical scale, or elsewhere major and minor thirds such as 5:6 and 4:5."* Le 

Corbusier's MOC^M/O/-, pubhshed in 1948, is based on the anthropometric measuring tools 

of high, ancient civUizations like the Egyptian, Chaldean, and Greek. He mentioned that 

these measuring tools "were infinitely rich and subtle because they formed part ofthe 

mathematics ofthe human body, gracious, elegant and firm, the source of that harmony 

which moves us: beauty."^ Hence, the Modulor was based on a combination ofthe 

proportions of human body and ofthe mathematics ofthe Golden Section and the 

Fibonacci Series (Figure 6.3). 

In Carlo Scarpa's work, human scale also plays a substantial role. Human figures 

in his drawings, sometimes why and abstract, and other times concrete and naturalistic, 

appear standing alone or in groups, floating or stUl. Theh postures, their body parts, or 

ToUio Vhrivius, The Ten Books of Architecture, trans, by Morris Hicky Morgan 
(New York: Dover, 1960) 

'MitcheU, 27, and Watkin, 206. 
^Watkin, 206. 
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their features connect them whh the architecture surrounding them, at the same time 

generatmg and justifying their proportions (Figures 6.4-6-5). 

Figure 6.3. Le Corbusier's Modulor 
Source: Le Corbusier, 77?̂  Modulor, 51 

T e Corbusier, 77?̂  Modulor: A Harmonious Measure to the Human Scale 
Universally Applicable to Architecture and Mechanics (Cambridge, Massachusetts: The 
MIT Press, 1954), 19. 
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Figure 6.4. Scarpa's drawing for the aquatic pavihon. The Brion Tomb. 
Source: GA Document 21, 70. 
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Figure 6.5. Scarpa's self portrait for a study of Gallerie Franchetti, Ca' d'Oro, Venice. 
Source: GA Document 21, 90. 
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The use of human scale in the work of Scarpa has a very mature and evident 

manifestation in his 1978 design for the GaUi Tomb in Genoa, Scarpa's last work 

constmcted a month after his death. The monument would contain the body of Antonio 

GaUi, an only son who died prematurely of a congenital heart ailment. Eventually, the 

stmcture would also contam the remams ofthe boy's parents. Scarpa, who was very 

moved by the Antonio's tragedy, dedicated his time to make this tomb a smcere 

monument. He described his intentions for the memorial: "The funerary aedicule for the 

Galh family is an extremely essential stmcture which fits in with the idea of an Absolute 

that is in keeping with death."'̂  In a drawmg showing the plan for the tomb, the body of 

the young GaUi and those of his parents, side by side, perpendicular to their son's, 

generate a circle (symbol of eternity) that defines the square (emblem of earthly life) shape 

ofthe tomb (Figure 6.6), much in the style ofthe Vitmvian man (Figure 6.7)." The center 

ofthe composition is marked by a target located on top ofthe youngster's genitalia, while 

a golden circle draws the bodies together in harmonious equilibrium. The arrangement of 

the bodies creates a Greek cross in plan and a 'T' or Tau cross in elevation. The Tau 

(from the Greek for "T") that Scarpa chose as the aperture for the tomb, is an ancient 

Christian sign that represents etemal hfe through Christ. A horizontal groove that mns 

along three sides ofthe tomb and on either side ofthe Tau aperture level whh the bottom 

ofthe upper part ofthe 'T' divides the stmcture vertically in two parts, forming a base and 

a cap, a composition that Norberg-Schulz identifies as an imago mundi, earth and sky 

'Norberg-Schulz, "The Galli Tomb," in 77?̂  Complete Works, 178 
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separated by the horizon.'^ To estabhsh the appropriate height for the horizontal groove, 

Scarpa drew the figure of a mourner in the elevation, the top of her head ahgned with the 

groove (Figure 6.8) not the first tune we have seen such a relationship on Scarpa's 

drawings. 

