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ABSTRACT 

Architecture communicates through shape, form, color. massing. conk\:t. symbolic 

and iconographic meanings. Meanings found in the detailing particularly stimulate an 

aesthetic experience according to the 201
1! century architect, Carlo Scarpa, and theorist 

Marco Frascari. Individuals, especially architecturally trained. when ~xamining. 

architecture, should recognize aesthetic content and symbob. Th~r~fore. wh~n looking at 

a particular building, each should take photographs that are similar in subject matter and 

context. 

To test this hypothesis, photographic Images from published and unpublished 

sources of Scarpa ·s Brion Tomb were collected and analyzed to determine \\ hcther 

individuals with architectural education capture the same aesthetic qualities that are to b~ 

found there. To 

gain a better understanding of the motivation for taking photographs submitted for this 

study, questions were asked of the participating students and faculty. 

The findings of this study support the hypoth~sis that photographs can capture and 

communicate aesthetic qualities in architecture as demonstrated by the similar percentages 

of photographs found in each architectural imag~ category. even though each participant 

recorded them at different times of the day and year . 
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CHAPTER I 

INTRODUCTION: ARCHITECTURE AND PHOTOGRAPJIY 

1.1 The Reason For The Study 

Architects believe that architecture has meaning. This meaning is to be found in the 

expressive detailing of a structure. and it is communicated to the viewer. It is the purpose of 

this research to determine. through a variety of analyses and surveys. that architecture does 

communicate in this way. and those photographs of architecture can capture the same 

aesthetic qualities that are communicated. 

1.2 Methodology 

In order to gain a solid foundation for researching and analyzing data for this study. 

the following methods were identified and developed. 

An initial literature search. was carried out to identify sources of relevant information 

on: 

1. aesthetics - in general and architecturaL 

2. perception, 

3. photography, 

4. Carlo Scarpa and the Brion Tomb, 

5. Sytnbiotic/iconographic con1munication. 

Support for the hypothesis that photographs taken of architecture would capture the aesthetic 

and syn1bolic content thus den1onstrating that architecture communicates on n1any levels 



required investigations into each of the topics listed. Architecture invades and is invaded by 

all disciplines and thus a background into the relevant subjects identified is appropriate. 

Even before the general accessibility of photographs in the cultural mili~u it was 

recognized that photographs extended the range of human vision to include the impossibl~ 

small and the impossibly far away. but particularly the ·hidden· --that which lies below the 

surface of all things that demand a spirituaL artistic. or metaphysical response. This research 

sought to discover. through the use of photography. whether on~ architectural subject would 

inspire similar responses in designers. Architecture is an appropriate subject as many bel i~\ ~ 

that some buildings con1municate on an intellectual level--· Architecture· --and some do not .... 

-- they remain mere (sterile) objects. 

The process of photography required these photographers to become mor~ involv~d 

with the architecture at a level where detailing has taken on an essential role. The intellectual 

·presence' of the detail seems to demand of these photographers that it be recorded. that the 

aesthetic experience must be captured for future delight. This notion is based on the 

assumption made by Zube. Brush. and Gy that 'beauty· is a phenomenon that can be 

perceived by the sense and referred to the contemplative faculty of the perceiv~r. This action 

has the power to evoke responses drawn not only from the imn1ediate ~xperience but also 

from accun1ulated experiences. 1 The test of the presence and intensity ofbeauty is a sensation 

of pleasure and the gratification which accon1panies the desire to repeat the experience on an) 

level. Why do so n1any photographers of different cultural backgrounds and professions --

1 Zube. Ervin H. Robert 0. Brush. and Fabos Julius Gy. ed. Landscape Assessment 
1·a/ues. Perceptions. and Resources (Stroudsburg. Halsted Press. 197 5 ). l 07. 
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architect, photographer, writer, student and lay tourist -- capture similar views and. in the 

case of this research, have similar verbal responses if they are not responding to specitic 

intrinsic beauty that is contained within the architecture? 

With discussion, with the research committee the Brion Tomb \\as selected for study. 

The criteria for selection were: 

1. building must have symbolic content 
2. building must be large enough to demand a range of 

photographs to be taken 
3. the building must be well-known and published internationally 

so that a range of published photographs would be available 
4. the building must have been visited by a number of students 

and faculty from the College of Architecture at Texas Tech 
university as well as by the researcher 

5. there must be a substantial number of photographs from each 
participant to warrant inclusion 

6. students and faculty must be current at the College of 
Architecture for reading availability 

Of the number ofbuildings reviewed for this study, the Brion Tomb met all the criteria. It has 

been visited by Texas Tech architecture students every year since 199-L it is a cemetery. 

which automatically suggests symbolic and metaphoric content-- religious and otherwise: it 

has a range of building/detail types~ and thus it is well-known and well-published. 

1.2.1 Survey 1 

Photographs from the literature search were incorporated'' ith those fron1 the students 

and faculty and placed into categories detennined by the researcher. This was Survey 1 (see 

Tables 6.1 & 6.2). Photographic data was collected from ten published architectural treatises. 

monologues, articles, and books containing photographic vie\\S of the Brion Tomb. Those 
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sources produced 296 photographs. Between 1992 and 2000 1.252 unpublished photographs 

taken in Italy by Architecture facultv and students of Texas Tech Universitv were collected 
~ . 

as well. Ten participants (two faculty members and eight students) submitted photographs. 

This brought the total to 1 ,548 photographs. 

The photographic views of the Brion were placed into fifty-seven categories that 

describe what a particular view is and whether or not that vic\\ is a general_ view, or a 

detailed view (see p. 39). This data once collected was placed into an Fxcel spread sheet 

program and analyzed (see Table 6.1 ). 

1.2.2 Survey 2 

The second survey (Survey 2) involving four written questions, ''as given to the ten 

members of the student/faculty group (see pp. 54 - 60 ). These open-ended questions were 

asked in order to gain a broader understanding regarding why those photographs were taken 

by each person. It was assumed that each photographer felt an empathy \\ith the subject 

which demanded the photographic response and that each could describe what it ''as. This 

is based on parameters from Ian Laurie's analysis for landscapes. He de tined beaut~ as a 

recognizable quality which arouses pleasure in the senses. The sources for beauty are 

recognizable qualities which arouse pleasure. The sources for beauty are intrinsic formal 

qualities which occur from the object's fom1, and they create physiologicaL emotionaL and 

psychological relationships within the observer, and form the foundation for the analysis of 



the data used in this research. 2 Form is an important concept as well since the fonnal qualities 

within art are color, texture, scale, proportion. line, etc. and these are the formal qualities of 

architecture and most assuredly the landscape which Laurie is talking about as \\dl. 

1.2.3 Survey 3 

A third survey (Survey 3) was conducted \\ ith the student/faculty group usmg 

photographic views selected by the researcher from published sources and the author's 

photographs. This survey involved thirty-one black and \\ hite images representing the 

majority of views photographed by faculty and students. Published views \\ere selected Sl) 

that each participant from the College would have the same image (never one's own) to 

respond to (See the following list and Figures 6.4 - 6.34 ). 

1. Entrance to the Brion Cemetery from the Village Cemetery. 

2. View of Propylaeum from inside the Brion Family Cemetery. 

3. Propylaeum as viewed from the Pavilion, 

4. View inside the entrance wing looking toward the Pavilion. 

5. View inside Propylaeum looking toward the Arcosoliun1. 

6. View of Pavilion looking south. 

7. View of detailing of supports on the Pavilion, 

8. View looking north of the Labyrinth fron1 the Pavilion. 

9. Arcosolium and Sarcophagi. 

2 Laurie, Ian C. "Aesthetic Factors in Visual Evaluation:· In Landscape .~ssessment: 
!'a lues. Perceptions. and Resources (Stroudsbourg: Halsted Press. 1975), 107. 



I 0. Tile detail of underside of Arcosolium. 

11. Closer view of Sarcophagi, 

12.Aerial view of fountain in front of Sarcophagi . 

13.Detai1 of joint ofthe roofofthe Arcosolium. 

14.Canal detaiL 

15.Fami1y Tomb, 

16. View of Propylaeum looking south . 

17. Entrance to Chapel via the Lych Gate. 

18. View of south walkway and entrance to Chapel, 

19. View of Chapel interior looking toward Altar, 

20. View of Chapel interior looking through round opening to the Altar. 

21. Interior view of door leading from Chapel to Cypress Garden. 

22. Exterior view of Chapel from Cypress Garden. 

23. View of details of Candle Rod and Crucifix 

24. Floor drain on the step leading from Chapel to Cypress Garden. 

25. Holy Water dispenser. 

26. Counterbalance system for glass door. 

2 7. Detai I of wall cutout on Propylaeum. 

28. Detail of four steps to Arcosol ium, 

29. Four steps from village cemetery into the Propylaeum. 

30. Lvch Gate, 
-' 

31. Corner detail of wall. 

6 



Those surveyed were asked to explain \\hat prompted them to photograph similar views. 

Laurie assumed that beauty is recognized, and therefore. each participant would read 

similarly. Thus, this survey was conducted to see if the photographic views of the Brion 

selected would support this hypothesis and, in tum, demonstrate that architecture 

communicates and creates an aesthetic response through its detailing. Those photographers 

with architectural training should respond similarly to the stimulus and thus capture images 

of great similarity. Black-and-white images were chosen in order that the participant would 

focus on the object depicted and not be influenced by color. The students and faculty who 

had taken similar photographs were queried with regard to what prompted them to photograph 

the similar view. 

The responses were placed into four categories: pragmatic, iconographic, memory. and 

poetic. These categories were established in order to quantify and qual if\ the data and to 

establish any connection between photographic and aesthetic content of architecture. 

1.1.4 Survey 4 

A final survey (Survey 4) was conducted with two faculty n1en1bers. two students, and 

the researcher (see Researcher's Survey Table 6.5). These participants \\ere selected to test 

the results identified in the previous surveys. Each of these participants had studied the Brion 

Tomb seriously, though one of the faculty participant's visits had been seriously hampered 

by torrential rain and thus his photographs were limited to what could be taken under the 

circumstances. Nevertheless, for the purpose of the research, it was deemed fit to include his 

work. The rest of this group had taken a large number of photographs warranting serious 

7 



revtew. This survey involved viewing their slides and photographs of the Brion Chapel 

simultaneously. Using a series of predetermined categories of the Brion Chapel as follows : 

I. Exterior vievv at a distance 
2. Exterior view close-up 
3. Cloister walk 
4. Cloister walk to four steps 
5. Detail along cloister walk 
6. South Entrance 
7. Sacristy 
8. West wall corner 
9. Water element 
10. Entrance water detail 
1 I . Altar door exterior wall 
12. West elevation 
13. West elevation 
14. West elevation detail 
15 . Altar door w side 
16. Altar door e side 
1 7. West door general 
18. Altar door e detail 
19. Over the wall 
20. Cloister walk detail 
21. Window detail 
22. West door detail. 

23. Roof detail above altar 
2-+ . Edge detail wall 
2 5. Entrance door 
26. Entrance door hinge 
27. Circle opening in Chapel 
28. Doors behind altar 
29. Floor detail 
30. Holy water dispenser 
31 . F:xit door to Cypress garden 
32. Altar 
33. Circle door detail 
34. Alabaster windows 
35 . Ceiling detail 
36. Door handles 
3 7. Cross detai I 
38. Candle detail 
39. Windows in Chapel 
40. Altar detai I 
41 . Drain detai I 
42. Wall detail 
43. Hinge detail 
44. Window door detaiL 

established by the researchec the students and faculty were asked to arrange their 

photographic images in the established order for viewing purposes. Each participant had a 

projector. This was important because simultaneously viewing five to si:x photographs taken 

of the Brion Chapel from similar vantage points produced a dialogue with discussions and 

criticisms erupting regarding certain views. This dialogue provided further evidence 

supporting the thesis that a photographic record of architecture. especially captured by the 

architecturally educated, reflect the aesthetic qualities embedded in the architecture. The 

findings are indicated in Table 6.5. 

8 



1.3 Architecture and Photography: Details In the Shadow 

We do not dwell because lt 'e have built. but 11·e build because 1re d1rell. 
Poetic images are developed to communicate this sense of d1rel/ing and 
through those images' architects and photographers give l~(e meaning 

through the 1vorks they create. 3 

The researchers endeavor of this thesis sought to establish a relationship between 

photographic documentation and the aesthetic content of architecture. Are photographs of 

buildings merely a record of existence, or do serious photographer" s document images that 

communicate in a way that attracts and stimulates broad attention in the viewer'? 

It is hypothesized that architecture communicates through its form. shape. color, 

massing, context, symbolic and iconographic meaning. This range of design elements can 

awaken deeply rooted feelings or resurrect learned facts and cultural knO\\ ledge embedded 

in the mind. Though each viewer will be aware only of his own response to the particular 

architectural detail, there will always be a response, positive or negative. and for those \\ hn 

are looking closely at the architecture it is usually an aesthetic response . For some. the 

reaction may be intuitive, predicated on a cultural upbringing. and for others it may spring 

from a theoretical background learned in design school. 

It is further hypothesized that those with architectural training isolate their responses 

when they photograph architectural details. Photography allows those individuals to focus 

on a particular detail to the exclusion of what is immediately adjacent. The feature in 

question is recognized through an aesthetic sense. Consequently. if architecture transmits 

meaning through its size. materiality. detailing. style. or symbolic content then an 

) Heidegger. Martin. Poetry. Language. Thought (Ne\\ York: Harper and Row. 1975): 
1~8. 
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examination of the photographs from any building taken by photographers will indicate what 

interested them, what was photographed and the frequency. One may therefore deduce that 

photographs taken by every photographer are in some wa~ important functionally. and/or 

aesthetically, and are powerful or beautiful. thus indicating the images· comtnunicative 

power. If there are few photographs of a subject, i.e., ignored by the photographers. then the 

subject matter may be insignificant from a functionaL aesthetic. or a symbolic view point and 

fail to communicate to the world at large. In other words. photographs of the same 'ie\\ s or 

details will be taken many times because the architecture itself demands it, but especially by 

persons with architectural training. 

The analysis used in this thesis is based on parameters used in Ian Laurie's analysis 

developed for landscapes. This approach is predicated on the assumption that beauty is a 

recognizable quality that arouses pleasure in the senses, that the sources for beauty are 

intrinsic formal qualities which occur from the objecfs form. and that physiological. 

emotionaL and psychological relationships arise within the observer.-l 

Photographs ofCarlo Scarpa's design for the Brion Tomb at San Vito d"Altivolc.ltaly. 

taken from international publications of the project and by students and faculty \\ ho have 

visited the site were collected and analyzed for similarity to detennine if aesthetic qualities 

were the driving force behind each decision to photograph. Did the degree of order and unity 

in formal relationships which produce a pleasurable aesthetic feeling. for C\:ample. achieve 

recognition in each of the photographers? A follow-up questionnaire was administered to the 

students and faculty participating to determine if this was the case. 

-t Laurie. l 07. 
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Beauty is a formal quality of the philosophy of aesthetics and as such v.. iII be used in 

this paper to designate the total aesthetic experience that an individual has when viewing 

architecture. 5 Some commentators. like John Devvey. separate matter and forn1 when 

describing their aesthetic viewpoint. Dewey, in his paper entitled ··Aesthetic Factors in 

Visual Evaluation,'' subscribes to the idea that matter and form cannot be separated. In this 

scenario the form of an object refers to sense. and matter refers to substance. One might for 

instance, describe a Greek temple as beautiful where the temple takes on the form of beauty 

in the sense experience, or one might describe it in terms of proportion which relates to the 

temple's form. Which of these observations is correct? Both are because perception is 

contextual. What is viewed and perceived is based on a shift in interest and attention. \Vhen 

photographs of architecture are taken and subsequently viewed they confer an aesthetic 

experience which encompasses both sense and form. 

Form and sense is inseparable. To experience beauty we experience the form. Take. 

for example, the reading of a poem. If the words touch us aesthetically and sensually. do'' e 

consciously consider simultaneously the meter and the rhyme of the poem? Probably not. for 

both the form and the sense combine to produce the aesthetic appreciation. The poen1 can 

be dissected intellectually to discover the inner structure which helped to produce the innate 

feeling. 

On the other hand, architecture and photography may appear essentially dumb. 

inchoate, and restricted. Each becomes clarified and concentrated not by the brain working 

laboriously over them, nor by escaping into a world of mere sense perception, but through the 

5 Dewey, John. Art As Experience (New York: G.P. Putnam's Sons. 1958). 129-133. 
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creation of new experiences as matter is ordered through form to produce the aesthetic 

feeling. 

The aesthetic experience resulting from viewing an object can be examined at two 

levels as suggested in the words of Umberto Eco when he discuss in£ two wavs of walk in£ 
~ ~ ~ 

through a wood. 6 One method is to penetrate the wood as quickly as possible to reach the 

destination. The other way is to walk carefully through the \vood in order to discover what the 

wood itself is like. Eco uses these ideas to illustrate \\ays of negotiating a narrative text where 

a 'model reader of the first lever wants to know how a story ends \\hile the ·second kvel 

reader' uses the same text for discovery, even self-revelation. Thus, Eco identifies t\\ o types 

of participants. Level I viewers simply examine the given information for the facts. or 

experiences at a passive level of participation. These readers never go beyond the form of the 

object to gain an aesthetic response. Level II readers use their imaginations combined with 

past experiences to discover something new and unique in the text under examination. 

Viewing architecture can be compared to reading since they are both concerned with 

visual stimuli which actuate a thought process. The Level II viewers \\iII continuall~ be 

drawn back to the object to realize new experiences. They do not allow the forn1 to interfere 

with the experience but allow it to connect the sensual \\ ith the form to produce the 

expenence. 

Carlo Scarpa created an architecture which realizes the sensual response through 

attention to the form. His design for the Brion Family Tomb achieves this through the 

6 Eco, Umberto. Six rValks In the Fictional ft'ood (Cambridge: Harvard University Press 
1994), 27-28. 
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detailing of architectural nuances which stimulate new thoughts while awakening memories 

of previous experiences in the viewer. Is it obvious in the many similar photographs 

published of it? 

The individual elements compnsmg each of Scarpa· s architectural detail can 

communicate aesthetic or symbolic qualities. Examples at the Brion Tomb include the 

concrete sliding gate. the West Entrance of the Dead. which suggests the stone in the entrance 

of Christ's tomb which was rolled away, or the vertically sliding glass gate before the Pavilion 

which requires the user to bend down when opening it. thus mimicking the fetal position 

before rising again- suggesting birth and rebirth. or death and resurrection. Further more. the 

water washing down the gate suggests baptism. 

Photographers. particularly those who possess some architectural knowledge or 

artistic awareness can capture, in their photographs. the original poetic intentions of the 

architect. This is evident in the many photographs of the Brion Tomb. For example. a series 

of photographs of the interior of the chapel of the Brion taken by Guido Guidi show how 

light moves behind and across the altar throughout the day. 7 The poetry of dancing light is 

created by the careful architectural detailing of Scarpa. and it has been clearly recognized by 

many photographers. 

In order to support the several hypotheses already stated. photographic vie\\ s of the 

Brion Tomb from several sources were used to analyze then1 for: 

1. similarity of images among the photographers: 

7 Olsberg, Nicholas, George Ranalli. Jean-Fran<;ois Bedard, Sergio Polano. Alba Di 
Lieto. and Mildred Friedman. Carlo Scarpa Architect: Intervening ~rith History 
(Montreal: The Monacelli Press. 1999). 178-181. 
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2. aesthetic content; 

3. content meaning recognized by the photographers. 

Photographs taken by published architectural authors, architecture faculty. and students were 

examined for these qualities. The information was analyzed based on the frequency particular 

views and details were recorded. The researcher contends that \\hen a specific detail has a 

high incidence of record then it can be considered as significant. The ·Architecture.· in its 

form and/or meaning. has communicated to the photographer (viewer). however abstract it 

may be, on a high aesthetic level. These images appeal to the Level II viewer. though. of 

course, a more passive participant may also be stimulated in some less conscious (cerebral) 

way. 

Interviews were conducted by the researcher with each faculty and student 

photographer in order to obtain an overview of their original photographic intention. This 

interview data identified the photographer's aesthetic involvement with the Brion Tomb. and 

how each wanted to document that experience. 

Architecture and photography concretize moments of beauty and pro\ ide \ isual 

expressions for existing and new ideas. Photography and architecture are each a celebration 

of life where light is captured. held in a manner that detines the space and allows 

communication. Experience of space is con11nunicated through aesthetic ideals that take on 

sociaL ideologicaL scientific. philosophicaL or religious meaning. 