• i i.iiH**=^iKi^;;i^i?^s^^ 

Figure 6.6. The GaUi Tomb, plan. 
Source: The Complete Works, 180. 

'̂ See Frascari, "The Body and Architecture in the Drawings of Carlo Scarpa," RES 
14 (Autumn, 1987): 138. 
'"Norberg-Schulz, "The GaUi Tomb," 178. 
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Figure 6.7. The Vitmvian Man by Leonardo. 
Source: Perez-Gomez, Architecture and the Crisis of Modern Science, 309. 

'*> 

^mt» 

Figure 6.8. The GaUi Tomb, elevation. 
Source: 777̂  Complete Works, 181. 
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Other works by Scarpa can be examined to reveal such organizational stmcture, as 

can be seen in the instance ofthe panel exhibiting the two Madonnas. The diagram in 

Figure 6.9 shows the panel and the figures displayed. To faciUate this analysis, the 

sculptures and their supports are caUed 'exhibits,' and assigned Roman numerals with 

which they wUl be identified throughout this chapter. 

Figure 6.9. Diagram ofthe elevation ofthe panel. 
Drawing: Dunia Salazar. 

On the design drawings ofthe panel exhibiting the two Madonnas, Scarpa included 

a schematic human figure (Figure 6.10). As shown in Figure 6.11, his chin is aligned with 

the bottom of exhibhs III and IV. His eyes, drawn in an exaggerated fashion, are level 

with the bottom part ofthe statues III and IV. The line traced exactly at the top ofthe 

man's hair mns through the middle of exhibh I and IV, and marks the central point 
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between two lines, one that ahgns the top of exhibhs I, H, and HI, and the other the 

bottom of exhibh I. Another line, traced from the haMine ofthe figure's forehead is 

aligned whh the bottom of exhibh n. 

L...-J ^^.;--*:j-5/&^iivt'w:-^ 

Figure 6.10. Scarpa's sketch for the panel, detail. 
Source: Albertini and Bagnoh, A/M5e/ec/e^o5Jz/o«z, fig. 134. 

Jtftlrw 

Lv: / 

••J' 

~T 
Figure 6.11. Analysis of a drawmg by Scarpa relatmg to the human scale. 

Additional hnes for analysis by Dunia Salazar 
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Several composhional elements can be found in the panel as a whole. The support 

panel is L-shaped in plan, with a height of 222 cm, the length ofthe long side is 560 cm 

and ofthe short side is 74 cm. Considering the panel as a whole, the front ele\ation ofthe 

panel, the long side, is a 2:5 rectangle (222:560) as shown in Figure 6.12 The short side 

elevation ofthe panel, is a 1:3 rectangle (222:74). The panel, seen from the front ele\a-

tion, is divided into two parts separated by a recessed metal plate 8 cm wide. A third of 

the panel is covered in white stucco, and exhibit I placed on it. Three thirds ofthe panel 

are covered in red stucco, and exhibhs II, III, and IV placed on it. Exhibits I and II are 

located at the extreme edges ofthe red panel. r 

Figure 6.12. Measurements and proportions ofthe front side ofthe panel. 
Additional lines for analysis by Dunia Salazar 

The schema as shown in Figure 6.13 shows the panel divided into four equal parts, 

each of them a Golden rectangle, 222:140. One rectangle, the far left hand ofthe panel, 

consists ofthe area of whhe stucco plus half of the recessed \ertical metal plate, while the 
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other three Golden rectangle comprise the red area and the remaining half of the recessed 

plate. 

Figure 6.13. Analysis of Scarpa's sketch for the panel. Four equal Golden rectangles. 