Life is intimately related to things and places. The ability to see establishes a person ·s 

location in the world and also provides a sense of belonging. Language is a tool \\ hich 

provides meaning and understanding of the known world. Dwelling. according to !\ lartin 

l-l 



Heidegger,~ allows poetic images of aesthetic experiences to be developed . Those poet1c 

images are capable of being communicated through a variety of means. Architecture and 

photography are two such means that allow people to capture and comn1unicate a sense of 

dwelling. The Brion Tomb enlightens on those levels. 

It was anticipated that the results of an examination of speci fie photographic images 

would demonstrate that each photographer had recognized instantaneously· Architecture· (at 

both macro and micro levels) because of the resulting symbolic and/or aesthetic message that 

was communicated to the photographer and, in turn, to the viewers of his or her photographs . 

s Heideggec 148. 

15 



CHAPTER II 

SCARPA AND HIS AESTHETIC VIEW 

The most transitory of things. a shadow. the proverbial emblem of all that 
is fleeting and momentary. may be fettered by the spell of our ·natural 
magic, ' and may be fixed forever in the position lt'hich it seemed only 
destined for a single instant to occupy.') 

William Henry Fox Talbot's statement, written in 1839. describes man ·s attempt to become 

eternal by capturing what is fleeting. Time is the element in which moments inescapably 

pass, but through photography and architecture that a moment can become frozen in time. 

Carlo Scarpa has been able to create architectural monuments that describe in fixed 

moments a record of our existence on earth, the journey from birth to death. He has 

captured the spirit of human existence in his designs for tombs and monuments through the 

use of architectural detailing in a way that transforms light and shadow into a recognizable 

symbolic language. 

Scarpa viewed life as an art form. 10 For him. architecture was poetry fully realized 

when the form reached its maximum expression through the choice of materials and 

detailing. His formal language, depended upon his ingenious use of materials to capture 

light and shadow in the details sufficient to convey to the observer to a deeper. visceral 

plain. While the monuments he created appear to isolate events in time, observers notice 

')Haworth-Booth, Mark intro .. "Photography and Time." Aperture (No. 158 \\'inter 

2000). 3. 

10 Duboy, Philippe, Peter Noever. The Other City Carlo Scarpa Die Andere Stadt 
(Berlin: William Ernst and Sohn. 1989), 8. 
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that time is not frozen~ a heightened awareness is created of the passing of their own sojourn 

on earth and of their own mortality. Death cannot be escaped. 

It is with his designs for the Brion Tomb. San Vito d"Altivole. Italy. that Carlo 

Scarpa most aptly applies his mature vocabulary in his aesthetic approach to architecture. 

The development of his aesthetic symbology and ideology are expressed sequentially in the 

following monuments to the dead: 11 

Table 2.1 Monuments by Carlo Scarpa 

Date Monument 

1940-1941 Tomb ofVettore Rizzo (unrealized) San Michele Cemetery. Venice. 
Italy 

1943-1944 Copovilla Family Tomb San Michele Cemetery Venice, Jtal] 

1951 Verritti Tomb with A Masieri San Vito Cemetery,Udine, Italy 

1955 Pedestal for a ceramic statue by L. Leoncillo (demolished) Gardens of 
Castello, Venice, Italy 

1960 Zilio Tomb San Vito Cemetery,Udine, Italy 

1967-1969 Project for a monumental cemetery Modena, Italy 

1968 Installation design for a monument to the Women of the Resistance 
Statue by Augusto Murer with S. Los Castello Gardens. Venice. Italy 

1969-1978 Brion Tomb with G. Pietropole. C. Maschietto Cemetery. San Vito 
d · Altivole (Treviso ), Italy 

1970-1983 Masieri Memorial with C. Maschietto, F. Sen1i Dorsoduro Venice. Italy 

1975 The monument to the victims of the massacre in the Piazza della Loggia 
and commemorative columns for the second anniversary with F. 
Rovetta, Brescia. Italy 

1978 Ton1b for the Galli Family with M Pastorino.Nervi Cen1etery. Genoa. 
Italy 

11 Los. Sergio, Carlo Scarpa: An Architectural Guide (Verona: EBS Editorial Bortolazzi
Stei. 1995), 123-135. 
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These eleven projects reflect a maturing vocabulary that demonstrates the influences on 

Scarpa of Le Corbusier who instilled in him the desire to find new forms in the kchniques. 

materials, and structural discipline of an industrial culture. 12 Josef Hotln1ann and Charles 

Rennie Mackintosh, whose attention to tectonics, craftsmanship, and materials and their 

involvement with Art Nouveau had a profound influence on Scarpa. L' The Vienna Secession 

shaped Scarpa's profound sense of decoration. 14 This is clearly demonstrated throughout 

his entire oeuvre. The detail within the detail. The manner in which '' ood and metal come 

together: the play of color. He delighted in the pleasures of seeing how distinctive materials 

with substantial properties could be wedded. Scarpa would follow this line: one that 

maintained architecture as an art, as an outgrowth of pictorial thinking. Drawing provides 

a connection between seeing and knowing, of thinking in images. This ability separated 

Scarpa from his more functionalist contemporaries. 

Scarpa had a long and fertile relationship with Frank Lloyd Wright's architecture. 

Wrighfs work reflected the interplay of building and the natural environment. This is 

reflected in many of Scarpa· s projects, especially those of the post -war period that reveal 

how the study ofWrighfs concern with the question of tradition. the influence of Japanese 

traditions, and the manner in which these symbolic ideologies can be comtnunicated using 

12 Olsberg, et al, 12-14. 

13 Los. Sergio, Carlo Scarpa (Koln: Tasch en. 1993 ). 8-l 0. 

14 Scarpa, Carlo, ··can Architecture Be Poetry? Paper delivered at the Academy of Fine 
Arts, Vienna, November 16, 1976. In Dal Co, Francesco, Giuseppe MazzarioL Carlo 
Scarpa:The Complete Works (Ne'' York: Rizzoli International Publications, Inc., 1985), 
283. 
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architectural detailing. 15 Scarpa's involvement with Wrighfs work stressed the symbolism 

inherent in simple geometric forms. 16 His architecture was organic as opposed to the ·bare-

box· Modernism. Simple geometric shapes emphasized by light and shadows reflect the 

integral decoration Scarpa used to comtnunicate the symbolic in his architecture. II is 

iconography touches the deep inner recesses of our minds to reveal aesthetic meaning in the 

work. 

Light illuminates and gives meaning to space and provides room for the objects 

contained to come into existence. Both photography and architecture depend on light to 

illuminate their beauty. Sergio Los calls this ability '"creating space in the light." 17 Scarpa 

was a master at manipulating space using light to produce an aesthetic experience. For 

example, Scarpa uses light dramatically to make the sculpture come alive in the Cano\ a 

Sculpture Gallery, or spiritually the way light is used to create a range of moods as it strikes 

the variform surfaces of the concrete walls at the Brion (see Figure 2.1 ). 

15 Ibid., 48-49. 

J(, Crippa, Maria Antoni etta Crippa, Marina Loffi Rando lin. eds. Carlo Scarpa: Theory. 
Design. Projects (Carnbridge: The MIT Press. 1986),56-58. 

17 Los. Carlo Scarpa. 8. 
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Figure 2.1 Canova, Three Graces in the Gypsoteca Museum design Carlo Scarpa 
Source: Guy R. Giersch 

In order to fully comprehend the quality of Carlo Scarpa, the architect/designer. it 

is necessary to understand his history and the influences that helped shape his aesthetic. 

Carlo Alberto Scarpa was born June 2, 1906, in Venice. 18 When he'' as two years 

old, his parents moved to Vicenza where his mother managed a fashion shop while his father 

commuted to Venice where he was employed as a primary school teacher. During the early 

years of Scarpa's life he cut out dress patterns for his Mother. He worked \\ith t\\O-

dimensional paper patterns and translated them into three-dimensional objects. This had a 

definite influence on the future career of Scarpa. From childhood, he realized ho\\ a 

patterned drawing became a dress constructed of a variety· of n1aterials. Such crafting of a 

dress is similar to the design and crafting of glassware and architecture. This humble 

beginning from a pattern (plan) to dress (three-dimensional object) established the 

18 Giordano, Sandro, "'Biographical Profile." In Dal Co, 305-306. 
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foundation of his architectural aesthetic where drawing became the intellectual tool to reach 

the truth.'') 

Scarpa completed primary school and entered the Technical High School in Vicenza. 

During those early years he was deeply influenced by the Palladian architecture of this city 

and the Veneto. Scarpa commented that becoming an architect was a given based on his 

childhood experiences of playing in the light of Palladia's Basilica. 21
' 

In 1919, his mother died and the family returned to Venice. Scarpa. on lea\ing 

schooL failed the entrance examination to the Venice Academy of Fine Arts. He applied a 

second time in 1920 and passed. His course of study followed the traditional Beau:x-Arts 

curriculum in painting, sculpture, architecture, and design. 21 He graduated in four years 

with a diploma as a teacher of architectural drawing. 22 

In 1926, Scarpa was employed as an instructor of drawing at the lnsituto 

Universitario di Architettura di Venezia (IUA V). It is during this time that he was 

introduced to the intellectuals of the day. His broad interest in the arts and philosophy 

resulted in a lifelong pursuit ofbuilding a significant library which contained 4,0:'2 volumes 

at his death. 2 ~ The books, many banned and unpublished in Italy, introduced hitn to the 

1') Brusatin, Manlio, In Dubay & Noever, 319. 

21
) Crippa, 13-14. 

21 Olsberg, 10. 

22 Giordano, 305. 

2-' Vendramin. RatTaella, --carlo Scarpa's Library." In Dal Co, 307 
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aesthetics ofCorbusier, Hoffmann, Los. Mies van der Rohe, and Wright.~4 While at IUA V. 

he received commissions to design interiors which led to his lifelong involvement with tht: 

Venice Biennale and exhibit design in general. The Biennale attracted artist and architect 

alike, and the exhibition design experiences regularly gained became part of Scarpa ·s 

architectural vocabulary. 

The word which probably best describes the influence on Scarpa ·s career is 

eclecticism. While at IUA V. his early paintings are clearly influenced hy Paul Cezanne::5 

Pablo Picasso, Henri Matisse, and Fernand Leger who pioneered respectively the styks of 

cubism, futurism. and pointillism. 26 These influences appeared in his early designs for the 

various Murano glassworks. and were continually encountered throughout his life in 

drawings of anatomical details scattered amid his architectural renderings. 27 

While designing glassware at the Murano factories, the important role of 

collaboration between artist and craftsman was recognized and fully developed. This 

interplay with those who actually make the glassware, buildings and furniture continued 

throughout Scarpa's life. In all of his projects this symbiotic relationship reigned supreme 

in achieving the highest aesthetic design, quality. and the exceptional execution ofhis \\ork. 

Learning did not stop at these interrelationships for Scarpa incorporated the brilliant 

pallets ofPaul Klee and Piet Mondrian and later the transcendent spirituality of the paintings 

24Dal Co. Francesco '"The Architecture of Carlo Scarpa ... In Dal Co 24-95. 

25 Crippa, 16-17. 

2(, Ibid .. 14. 

27 Dal Co, 28. 
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of Mark Rothko which influenced his unique Byzantine-Venetian color schemes for the 

interior spaces of works such as Castelvecchio and Banco Popolare, both in Verona.~~ Light 

took on a persona of its own which communicated the unique character of the space and 

objects contained within. This is clearly illustrated in the Canova Plaster Cast Galleries. 

1955-57, in Possagno. These are not casual spaces where objects can be arbitrarily located 

and ignored. They are carefully planned and demand that the spectator becomes personally 

involved on a visceral level. When viewing the 'Three Graces· one feels the dance of this 

sculptural piece as light moves across the surfaces and creates a fluid environment ''here 

these women of ethereal grace and beauty become animated and converse metaphysically. 

[By placing them in a certain light that special diaphanous I ight [it] becomes. 
for Scarpa, a remarkable tool of architectural critique. It is precisely that 
remarkable light which reveals the illuminated sculptures and '' hich 
''traduces'' Canova by offering a new interpretation, that constitutes the 
typological content of the museum Scarpa ·'opens the discourse" concerning 
this content by means of a specific "compositional system, .. distinguished hy 
the use of specific figurative elements, ranging from trihedrons of the 
openings which produce that remarkable. specific light to the steps that 
accompany the visitor throughout the touc from the materials used all the 
way to the arrangement that gives the sculptures life. as if they \\ere persons 
themselves.~') 

The early impact of Palladian architecture of the Veneto coupled with the 

architectural works and writings of Corbusiec Alvar Aalto. and Wright coalesced into 

Scarpa's earliest formal architectural language. though 'it was Wrighfs work that ravished 

me. ,_,w Wrighfs influence resulted in itnitation at first \Vhile Corbusier had a deeper 

28 Crippa, 5. 

2') Los. An Architectural Guide, 8. 

-'ll Don1inguez. Martin. "Intervie\v with Carlo Scarpa.,. In Dal Co. 297 . ...... 
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philosophical effect on Scarpa's architecture. Scarpa and Wright concerned themselves with 

tradition, how experiments in composition might give rise to new styles based on older 

traditions. The major difference is that Wright worked at making his own archit~ctural 

language into a tradition while Scarpa concerned himself with making usc of past 

experiences to develop his language into a poetic expression of form. He was unconcerned 

with establishing an ideology. 31 He discovered an architectural tradition firmly rooted in the 

past and integrated it together with forms previously considered incompatible in th~ 

architectural aesthetic. This notion is demonstrated in the large-flange beams which cut 

through the lower galleries of Castelvecchio. Here ancient and modern do not collide but 

instead compliments each other. carrying and supporting, not in conflict but in harmony 

and beauty. This architectural piercing speaks on many levels to the vie'' cr. 

Corbusier's idea that architecture exists as a poetic emotion that it is experienced 

as beauty, is part of the very fabric of Scarpa's architectural intentions. 32 His ideas 

concerning the significance of developing architecture from the large scale plan. section. and 

elevation, the importance of massing, and the use of color have lasting effects on Scarpa· s 

architectural language. Scarpa interprets Corbusier's rationalism and does not see his texts 

as a series of formulas for a praxis. but acknowledges the power of imagination as the 

driving force in developing an architectural language. Corbusier's influence is considered 

fundamental in the formation of Scarpa's poetic sensibiliti~s. Scarpa's aesthetic \\as based 

' 1 Crippa, 31-32. 

'
2 Ibid., 31. 
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on the concept that what is created must be functionally perfect. There is a freedom of 

purpose not masked by decoration that allows the beautiful and useful to be expressed. 

It is reasonable to consider Scarpa's built structures as points of departure \vhere 

observers are given time to see before selecting from a variety of directions for 

interpretation. In his inaugural speech at the University Institute of Architecture in Venice 

for the 1963-64 academic year he proposed architecture as poetry.'' He continued to 

support this theme stressing it again in a paper entitled. ·can Architecture Be Poetry'?.· 

delivered to the Academy of Fine Arts in Vienna in 1976. ' 4 For Scarpa, architecture had to 

be harmonious, as in the face of a beautiful woman where all the proportions are perfect. 

Not all architecture meets this criterium. 

During the speech in 1976. Scarpa explained how Hoffmann and Ruskin influenced 

his great sense of decoration. 

Naturally the artist I most admired and who taught me most was the one that 
was most widely published in German reviews. Joseph Hoffmann. In 
Hoffmann there is a profound expression of the sense of decoration,'' hich. 
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 ver\ . -
simple: essentially I am a Byzantine and Hoffmann. basically. has a 
somewhat Oriental character -- the character of the European '' ho looks 
toward the Orient. 35 

In Venice, the most Byzantine of European cities, Scarpa worked, taught. and developed 

his architectural vocabulary. one that combined the skills of the craftsman. the unique 

·'
3 Ibid., 4 7-49. 

34 Dal Co, 283. 

35 Scarpa, 283. 

25 



combinations of materials. and a poetic sense of detailing. His details descrih~d ··the sense 

of the wholeness of inseparable elements," according to Louis Kahn. ~o Here Scarpa found 

the poetry to reveal myth and ritual. Light and shadows allo\v a dialogue to occur in the 

details, objectifying the connections of the historic past and present into a statement of 

beauty which communicates to the observer. 

Kahn and Scarpa developed a long-standing relationship before meeting in 196 7. 

For Kahn, "the structure is a design in light.· The vault the dome. the arch, the colun1ns are 

structures related to the character of light. Natural light gives moods to space by the nuances 

of light in the time of the day and the seasons of the year_ as it enters and modifies the 

space. ' 37 This understanding oflight clearly applies to Scarpa ·s ability to express a language 

that communicates by controlling and manipulating light through well crafted details. 

In another poetic statement, Kahn forwarded the proposition that a building begins 

with light and ends with shadows. _;x Between the light and the darkness I ies the shadow: the 

shadows create the interest that Scarpa· s detailing so aptly expresses. Scarpa\\ ould take a 

flashlight to the site at night to investigate the types of shadows that would be rt.:\ caled. 

It is also in light and shadow where photographers capture the aesthetic of a building 

or create a new aesthetic. Glimpses of the artist's intent can be vie\\ed photographically and 

reflected upon repeatedly. There is an interplay between architect and photographer\\ here 

-~ 6 Ibid .. 14. 

n Bilttikec Urs. Louis Kahn: Light and Space (New York: Watson-Guptill Publications. 
1994), 10. 

~X Ibid., I 0. 
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what is communicated in three dimensional spaces is captured and communicated through 

a two-dimensional image. It also provides a tangible way for determining what has been 

considered worth photographing, which is particularly applicable in this study by studying 

the images produced similar minds, those of the faculty and students of Texas Tech. 
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CHAPTER III 

SEEING AND THE PERCEPTION OF ARCHITECTURE 

Seeing comes before the word but experience shades how we see . These two 

qualities are where the paradox lies. How can one experience anything \\ ithout sen so~ 

input? If the experience shades what is seen, how does seeing and experience work 

concurrently to produce an aesthetic experience? 

It is proposed that a model exists in Einstein's 'Theory of Relativity.' In the 

quantum world, particles behave according to how they are treated and express both \\ave 

and particle function. Here, energy and matter are one and the same. In this world matter 

can become energy and energy can become matter based on the relative position of the 

observer. This reflects the dichotomy of the aesthetic experience in terms of form and sense 

where both exist concurrently and yet can be analyzed and experienced separately. 

Seeing produces experiences and in turn experience tempers what one sees. These 

events create a language of beauty through data gathered through sensory input channels. 

This language will reflect politicaL sociaL ideologicaL philosophicaL or religious values that 

are incorporated into the art of a culture. Norberg-Schultz further describes architecture as 

a work of art that concretizes higher values, that architecture is the visual expression of ideas 

that mean something because it brings order to reality.'') 

-' 9 Norberg-Schultz, Christian. Intentions in Architecture (Cambridge: The M.I.T. 
Press, 1997), 22. 
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Heidegger defines the language generally used as the 'House of Being· where 

humans dwell in language. To dwell in language people listen and respond to a \vorld where 

the language is poetic. When used poetically, the '"House of Being· is opened to dwelling.'' 

To dwell involves experiencing an aesthetic that has been incorporated into the \\ork. 

whether it is architecture or photography. 

Architecture as a form of poetry is a language perceived and understood on a 

personal level. This type of experience can be broken dow·n into t\\ o subcategories: the 

social or common cultural experience, and the universal experience which is ubiquitous to 

all. 41 The universal is the realm of the combined aesthetic experience where sense and form 

are blended into a sensation of beauty. 

Universal experiences involve spontaneous unconscious reactions to architecture. 

They are defined by reactions independent of culturally reinforced symbolic associations. 

The detailed elements of architecture can describe the dynamic nature which becomes the 

existential expressions of symbolic meanings enabling the shared experience of architecture. 

Beauty is then the totality of experience. 

The dynamic nature of architecture common to all cultures is motion. weight. and 

substance. These are experienced in the natural and built world. When confronted by the 

world of form there is always a subconscious response at the dynan1ic kveL yet the symbolic 

associations derived are culturally and experientially forn1ed. 

40 Ibid., 44. 

41 Thiss-Everson, Thomas, .--lrchef)-pes In Architecture (Oslo: Norwegian L1niversity 
Press, 1987), 21-25. 
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An object's qualities t:xcrt an effect on an individual that require an evaluation.-' 2 

This evaluation and the level at which it occurs became the basis of perception and the 

aesthetic experience. This is the Level II perception. Architecture experienced pa~~ively 

at Levell reduces the involvement of the imagination for Level I activit\ is rooted basicallv 
'- - -

in simple reflection and not activelv involved with making broader non-alignt:d. and more 
-" '-' ~ ~ 

creative connections. Level I viewing rarely allow the aesthetic quality to become a 

substantial part of the experience. Passive observation is the day-to-day expt:riencc of I it't: 

where there is rarely any subjection to self-reflection. Without self-reflection there is no 

aesthetic experience. 