Additional lines for analysis by Dunia Salazar 

An analysis based on the division ofthe panel into Golden rectangles indicates the 

relationships to each other ofthe exhibits on the red section ofthe as shown in Figure 

6.14. Taking the mid-point vertically of each Golden rectangle as the starting point (o), 

the ratios ofthe distances from center to the respective adjacent edges ofthe exhibits III 

and IV, and, in the case of exhibh II, from center to the edge of exhibh and from center to 

the edge ofthe left hand red Golden rectangle are the same, i.e., a:b= c:d= e:f While the 

space between each exhibh, and between exhibh II and the left hand edge ofthe left hand 

red Golden rectangle decreases in size from left to right, the ratios between them remain 

the same. 
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a:b = c:d=e;f 

a=2b c=2cl e=2f 

a+b>c+d>e+f 

Figure 6.14. Distances between the exhibhs. 
Additional lines for analysis by Dunia Salazar 

Geometrv: 
Scarpa's Geometrical Language 

The assertion that Scarpa's compositions are usually the resuh of graphic 

manipulations and the use of shnple rectangular shapes with particular length to width 

ratios such as the Golden section or the 1: V2 rectangle has substance, as we have just 

seen." This aspect of Scarpa's design process stimulated this research into the analysis of 

the two Madonnas exhibh in the Castelvecchio to see how far this notion extends hito the 

design and building process. Right away the general proportion of their support panel can 

'̂Albertini and Bagnoli, Architecture in Details, 31 
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be identified-Scarpa used a series of Golden Rectangles (Figure 6.13). 

More often than not, Scarpa's architectural compositions are marked by the playfiil 

interaction between the different elements, between their measurements and equilibrium. 

Albertini and Bagnoh claim that Scarpa, most ofthe time, was reluctant to use "pure 

forms" or "perfect figures" because the language of modem form would not easily allow 

h. "Whh contemporary aids," they assert, "admittedly technologically advanced, but 

remote from a spirit of perfection in any classical sense, realizing these absolute forms also 

would be difficult—whereas a sudden intuhive grasp ofthe imperfection, the desired 

margin, is tantamount to rediscovering a lost 'mle.'""* 

This taste for the imperfect is called dissonance in music, and was understood and 

regularly used by composers as disparate as Mozart and Berg, Beethoven and Nielsen. It 

has been also mentioned before in this thesis, for example, when referring to Scarpa's 

fondness for the Venetian architecture of spoils, and his fascination with the juxtaposition 

and interlocking of different shapes and materials to form seemingly incomplete fragmen

tary images. 

Probably the most conspicuous examples of how Scarpa combined pure forms in a 

way that creates dissonant compositions are in the overlapping of two circles, such as the 

red and blue rings at the Brion Tomb's main entrance (Figure 6.15), on the Banca 

Popolare di Verona front elevation, in the almost circular windows (i.e. the centers of each 

half are just slightly apart as shown in Figure 6.16), and m the caUipygean form ofthe 

incised wall lamp in the same buUding (Figure 6.17). The form resulting from the 

195 



incised wall lamp in the same buUding (Figure 6.17). The form resulting from the 

overlapping of two circles, very rich in symbohsm (man and woman, life and death, etc.), 

is very dynamic and was, for Scarpa, suggestive of movement and of direction.'^ 

Furthermore, Scarpa did not restrict himself to circles, but also used rectangular shapes. 

A series of early sketches for the design ofthe entrance to the Istituto Univershario di 

Archittetura di Venezia show the original, basic concept of two juxtaposed rectangles 

(Figure 6.18). At the point where the two rectangles meet, a square is singled out by 

vigorous texturing with the pencU. This square, because of hs origin and positioning. 

Figure 6.15. Linking rings in the main entrance, Brion Tomb. 
Photograph: Dunia Salazar 

i4n, ; Ibid. 
15 Sergio Los, in a lecture delivered to Texas Tech students in Vicenza, June 16, 

1996. 
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Figure 6.16. Round window with double center, Banca Popolare di Verona. 
Source: Rudi and Rosetto, fig. 46. 