Just as passive experience denies the imagination so does viewing in a literal manner. 

Literal perception aims at belief and the desire to realize the rightness or wrongness of\\ hat 

is observed. The intent is to discover facts to describe empirically observable phenomena. 

Thought and experience are inseparable, they both depend on each other because \\·e cannot 

describe an experience without thought and experience does not exist \\ ithout thought. -t~ 

The viewer whose imagination is active can understand the unity in the architecture 

observed.H A case in point verbalizing the word ·\\alk' to a dog and perceiving the 

reactions of the dog to it is understanding at the basest levels. \\/hen a person hears the\\ ord 

·walk' it suggests a variety of interpretations. Listening to music creates similar 
'-

-t:! Arnheinl, Rudolf: The Dynamics a/Architecture (Berkeley: University ofCalifon1ia 
Press. 1977). 4-7. 

-tJ Scruton, Roger. The Aesthetics o.fArchitecture (Princeton, Princdon University Press. 
1979), 77. 

H Ibid .. 93-102. 
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interpretations through harmony, melody, movement.~5 It is the imagination which leads us 

to the greatest understanding. If imagination does not lead to a new experience then it has 

not led to an understanding of the aesthetic experience. 

Art possesses a variety of formal qualities such as balance, variation, color. harmony. 

etc., that artists and critics over the centuries have generally· agreed upon and taught to this 

day. 4
(' If these qualities are what makes art then it would seem that there arc generally 

agreed upon criteria to categorize and classify art. However. this is not the case. Why do 

art lovers repeatedly find new stimuli in pictures, sculpture, architecture. music. etc.'? 

Using the imagination, perception allows the observer to enjoy architecture or art as an 

aesthetic experience beyond the literal, formal level of known facts, and beyond the stage 

of the formal qualities of art, beliefs or edge and is instead the enjoyment resulting from ne\v 

experiences occurring each time the art is viewed. 47 

There are two levels of perception. The first occurs with the literal experience based 

on knowledge. The formal qualities of form, shape, color. harmony. etc .. are the elements 

of the first level. The second level, where new experiences occur. requires a deeper 

understanding of the parts as they relate to the whole, in order to produce a meaningful 

encounter. 

45 Ibid., 81. 

4(, Sandstrom. Sven. Architectural Psychology: A Sociological Theory ofAesthetic 
l 'isual Estimation and Use (Oslo:) 400-40 I. 

47 Scruton, 87. 
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Level I photographers will simply view the architecture and capture imag~s that 

communicate form, shape, color, harmony, etc. They may recognize the aesthetic content 

but probably through intuition. However, the Level II photographers. because of a deeper 

understanding of architecture will be able to photograph buildings with a de~per 

understanding and the resulting images will reflect that deeper understanding. 
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CHAPTER IV 

SEEING AND SYMBOLS: ARCHITECTURE AS LANGUAGE 

Mankind is, by nature, a visual species. Neurological studies have shown that the 

occipital lobe is one of the larger parts of our developed brain. It is the location for input 

and analysis of visual information. Seeing is the major mechanism used to experience the 

world. Experiences are translated into visual and verbal language that allo\\ s the ._ ._ 

communication of events to others. This background forms the foundation of our 

knowledge of the universe. The explanations of experiences from a culture embraces stories. 

myths, and cultural icons that are the very personae of a civilization. The myths are the 

basis of the culture's creative soul. It is a rhetoric which communicates what was seen in the 

past. Those myths are imbedded in the very fabric of the art, music. and literature of a 

culture. They are the basis of the aesthetic experience. 

Viollet-le-Duc and Ruskin held the belief that learning to dra\\ would educate the 

mind to see. These views were held a century later by Carlo Scarpa- "I draw because I\\ ant 

to see", and his pupiL Mario Botta, ""I draw to build." More importantly: 

I [Carlo Scarpa] studied at the Academy of Fine Arts in Venice. They taught 
us a lot of useful things. We learned to draw with all the different techniques 
of representation. I think schools of architecture ought to concentrate more 
on these techniques. like classical free hand drawing. If you teach students 
to draw, the better ones get an earlier idea of what they'll be able to do later 

~R on ... 

~~Dominguez, Martin, ·'Interview with Carlo Scarpa.'· In Dal Co, 297. 
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Seeing is the manner in which both objectification and the objectified come into existence.~·~ 

This type of seeing is involved with Eco · s Level II observation. 51
' The second level observers 

take the various paths presented to them by the artist. They take time and care to see. to 

experience the visual or auditory art that has been presented. and to recognize at some part 

of the artist's life that has been expressed in the work they perform. The work can also serve 

as a mirror to reflect some part of our own lives or to stimulate us into a dialogue regarding 

new symbols to explain our experience. The work reaches deep within our psyche and 

creates a symbol-system that allows us to be related to that symbol-system. 

Symbol-systems involve language and the arts. 51 Our world is actually constructed 

of objects to which we give names. The names given do not explain the experiences '' hich 

bring about objectification: they only represent a cultural agreement that there is a 

commonality of experience represented in the symbol. This is the nature of a cultural 

aesthetic understanding. 

Consider an apple. When looking at an apple or a representation of an apple there 

is instant recognition because of the agreed cultural convention regarding \\hat the apple is. 

However, knowing the apple requires us to experience the apple on levels beyond n1ere 

visualization. It can be felt. tasted, carved. flavored or it also comes in a variety of shapes. 

sizes, and colors. What is experienced when an apple is seen is dependent upon each 

49 FrascarL Marco. Alonsters ofArchitecture: Anthropomorphism in .irchitectural 
Theory (Savage: Rowman and Littlefield Publishers Inc., 1991). 105. 

50 Eco. 5-1 I. 

51 Norberg-Schultz, 55-59. 
'-' 
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individual's knowledge of the apple. All share a certain commonality in the thing that we 

call 'apple.' 

This experience can be deepened when we vic\\ photographs of apples. The 

photograph can be simply beautiful and the reason for the aesthetic experience is to be found 

not only in the formal qualities of the apple but also in the intrinsic sensual qualities of the 

apple which simply appeal to the eye. Any symbol is thus translated by each individual 

expenence. With more experience an individual can understand a symbol's deeper 

meanings. The more an individual is willing to see, the more those experiences \\ill be 

broadened. Each time a symbol is revisited those events will be shaded \\ ith what 

experiences we have already had. 

It is possible to experience an entire range of emotions through an image. Take for 

instance the following image of St. Francis of Assisi in Ranchos de Taos (Figure -+.1). 

Figure 4.1 San Francisco de Assisi. Source Guy R. Giersch 
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What information can be experienced from the viewing? Do the curved I ines of the walls 

and steps that are covered with snow awaken in us a sense of refuge that can be found 

blanketed within the walls? Does the cross atop the bell tower offer hope? How many 

human events have taken place within the walls? What of the hands that built these walls? 

What about the mass of earth carried, formed, and placed to make the walls? Are the'' ails 

smooth or rough? What of the sacrifice the community made to build and maintain those 

walls? Where did the vigas come from to make the beams in the ceiling? What events has 

the tree witnessed among the faithful who come to worship? These are but a few of the 

questions that an image can generate. 

Charles Morris developed a 'Theory of Signs,' or semiotics, in an attempt to develop 

a language to talk about signs. 52 He combined syntactics, the study of the relationship 

between signs and semantics, the relationship between signs and reality: and pragmatics, the 

relationship between the symbol-system to evaluate how they influenced the users. Morris 

looked at these interrelationships as a threefold process to explain how the rules for the usc 

of signs in daily life are not formulated in a specific manner but instead represent a character 

or tradition. Semiotics are a method to look at the symbols we use in our everyday lives and 

to analyze those symbols as a language. The language is created to explain the con1ple' 

relationships between the form of the object and its sense qualities. 

It is possible to apply this process to the arts and look at the language of symbols 

within art. Marco Frascari called the symbols found in architecture ·monsters.'='-' \Vhat are 

52 Ibid., 59 

5) Frascari, 13 
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the monsters found in architecture, what is the origin of those monsters, and how are they 

created? 

Monsters emerge as the common characteristics in the theory and 
practice of buildings because they reveal the sign transformations 
implicit in architectural projects .... They are the joints between 
physical reality and artistic expression. 5~ 

Within buildings we find many symbols of our culture as we find allegories in other art 

forms. The models are first subject to the artist who directs them, and then they are subject 

to the viewer who approaches them. The act of viewing allows the perception and aesthetic 

experience of the architecture to take place. 

Umberto Eco, in his Theory of Semiotics, discusses the importance of .. directly 

viewing'' architecture through shifting angles of vision. 55 

'Suppose we are looking at an Italian Renaissance palace with an 
ashlar-work facade. If the palace were drawn or photographed one could 
understand the architect's "idea', the so-called, 'form· of the artifact and other 
drawings could provide one with the plan and the entire set of geometrical 
rules which directed the builder. But when the palace is direct~r vieu·ed 
something else happens. 

Not only does it take time to comprehend. imposing a shifting angle of vision. 
thus introducing time as one of the indispensable components of the 
architectural experience. But also the material itself, with its unevenness and 
its tactile stimulation, adds something to our conceptual understanding. The 
architectural system has given rise to a certain nun1bcr of units. i.e. stones or 
a certain size: each is clearly a pertinent element of a segmented nlasonry
continuum. But what about the inner texture of the individual stones. since 
undoubtedly much of the appeal of ashlar work derives from this factor? 
Modern aesthetics would say that aesthetic enjoyment brings into play even 
the microstructures of the material from which is tnade. Which is true 
enough, except that a semiotic definition of these microstructures must go on 

54 Ibid .. 17 

55 Eco, Umberto, Semiotics (Bloomington, Indiana University Press 1979). 265. 
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to say that they represent the pertinent elements of a further segmentation of 
the material in question, thus suggesting the possibility of a more basic form 
of the expression. Aesthetics is not only concerned with hyper systems such 
as the various connotations that the work of art conveys above and beyond its 
immediate communicative appearance: it is also concerned with a whole 
series of hypostructures. ' 56 

.. 

Directly viewing architecture takes time to comprehend and that it is time that indispensabl; 

allows for the aesthetic enjoyment which brings together the ·hyper systems.· that is the 

connotations that the work of art conveys, above and beyond its immediate communicative 

appearance but also the. "hypostructure, · that is those parts which make the whole. The 

details are the "hypostructure' that allow the "hyperstructure · to exist and a photograph of 

those details allow time for a viewer to contemplate and thus have an aesthetic experience. 

Howevec the ambiguity and polyvalence found in every work of architecture n1ay 

be just the reasons for pleasure to be developed: it allows the viewer to contribute his/her 

own interpretations regarding what is perceived: it flatters his/her intelligence in a way 

enabling contrasting dissimilar ideas to join and reveal new interpretations. These n1ust be 

elements embedded in the design which act as signs ripe for interpretation. Those that are 

obvious, the cross for example. a Christian sign, may not be as stin1ulating as an abstract 

sign such as those embedded in the drainage channel at the water entrance of the Chapel at 

the Brion Tomb (see Figures 4.2- 4.3 ). 

56 Ibid., 265 
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Figure 4.2 Cross at corner of Brion and Village Cemeterv: Source Guv R. Giersch 
~ ~ . 

Figure 4.3 Drain Detail from Water entrance Brion Chapel: Source Guy R. Giersch 

Regardless of the time in the history of the races a symbolic language has been 

invented to explain existence within the cosn1os. Heidegger related the methods by'' hich 

people associate with the cosmos as dwelling which can only be obtained through building. 57 

He sumn1ed up the process in three statements: 

57 Leach, NeiL ed. Rethinking .-l.rchitecture: A Reader in Cultural Theory (london: 
Rutledge. 1997). I 00-102. 
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1. Building is really dwelling. 

2. Dwelling is the manner in which mortals are on the earth. 

3. Building as dwelling unfolds into the building that cultivates growing things 

and the building that erects buildings. 5x 

Building will result in creation and creation will bring forth the concept oftechne which in 

ancient Greek means knowing. 5') In order to know we must sec and understand what is 

present. Knowing allows creation to take place. The creations wi II be the symbols \\ c usc 

as language as well as the language we use in building the world in which we dwell. The 

symbols will be incorporated into the very foundation of our built en\ ironment to give 

meaning and substance to our world. The aesthetic experience will thus incorporate the 

symbols of our built environment. 

Hersey called the syn1bols found in architecture ·tropes. ·Ao They represent the 

corporeal nature of classical architecture. Columns represent trees. garlands syn1bolize the 

decorations placed on sacrificial bulls. skulls embody a rerninder of our finite existence. 

entablature stands for the table for offerings. Our built environn1ent is based on the 

intellectual practice of architecture. 61 In designing architecture there is a demonstration of 

ideas. tropes, through the drawings and construction. 

5 ~ Ibid., 102 

5'
1 Ibid .. 120-121 

6° Frascari. 1-t.-15 

61 Ibid .. 16-22 
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It is not enough to design in the mind because architecture requires a visible 

language in order to be communicated. That language demands the incorporation of the 

body in the project. The physical act of drawing requires thought being converted into line 

which in tum converts two-dimensional ·space· into three-dimensional space. \\ 'hen the 

project is constructed space is the visible demonstration of the ideas of the architect. 

Finally, there will be the actual joining of the language of the mind and the physical 

construing of that which can be seen. 

It comes back to seeing. Whether one looks outwardly or inwardly. it is the visible 

world that forms the basis for symbols. tropes. and one's experiences. Tropes are 

incorporated into the language for our creative acts. Architecture becomes a visible 

expression of an aesthetic experience. The features of the Brion Tomb have these aesthetic 

qualities aplenty, and they have been captured by the photography taken by the T cxas Tech 

subjects used in this research. 
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CHAPTER V 

THE ROLE OF PHOTOGRAPHY AS A RECORDING MEDIA 

In 1856, William Morris wrote of the passion he felt at seeing :-\miens 

Cathedral in the Oxford and Cambridge Magazine.6~ He included an explanation for two 

similar reactions that had occurred when he saw Ami ens in an earlier visit in 1855. One \\as 

the wonderful feeling, a deep inner connection to the past which arose in hi s breast. The 

other was a love that he felt was imparted by the original stonemason into the very stone of 

the cathedral. Morris described the stones as alive, and he recorded his experiences '' ith 

photographs. Morris felt that photographs liberated his architectural vision where. upon 

their reviewing, he could recall the emotions and artistry of the buildings once visited (see 

Figure 5.1 ). Morris would recount the joy of visiting Amiens over and over again by 

viewing his photographic images. Morris was able to rekindle his aesthetic experience 

through photography. 

Figure 5.1 Amiens Cathedral:Source Columbia Online Media 

(, ~ Miele, Chris. 1Villiam !vlorris On Architecture. (Sheffield: Sheffield Academic Press. 
1996), 11-12. 
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Photography is a very important media for recording the world in \Vhich we live. In 

the 1850s, Edouard-Denis Baldus, Hippolyte Bayard, Henri Le Secq. and Gustav~ Le Gray 

were commissioned by the French government to photograph historic buildings before the\ 
'-- -

were destroyed during Haussmann 's renovations of Paris. The photographic record that 

Baldus and his fellow photographers produced has provided a preservation record that is a 

vivid and poignant historical description of Gallic culture.h3 There have been countless 

others who have contributed to this documentation of our environment both built and 

natural. Photography records not only form, the style, coloc texture, etc. of a building. it 

also records something about the character and aesthetic quality of a place. 

Ezra Stoller_ the great American photographer of architecture, wrote that it \\as the 

architecture which really interested him, and that photography was simply the medium used 

to communicate the ideas he had of it. 64 If the photographic representation of an 

architectural form is to be successful, it must be able to communicate to the viewer. What 

is communicated depends upon the visual preferences of the photographer and of the viewer. 

How authentic is the photograph? Does the photograph communicate a true and faithful 

representations of the object are questions to be answered by both photographer and viewer? 

Photography itself can have a powerful effect on architecture. not only as a means 

of record but through its communicative power it can be an aesthetic force for change or 

(,J Horenstein, Henry and Russell Hart, Photography (Upper Saddle River: Prentice Hall. 
200 I), 8. 

64 McGrath. Norman. Photographing Buildings Inside and Out (New York: \Vatson
Gupthill Publications, 1993 ): 17. 



influence.65 However, it should not be assumed that pictures represent symbols or factual 

recording of the visible world. Pictures may represent the photographer's deeper 

interpretations not easily captured in words, but in the frozen moment of the photographic 

image.66 

Nearly every effective photograph has an architectural quality because it is built with 

light. By isolating an image one captures a moment that vvill not return, but one also has 

seized a moment that can be revisited and analyzed for new and different meanings. 67 It is 

possible to experience the photographic interpretation of the architecture as a pleasing 

sensual element of texture, contrast, rhythm, space relationships, scale, and monumentality. 

The photographic view can express relationships with the environment. light use. the vic\\ 

points of birds or worms, and of beauty or squalor. The understanding can be found on a 

factual level or can penetrate deeper into the psyche where each individual viewer uses 

experiences to create new understandings and to have an aesthetic experience. 

Photographs can suggest ways in which our own observations might become more 

informed and refined.r,x Like architectural experience. photographic impressions require 

65 De Mare, Eric. Photography and Architecture (New York: Frederick A Praeger. Pub .. 
1961 ): 1 7. 

66 Hirsch, Robert. ""Why People Make Photographs" Photovision: Art and Technique 
Vol. l. No.2 (July/August 2000): 8. 

67 Ibid., 13. 

r,x Busch, Akiko. The Photography a/Architecture: Tlvelve T'iews (New York: Van 
Nostrand Reinhold Company, 1987). 13-16. 
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active participation by an observer in order to complete it.69 Meaning is not intrinsic in the 

experience. It is established through a fluid relationship involving emotion and analysis. 

Both architecture and photography can communicate long before they are understood. Good 

images like good architecture will teach the viewer not to read it by provoking responses 

from the viewer's inventory of life's experiences. Meaning may not be found in the actual 

image but instead is found in the interstices. and it is here that the multiple meanings are 

born out of a meditative process and beauty is experienced. 

(,') Scruton, Roger. The Aesthetics ofA.rchitecture (Princeton: Princeton University Press. 
1979), 91-95. 
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CHAPTER VI 

OAT A COLLECTION AND ANALYSIS 

6.1 Survey I 

During the course of this research, a total of one thousand. five hundred and forty -

eight photographs of the Brion Tomb have been viewed and sorted into fifty-seven 

categories. The first survey involved the investigation of ten published architectural 

treatises, monologues, articles, and books containing photographic views produced t\\ o 

hundred and ninety-six of the photographs. The following are the published sources used: 

1. Canadian Centec Olsberg. et aL Carlo Scarpa Architect: Intervening H'ith 

History, 

2. Crippa, Carlo Scarpa: Theory, Design, Projects. 

3. Dal Co. Carlo Scarpa: The Complete Works, 

4. Dubay, Les Cahiers de Ia Recherche Architecturale, 

5. Los, Carlo Scarpa, 

6. Los, Carlo Scarpa: An Architectural Guide. 

7. Noever, The Other City Carlo Scarpa Die Andere Stadt. 

8. Saito, Carlo Scarpa, 

9. Yale, Curator was Ranalli. Carlo Scarpa: Drawings for the Brion Fami~\· Tomb, 

10. Zugman, Architecture in the Box: .~rchitectural Photography 1980-1995. 

The remaining one thousand two hundred and tifty-t\\ o came from ek\ en 

unpublished sources. and were photographs taken in Italy by architectural faculty and 

students of Texas Tech University between 1992 and 2000. The photographic data ''as 
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collected and analyzed using an Excel spread sheet program that calculated totals and 

percentages (see Tables 6.1 - 6.2). These images were analyzed and placed into one of fifty-

seven categories established by the researcher. The following are the fifty-seven categories 

that were developed for Survey 1: 

1. Propylaeum from the village cemetery 
2. Propylaeum from park 
3. Inside Propylaeum to Pavilion 
4. Inside Propylaeum to Arcosolium 
5. Pavilion exterior view 
6. Pavilion interior view 
7. Pavilion joint details 
8. Meditation pond 
9. View of Arcosolium looking N 
10. View of Arcosolium looking S 
11. View of Arcosolium looking E 
12. View of Arcosolium looking W 
13. Tile detail of Arcosolium 
14. Detail of Arcosolium 
15. Sarcophagi 
16. Sarcophagi detail 
18. Family Tombs looking N 
19. Family Tombs looking S 
20. Family Tombs looking E 
21. Family Tombs looking W 
22. Detail of Family Tomb 
23. Down spout Family Tomb 
24. Family Markers 
25. Ambulatory entrance 
26. Concrete door behind Sacristy 
2 7. Chapel interior view general 
28. Chapel interior view detail 
29. Chapel exterior detail 

30. Chapel general view S side 
31. Chapel General view W side 
32. Chapel door main entrance 
33. Chapel door detail 
34. Chapel door hinge detail cypress 
3 5. Chapel Floor bronze cross 
36. Chapel Altar detail 
3 7. Chapel candle holder 
38. Cross detail 
39. Chapel floor drain Cypress grove 
40. Holy water font 
41. Detail Chapel pond 
42. Glass door 
43. Counter balance system 
44. Cable system (park) 
45. Walkways 
46. Four steps Arcosolium 
4 7. Four steps in Propylaeum 
48. Bench Pavilion 
49. Tile details of walls 
50. Floor detail in the Propylaeum 
5 I. Cypress walk to the Brion 
52. Details of walls 
53. View Propylaeum to Village tombs 
54. Lvch Gate 
55. Lych Gate detail 
56. Aerial view. 
57. Comer, Brion and Village Tomb 

The categories for placement were based on naming what was viewed and considering if the 

photograph was a general view, a detailed view, or a specific detail. Photographs placed in 
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the general view category were images that were more panoramic in nature. A photograph 

of an entire building would be considered a general view. A detailed view was a photograph 

that isolated parts of a structure. As an example a photograph of a door shO\\ ing trim. 

hinges, door handle, and type of wall material would be placed in the detailed\ iew categorv. ..... . 