Figure 6.17. Lamp embedded in a wall, Banca Popolare di Verona. 
Source: Rudi and Rossetto, fig. 44. 
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Figure 6.18. Scarpa's early sketches for the entrance ofthe lUAV. 
Source: Los, Carlo Scarpa: An Architectural Guide, 10. 

looks mobile; it represents the door that will eventually slide to one side to allow 

pedestrian access. 

Another explanation for this sought-after dissonance in Scarpa's production can be 

found in his practice of drafting, which he treated as a design tool. He would draw on 

16 whatever surface happened to be at hand, but his favorite material was a heavy drawing 

card on top of which he would sketch with charcoal, pastel, pencU or diluted India ink, 

working and reworking. Next, he used several layers of tracing paper, always working on 

'^See Murphy, 186, for sketches done in the waU; Duboy, "A Chronicle of Love," 
8, for a drawing on a tobacco box; and The Other City, 296, for sketches in a letterhead 
from his studio. 
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17 top ofthe heavy card. At the end, the card has become a veritable palimpsest that, 

despite the corrections, recorded all the lines traced by the architect, resulting in a forceful 

map ofthe design process. 

In the case ofthe exhibition panel for the two Madonnas, Scarpa worked with 

existing elements, the sculptures. The two bas-reliefs, exhibit II and III, are placed flat 

against the panel. Exhibit II is held from the back by supports that are not visible. Exhibit 

III is enclosed by a metal frame. When seen from the front elevation they are both 

contained in 1:V2 rectangles, exhibit II positioned horizontally, and exhibit III positioned 

vertically (Figure 6.19). To display the two Madonnas, exhibit I and IV, Scarpa designed 

metal supports responsive to their three-dimensionality. Statue and support are perceived 

holistically, creating a single exhibit, as shown in Figure 6.19. 

Figure 6.19. Ratios of exhibhs I through IV. 
Additional lines for analysis by Dunia Salazar. 

^^Frascari, "The Body and Architecture in the Drawings of Carlo Scarpa," 128. 

199 



The front elevation ofthe Madonna col bambino is enclosed by a 1:2V2 rectangle, 

while statue and support, exhibit I, are enclosed by a 2:3 rectangle (Figure 6.20). 

Figure 6.20. Madonna col bambino, front elevation, 
whh and whhout support. 
Drawing: Dunia Salazar. 
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The side elevation ofthe same Madonna can be enclosed by a 1:3 rectangle. When 

including her support, the whole is contained by a 4:11 rectangle. 

Figure 6.21. Madonna col bambino, side elevation, with and without support. 

Drawing: Dunia Salazar. 

In a similar way, the front elevation of the Madonna incoronata is a 3:7 rectangle. 

When considered as a total exhibit including the support, the whole is contained by a 1:1 

rectangle, a square (Figure 6.22). 
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Figure 6.22. Madonna incoronata, front elevation, with and without support. 
Drawing: Dunia Salazar. 

The side elevation of the Madonna incoronata consists of a 3:7 rectangle. When 

considered as a whole with the support, exhibit IV, h can be enclosed in a 1: V2 rectangle 

(Figure 6.23). 

Figure 6.23. Madonna incoronata, side elevation, whh and without support. 
Drawing: Dunia Salazar. 
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Each support ofthe two Madonnas wUl now be considered, analyzing the front 

and side elevations, and the plan of each. The plan, side and front elevation for the 

support of exhibh I and exhibh IV are shown respectively m Figures 6.24 and 6.25. A 

series of generating concepts are apphed to elevations and plan to identify the predominant 

ideas underhnmg Scarpa's design. These generatmg concepts are: (1) the relation among 

shapes; (2) hierarchy, referring to the physical ordering ofthe composition; (3) geometry, 

concerning the geometrical manipulations to dehmit the design; and (4) addition/ 

subtraction, in relation to the process of annexing or adding shapes to create the whole. 

To further understand this composition, each support ofthe two Madonnas is 

considered separately, analyzing the front and side elevations, and the plan of each. 