A photograph of a hinge or a close-up of the actual texture of a concrete \\·all would be 

considered to be a specific detail. 

The photographic data showed that the majority of the photographs of the pub I ished 

work, 52o/o, concerned themselves with broad, general. views of the Brion compared to 

32.8o/o of the photographs from unpublished sources. The majority of published 

photographs reflected a tendency in print to present overalL generalized views of the major 

structures of the Brion Tomb for the benefit of a lay audience, those who have little or no 

knowledge of the project. Such photographs included overall views of the Propylaeun1. 

Arcosolium, and the interior and exterior of the Chapel (see Figures 6.4. 6.5. 6.12. 6.22. and 

6.25). The unpublished sources contained a significantly higher incidence of photographic 

views of more specific, often small scale, detailing that is found throughout the Brion (sec 

Figures 6.13, 6.16, 6.26, and 6.27). 

It is impossible to know what photographs the published authors had at their 

discretion to select from for their books and articles. but their articles are generally broadly 

descriptive in nature. thus it is quite likely the photographs\\ ere chosen similarly to provide 

the reader an overall impression of the architecture to elaborate upon the narrative . 

The photographs of the unpublished sources indicate a broader level of viewing. The 

detail in1ages result from definite choices made by each of the faculty/student photographers 
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as they investigate the site. The intentions behind the pictures, slides and prints are reflected 

in the statements these photographers were required to provide through a written 

questionnaire and oral interview. 

When each category was analyzed, the detailed views of the \\ails were the largest 

contingent with 13.9o/o of the total published photographs and 14.8o/o of those submitted by 

the faculty/student group (see Table 6.2). The detailed views of the walls included 

photographs of the tile detailing, the stair-stepped ziggurat, the cantilevered walls, corner 

details, cutouts in the walls, and the play of light and shadow on the shapes and texture of 

the concrete used in the construction of the walls (see Figures 6. 8, 6.13, 6.16 ). 

The detailed views of the Chapel's interior and exterior also indicated a high 

incidence of interest for both the published and unpublished photographers (see Figures 6.1 

and 6.2). Published general views ofthe Chapel's interior represented 8.8o/o of the totaL 

more than twice the percentage of the unpublished photographs of the faculty/students (3°o ). 

When the detailed views of the walls are added to specific architectural details of the walls. 

such as the bronze rainwater down spout of the Family Tomb, the floor drain on the chapel 

exit to the Cypress Garden, and the counterbalance system, the total number of photographs 

taken by faculty/students rises to 67.2o/o while the authors/published vie\\S rises to 48°o. 

This indicates that the majority of photographs taken by faculty/students shows a 

preponderance for detail which is consistent with the research hypothesis that photos are 

taken mainly of things that provoke interest. Can it be determined that this interest is 

stimulated by the aesthetic content? 
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Figure 6.1 Exterior detailing of Chapel: Source Guy R. Giersch 

Figure 6.2 Interior of Chapel showing detailing in ceiling, walls, tloor, and altar: Source 
Guy R. Giersch 

After the initial analysis of one thousand five hundred and forty-eight photographs 

provided in Survey I was completed, a chart based on the top ten categories for the 

published and unpublished sources was compiled to enable a more detailed comparison to 
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be made to gain a better understanding of the data (see Tables 6.3 - 6.4 ). As the 

author/publisher group had an equal number of views of the Lych Gate and of the 

Arcosolium looking north , both were included to increase their total to eleven categories( sec 

Table 6.6). The following are the categories for both: 

Table 6.6 Top Categories for Author/Publisher and Student/Facult.Y Groups 

Author/Publisher Student/F acultv 
.I 

I. Details of walls 19.8°/o 1. Wall Detail 26. I o o 

2. Chapel exterior detail 18.4°/o 2. Chapel interior view detail 1- qo ), 0 

3. Chapel interior view general 9.2% 3. Pavilion joint detail 1' 3 °' ~. ' 0 

4. Chapel interior view detail 9.2°/o 4. Meditation Pond 8.9o·o 

5. Propylaeum village cemetery 7. 7o/o 5. Chapel exterior detail 7.9° 0 

6. View of Arcosolium looking N 7.2°/o 6. Fountain detail 7 -o . ) i () 

7. Pavilion exterior view 6.8o/o 7. Detail ofChapel Pond 6.0°o 

8. Propylaeum from park 6.3% 8. Detail of Arcosolium - 70 ), 0 

9. Inside Propylaeum to Pavilion 4.4o/o 9. Chapel interior general vie\\ ~.3°o 

I 0. Lych Gate 3.9o/o 10. Walk\vays -t.. 7° 0 

11. Family Tombs looking west 3.9o/o 

When the groups were compared, 207 (69.9o/o of the 296 photographs taken by the 

author/publisher group) represent their top eleven views. Of the total number of images 

taken by the students/faculty, the top ten views number 697 (55 .7°1o) of the 1.2~2 

photographs taken). Both of these percentages suggest that there \\as an overall tendency 

to take photographs which captured the rich iconography in the Brion ·s architectural details. 
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This data supports the thesis statement that serious photographers do record in their 

photographs the aesthetic intent that is found in the detail of Carlo Scarpa's Brion Tomb. 

The variety of details of the walls. 26.1 o/o, was significantly higher\\ hen compared 

to the other types of photos taken in the student/faculty sune~. The author/publisher group 

also contained a high number of photos of details of the walls. 19.8° o of all photographs 

published. As mentioned earlier_ \Vall details include the folio\\ ing: \ ie\\S of the 

cantilevered perimeter walls, corners. interior and exterior. where walls meet. detai I ing of 

cutouts in walls, tile details. and the ziggurat and other articulation features making up the 

detailing see Figure 6.3). 

Figure 6.3 Example of Exterior of Chapel Showing examples of Ziggurat detailing \vall 
texture, ponds multi-levels. angles. hard and soft edges. etc: Source Guy R. Giersch 

The wall details are significant by themselves, yet when the percentage of all the 

images of the Chapel are added (the Chapel interior views. interior details. exterior details. 

and pond details surrounding the chapel) they account for 3 5.1 ~o of the student/facult~ 

views compared to 40.2% of the publisher/authors' views. Based on the percentages. the 



photographic views of the detailing in and around the Chapel represents a significant r~cord 

that is reflected by the data (see Table 6.5). 

The number of general views of the Brion was significantly lower than the number 

of photographs of details for both student/faculty ( 13.8o/o) and for publishers/author groups 

(43.4o/o). This should be expected. One photograph may be made up of many individual 

elements. For example, a general perspective view of the Chapel can include the wall forms 

and massing, ziggurat details. windows. doors, corners, thresholds, roof details. rain\\ atcr 

details, internal and external paving, color, texture, and overall materialitv. Each element 

can be isolated or photographed in a much more focused context. For example, a threshold 

will contain the internal and external paving materiaL but, in the case of an external door. 

it may also have some system for removing water, as occurs at the Chapel door (sec figure 

6.27). The author/publisher group has more of a balance between general and detailed 

views, but this can be explained by the need to clearly illustrate the written description - a 

picture is worth a thousand words- especially in the limited space allowed by the publisher. 

The high percentage of detail photographs for this group indicates that there is recognition 

by the publishers of the significance of the details that are in1portant enough to have been 

included in the publications. 

It is possible to look at the data and simply conclude that architecture that is rich in 

detail is made up of a variety of photogenic images that demand to be recorded. 

Unfortunately. this is not a sufficient explanation because it does not address why the 

(students/faculty) shot more poetic details than pragmatic solutions. Perhaps it is because 

they awaken memories of previous experiences or analogous images which communicate 
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at various levels to the photographers (see Figure 6.1 0, 6.12. 6.16, 6.20. 6.21 ). The 

photographs not only record the poetic observations, but they have been isolated and refined. 

It is the camera's ability to isolate details that provide us with a tool to revisit the 

architecture in a specific manner in order to gain a deeper insights and to elaborate on our 

own responses to the architecture. 

6.2 Survey 2 

The data in the Second Survey helps shed some insight into this idea. Four open

ended questions were asked of the 10 members of the student/faculty survey group 

concerning their photographs of the Brion. The questions were posed in order to obtain a 

general understanding regarding why each individual took the photographs they provided 

for this study. The questions were as follows: 

1. What have you learned from taking your photographs? 

2. Do you see a relationship between photography and architecture? 

3. What do you find when you look at your photographs of the Brion Ton1b? 

4. If you could go back would you photograph ditTerently'? If so how and/or ''hat? 

Once the questionnaires were completed and the data compiled, oral interviews ''ere 

conducted for clarification concerning the answers. 

Question One asked: ~~what have you learned from taking your photograph?,, 

Ninety percent (90o/o) of responses reflected the idea that the process of photography 

required the photographer to look, to understand the detail. The follo\ving are the responses 

of the student/faculty group: 

54 



Faculty 1. After traveling to Italy for several years. I see the same buildings 
each year but seeing those buildings in different light has allowed me to learn 
more about a building, and to delight in the detailing and the message it 
conveys. 