Scarpa worked extensively with plans, elevations, and sections because they are the most 

accurate tools to conmiit mtentions to paper and to convey creations to those whose work 

is to build or assemble them. He did not use perspectives or axonometric drawings as 

often precisely because they are not correct representations of reality, but an ideal, 

affected view. 

Architectural drawing for Scarpa was not so much an artistic exercise, but an 

useful tool, although he obviously enjoyed the process. His plans, elevations, and sections 

tell about the function ofthe building or object and to analyze them is to look for the 

intentions ofthe architect. The plan and elevations ofthe supports for exhibhs I and II are 

shown with theh- measures on Figures 6.24 and 6.25, respectively. From Figures 6.26 to 

6.31 are analyses of each ofthe views shown in Figures 6.24 and 6.25. 

203 



fKour 

Figure 6.24. Support of the Madonna col bambino, exhibit I. 
Drawing: Dunia Salazar. 
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Figure 6.25. Support of the Madonna incoronata,,exhibit IV. 
Drawing: Dunia Salazar 
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Figure 6.26. Support of the Madonna col bambino, front elevation. 
Drawing: Dunia Salazar. 
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Figure 6.27. Support of the Ma<iow«a col bambino, side elevation. 
Drawing: Dunia Salazar. 
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Figure 6.28. Support ofthe 
^ Madonna col bambino, plan. 

Drawing: Dunia Salazar. 
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Figure 6.29. Support of the Madonna incoronata, front view. 
Drawing: Dunia Salazar. 
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Figure 6.30. Support of the Madonna incoronata, side view. 
Drawing: Dunia Salazar. 
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Figure 6.31. Support ofthe 
Madonna incoronata, plan. 

Drawing: Dunia Salazar. 



CHAPTER Vn 

SUMMARY AND CONCLUSIONS 

May the verse be hke a key, that opens a thousand doors 
LUce a leaf that faUs somethmg that flutters by flying: 

That aU that the eyes see may be created. 
And the soul ofthe hstener be left trembling 

Invent new worlds and mind your words 
The adjective, when h doesn't give life, kUls... '̂  

Vicente Hundobro M. Arte Poetica 

Interpretation of Findmgs 

The researcher has proposed that the works ofthe Venetian architect Carlo Scarpa 

are qumtessential examples of meaningful architectural production embedding the physical 

and inteUectual needs of society mto the design and buUding processes. In order to find 

evidence to support this hypothesis, research was conducted through the study of 

significant facets ofthe Italian's background and work m general, and through greater 

focus on detaUs, particularly in the analysis ofthe two Madonnas in sculpture gallery 3 in 

Castelvecchio, Verona. 

The young and gifted Carlo Scarpa became aware ofthe buih world among the 

treasures of PaUadio's city, and was introduced to the art of three-dimensional making in 

his mother's dress-makers shop, leammg the dehcate craft of montage through partem 

making, the transformation of two-dhnensional drawings into three-dimensional forms. 

18 My translation. 
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It was an experience later to be repeated with the glass blowers of Murano, the ftimiture 

makers of Venice and architecture hself. 

Scarpa was formaUy introduced to architecture m Venice under the traditionalist 

system ofthe Academia, and later through constant contact with the Biennale developed a 

veneration for craftsmanship. His understanding of architecture was furthered in his her-

worship for Frank Lloyd Wright, that ripened mto a studious critique ofthe American's 

organic, geometric shapes and historic sense, in his employment of novel materials and 

buUding procedures that were the halhnark of his modernist architecture. 

The perfect orchestration of these trends in the work of Scarpa is exphch in his 

restoration projects, particularly in his most successful, and widely praised rehabihtation of 

the Castelvecchio Museum in Verona. For this comprehensive restoration, Scarpa 

researched the history ofthe ancient castle in fine detail. With creative demolition and 

exploratory diggings, he slowly revealed the various phases of constmction spanning six 

hundred years or so and tumed the Castelvecchio into an eclectic, but stimulating 

melange. Scarpa clarified connections and created new ones, interweaving the odd stages 

of constmction with imaginatively detailed joints whose functions demonstrate the logic of 

associationism and their materiality. 

Whh the closer mspection and analysis ofthe sculptures in the ground floor 

GaUery, Scarpa's faithfulness to tradhion, commitment to modem architecture, and 

concem for embedding strata of meanings m his work are most evident. The panel 

supporting the statues is hself an instance of Scarpa's sense of humor and his Janus-like 

manner of conceiving architecture as the artistic manifestation of a function. The panel 
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exhibhs the sculptures, and reveals theh* meanmgs, demonstrates theh- materiahty and 

constmction as weU as screenmg the toUets. Was this Scarpa's humorous suggestion of 

heaven on one side and earth on the other? 

The four statues, mcluding the two madonnas. Christian icons coming from 

different sources, were arranged by Scarpa m front of a two-color panel to narrate the 

story ofthe hfe of Christ and the redemption of mankind. The whole symbolizes the life 

ofthe sphit and the hfe ofthe body. White as the clouds above, red as the land below, the 

panel is an imago mundi much hke in Scarpa's design for the Galli Tomb. Heaven and 

earth in the GaUi Tomb are separated by a deep horizontal groove, the horizon. In the 

Castelvecchio panel they are separated by a recessed metal plate, incidentaUy the weakest 

point ofthe panel, representative maybe of sin that separates holiness from wickedness, or 

perhaps signifying death, that ultimately disconnects the spirit from the body. The 

geometrical constmction ofthe panel, and its proportions seem only to support this idea: 

the white part ofthe panel is a Golden rectangle, representative of an universal higher 

order by ancient cultures, and, for Scarpa, heaven which he locates alongside the three 

consecutive Golden rectangles comprismg the red section symbolizing earth. 

Scarpa's abUity to combine matter in such a dynamic way to give his compositions 

an ahnost kinetic quality is very evident in this instance of his production. The panel 

resuhs in a palhnpsest that records level after level of meaning, materials, colors, textures, 

shapes, and proportions. The statues themselves which are juxtaposed, connected, and 

displayed in an intellectual but energetic manner that simultaneously reveals tradition, 

constmction, metaphors, and theological representations. The geometric analysis ofthe 
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Madonna panels reveals a dkect relationship ofthe 20**" CenUiry master with his medieval 

counterpart, the Gothic master mason. Both rigorously incorporate a relatively small 

range of geometric proportional shapes and different scales to create a coherence in the 

total stmcture. It is the cohesiveness ofthe total project that is achieved through this 

systematic geometrical approach that enables Scarpa to master his disciphne. It is this 

aspect of his work that is 'hidden' from many where he is at his most profound. 

Several of Scarpa's critics agree that the architecture of this Italian maestro is 

shnply too individual to be imitated. Ignazio GardeUa elaborates m respect: 

I feel that Scarpa's architecture is hnpossible to imitate and 
h would be a dangerous betrayal to try to take over hs 
characteristics passively and academically [sic]. His 
architecture is too personal an invention, being bom anew 
on each occasion, and unshackled by any programmatic 
scheme that can be codified and h is [sic] passed on to 
others.'^ 

Indeed, the originality, the exuberance, and the fantasy m the work of Carlo Scarpa 

makes his architecture very special, and to attempt to emulate this trend in his opus, the 

products of his fertile imagination, wiU probably be a flitUe exercise producing mediocre, 

or styhstic superficiahty. Some critics consider that Scarpa's design methodology is 

inapphcable today, precisely because of his originality. Tafuri elaborates: "exterior to the 

world, but to recognize h as such is a duty like accepting that Galileo's telescope is 

unsuhed to foUow the joumey of a guided missUe."̂ ^ Others, like Zambonini, beheve that 

'' Ignazio GardeUa, 'The 'Gamin,'" in The Complete Works. 215 
"̂ Tafuri, "Les 'muses inquietantes' ou le destin d'une generation de Maitres" 

L 'architecture d'aujuourdhui 181 (1975): 27, My translation 
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"Scarpa's era is over and cannot be prolonged," '̂ first, because the methods and the 

artisans that he so much valued are disappearing, and second, because the use of rare 

materials and techniques pushed the market beyond the reach of other social strata. 

"[T]he pursuh of quahty," Zambonini claims, "can have only revolutionary 

consequences."^^ 

The art of makmg as weU as the use and development of local tradhions and crafts 

was of caphal importance in the work of Scarpa, and h is tme that the sort of crafts that 

he used are out of reach for most architects and chents. However, even if there are no 

skilled craftsmen available, h is stUl feasible to teach architecture students how to build as 

part ofthe design process, and in fact h should be the moral responsibUity of architecture 

schools. Professor Marc A. Giaccardo, Texas Tech University, proposes a hands-on 

laboratory where the student is designer and craftsman totally in charge ofthe planning 

and constmction process: "The designer determines the quality of constmction by 

fijnctioning as the master of assembly." The art (quality) of architecture, which imparts 

to the buUding a special worth and value, is determined by the level (higher or lower) of 

the designer's mastery ofthe architectural craft. Teaching students how things are made 

and how the building comes together should have a poshive impact on their designs. 

Following the examination and analysis ofthe work of Carlo Scarpa in this 

document, h is the researcher's behef that the message that Scarpa's work has to offer lies 

'̂ Zambonini, "Notes for a Theory of Making," 22 
''Ibid, 23. 
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beyond the forms and rich omamentation of his buUdings, and is located in his very 

controUed design methodology, architectural principles, and cultural vision. He said h 

clearly, "If they are roses they wUl bloom."''* The tme essence of his work might be lost 

on us, or its seeds might flourish in our minds. The use of fantasy and the workings ofthe 

subconscious mind ofthe architect cannot be codified, but several elements in his agenda 

producing meaningful architecture can be identified and put to use by one. These elements 

include: 

1. the certainty that any architectural production should be fiercely related to 

regional and traditional crafts and values ofthe society for which h was created, even if h 

embraces new materials and procedures that effectively work side by side with the former, 

2. the conviction that history is not just frozen points in time, but a quotidian story 

put together by a cohection and recoUection of memories and experience, 

3. the behef in an architecture that is a demonstration ofthe ways in which the 

building is assembled, of how their parts are joined together, creating m the process a new 

vocabulary, and 

4. the faith in a poetic architecture, where concepts, vision, and ideals are 

translated mto architectural forms through metaphors to narrate stories about the buUdmgs 

and the function for which they are mtended. 

^ Marc A. Giaccardo, "Conscious Constmction: A Theory Based Approach to a 
Constmction Technology LecUire Course," College of Architecture, Texas Tech 
Univershy, Lubbock, Texas. 

Pietropoh, "If They Are Roses, They WiU Bloom " 34. 24 
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Scarpa's architecture stands high m quality because hke many great architects 

before him, he understood the need for comprehending and mastering tectonics. His 

architecture is relevant because m hs encounter with the Modem Movement, which tended 

to oblherate the need for an historisist approach, h intertwined past and present, setting 

his work free ofthe ideological traumas of this century. Moreover Scarpa's work 

withstands the test of time because he had the "courage to speak of roses" in a time when 

the architectural world was enraptured with the standardization and modular constmction. 

His architecture transcends utilitarianism because it is commanding and ingenious, and it 

communicates in a vivid fashion memories, experiences, and stories that the architect 

narrated through a masterful assembling of building matter and the use of metaphors. 

Carlo Scarpa's architecture is important because h surpasses hs function and becomes 

poetry. He strides in the footsteps of Ictinius, Parler and Palladio. 
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