Faculty 2. Drawing and photography is the best way to capture the details. 

Student I. I've learned that details do make a difference. People see them 
and experience them: and I use my camera to record them. 

Student 2. In photography there is a harmony in its composition. Mainly 
with black and white photographs I learned to see into voids of darkness as 
well as the figures that are actually present. 

Student 3. Photographs help me to look at detail. It is interesting to compare 
the perception of the picture I ·m taking at that moment in time and the result 
of it. Sometimes the emotion of that moment is captured by the picture and 
most times it is not. 

Student 4. I've become more aware of textures and the level of details 
present in the object I photograph. 

Student 5. I am always learning from seeing the finished transparency or 
print. Each time I try something different or take a shot that someone else 
might not attempt. I am more often than not surprised by the result and 
pleased with good ones that turn out. Taking risks has its re\\ ards. and 
shooting more film increases those odds as well. From this process I an1 
continually learning. 

Since a photograph is a moment frozen in time of something that caught my 
eye, it is always a pleasure to go back with anticipation and relive the 
moment through the image. Our daily lives are made up of so many of these 
moments from all we experience. that one cannot help but think that there 
were so many images not captured. 

Student 6. Details make up a building. If there weren't details. the building 
wouldn't exist. 

Student 7. I have learned to look more critically at objects and forms for they 
appear differently thorough a photograph than in person 

Student 8. I have learned to look and see detail and composition. Sometimes 
the en1otion of the moment is captured in the photograph of the detail. 
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Question two asked: ~~oo you see a relationship ben,·een photography and 

architecture?" 

The ans\vers to this question were more varied. yet all the respondents 
communicated the idea that photography was able to pro\ ide a record of the details 
that are found in the architecture. The following are the responses: 

Faculty 1. Using a camera helps [you] to understand architecture better. It 
provides the ability to capture ideas that allow you to interpreted \\hat ~ou 
see, color, light. Architecture demand~ to be photographed. 

Faculty 2. Things which change in an instant can be captured. The 2-
Dimens ion] of the photograph can be used to e\:press [the] 3-D [three
dinlensions] of the architecture. Pictures can be po" erful and transmit ideas 
of a design in one picture. They encourage you to go there. \\ .hen you 
photograph a detail of a rnaster [architect] you become surprised at what~ nu 
chose to photograph when you get your photographs processed. 

Student 1. Absolutely. It not only allO\\S me to record places and spaces that 
1 n1ay not have the opportunity to go back and see, but it also leads to 
inspiration when I go back and look at the photographs . 

Student 2. Yes. because \Yith both there is an elernent of imagination in the 
impact of photos and architecture. It helps to pay attention to details in all 
of mY surroundings. - ..... 

Student 3. Photography can be a mere representation of architecture or it can 
capture certain aspects of it. Son1etin1es I find that photographs romanticize 
and glorif}: architecture by [the photographer] choosing only to see certain 
things [in a certain \\ay]. 

Student 4. '{ es, photography forces you to exan1ine a building rnore in depth . 
You are forced to look at the parts that make up the whole. 

Student 5. This is especially true with detail and architecture. No matter how 
n1anv tin1es llook at something I can ahvaYs see something that I did not ~ee 

.,; '-" ... -....... 

before. The play of light at ditlerent tin1es of day or times of the year. The 
role shadows have of bringing out detail or causing it to fade awav. The 

~ '-'- ....... ... 

process of bringing a photographic image to life fron1 the play of light and 
dark could also be said for the architect - the thoughts and designs of his ..... ... 
n1ind's eye coming to light and being made real. The mental process of 
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seeing something that is not there- putting the idea, detail. of paper and then 
finally seeing it come to life in the built form for all to see. 

Student 6. Yes, photographs capture the words of architecture. Buildings 
have their own language that is spoken through the details to tell a story. 
Photographs can capture those details like words in a book. 

Student 7. I do because of the visual stimulation that is inherent in both. The 
facade of a building can actively affect an observer much the same way as 
a picture. 

Student 8. Yes. 

The answers given by the student/faculty group support the idea that details in 
photography are important and that they can repeatedly communicate to the observer 
on a variety of levels. 

Question Three asked: ''What do you find when you look at your photographs 

of the Brion?" 

Each photographer had a different answer but each reflected the importance of 
detail in architecture. This is evident in the following answers: 

Faculty I. Particular slides create sequences and those sequences demand 
taking a different view of the same subject. Some of the photographs n1ake 
the architecture look heroic. 

Faculty 2. I am surprised at what was captured. People who look at my 
photographs select different view points. The love for detail is immediate in 
the image. I made the best of the situation for the light wasn't always 
perfect. 

Student I. The most interesting thing I found from looking at my 
photographs. and some of the best photographs others have taken. is that 
there is a weightless quality to these photographs. In the images that capture 
the feelings of the space. [in] the best [ones] I cannot tell which \\ay is up or 
down. The variety of detailing of a simple material, concrete. into a 
multitude of shapes. forms. and details creating an endless and ever
changing assembly of spaces. vistas. and n1oods. 
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Student 2. Mainly I see in every part of the tomb there is a secret to be 
unlocked. I think that it is present [from] the layering [of] the tomb's walls 
to the site planning in the tomb. 

Student 3. I liked to look at how nature was incorporated into the Brion. 

Student 4. I find examples of the way I ight plays off of different materials. 
be it water, concrete, metaL or porcelain. 

Student 5. The careful molding of a single materiaL concrete. into a 
multitude of shapes. forms. and details creating an endless and ever
changing assembly of spaces, vistas. and moods. The Brion Tomb stimulates 
the mind. It is a celebration of life and the many small details that make it 
whole. The masterfully detailed concrete walls and buildings embody a 
living space of green plants and life-giving water. The limited use of marble, 
brass, bronze, steeL and alabaster among other materials make them even 
more significant. Like special moments in life that shine brightly for a 
moment and fade out of focus - to be cherished in ones memories. The 
controlled uses of special material for fine details define focal points and 
give a sense of celebration when encountered. 

The molding of stark, 1 ifeless materiaL concrete, with all the geometric 
bending and folding. sometimes with abrupt edges and changing directions 
could represent the path of one's life with all its twists and turns- and then 
for a defining moment -Joy. a bright spot appears, a light piercing through 
an opening or a glow through a window, a reflection otT the water, the tlower 
of a water lily- in all a balance. a celebration ofmateriai and lik- harn1ony. 

Student 6. I see simplistic details of beauty. Scarpa is so simple in\\ hat he 
does but yet the outcome is all these intricate details. It is neat to see 
something so simple become something so elaborate. A lot of times 
something more simple is more beautiful. 

Student 7. I missed some details based on personal observation. and that I 
took several shots from a very close distance to n1y subjects. I also have 
noticed how much light plays a role in delineating the forms and edges. 

Student 8. Detail everywhere. 

The last question of this section asked of each student/faculty n1ember to visualize 

action on a return visit. --Ir they could go back how would they photograph 
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differently?" Each individual had a personal vision of\\hat they would like to experience. 

The following are the responses: 

Faculty 2. Photography is an intuitive experience. Photography is of the 
moment, it allows you discovery [again] once you print. ['{ ou] can't repeat 
the initial experience. I would make sure I had slide film and I would try to 
capture more detail of the tomb. I would be seeing the Brion as a more 
matured architect [now]. 

Student 1. There is an experience I recorded in my photographs and, no, I 
would not photograph differently. 

Student 2. I think that I would look at the elements in a different \\a\ \\hich 
would bring out ditTerent compositions in the photos. Every time I look at 
the tomb, I see, interpret things, that I have never noticed before. 

Student 3. I would try to focus on capturing people's reactions to the Brion 
Tomb. 

Student 4. Yes, I would spend more time at the Brion by myself. I would I ike 
to experience the natural sounds of the place and become immersed in the 
spirit of the place. To be free to explore and photograph the Brion without 
the intrusion of others has the possibilities of being a spiritual experience. 

Student 5 Yes, since it will not appear the same as when I saw it before 
because of nature's way of shining a new light on the subject. I would use 
a better quality film Provia F I 00 instead of Sensia 100, and I would like to 
see how some other black and white films would show contrasts and details. 
After looking back over my photographs I have seen even more details and 
spaces I would like to explore further, in more detaiL and from different 
angles. Another goal would be to retake images that did not turn out as ''ell 
as I had hoped, or that I remember but did not shoot. l can say fron1 my 
second trip to cities and towns of northern Italy, that I \\as even more 
overwhelmed than the first time. I knew my \vay around and as a result sa\\ 
how things had changed. scaffolding had come down, and more detail 
seemed to pop out and grab my attention. 

Student 6. I would have taken black and white photographs and adjusted the 
aperture better. 

Student 7. I \Vould probably have taken more composed, obscure shots 
instead of the .. documentation .. type of shots. I took several extreme close-
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ups that left out some of the surrounding elements. The Brion seemed to 
bring me down into the detail level with my photography. 

Student 8. I would take a flash to help define depth. 

The fact that the responses elicited a variety of ideas is indicative of the poetic that 

was communicated through visual stimuli to create an aesthetic response. These responses 

reflect the importance of detail as an integral part of architecture to communicate. making 

the invisible visible. 

6.3 Survey 3 

A student/faculty photographic survey, Survey 3, of the Brion using photographs 

from the published sources and from the author's collection was conducted. The sun e\ 

used thirty-one black and white images representing the majority of views photographed by 

faculty and students (see Figures 6.4 -- 6.34 ). This survey was conducted to see if these 

photographic views of the Brion produced responses which reflect the research hypothesis 

that architecture communicates through its detailing to create an aesthetic response. Black-

and-white images were chosen in order that the observers would not be influenced b~ the 

color and focus more on the details before them. Students and faculty participants ''ere 

shown each photograph and if they had indeed taken a sin1ilar photograph asked to 

remember what prompted them to take it. 

From the responses to the photographic survey questionnaire it becomes oh\ ious that 

the photographs served as a springboard for a deeper, poetic understanding of the 
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architecture. The comments reflected a variety of interpretations which fell into four 

categories~ memory, poetic, iconographic, and pragmatic. 

Figures 6.4 --6.34 contain the summary of the Survey 3 results. Faculty I comments 

are always from the same individual just as student 1 comments, etc .. are always made by 

the same student. The summary of statements was analyzed and categorized according to 

one of the following four subheadings. Memory, meaning that the statement related to a 

past experience. Iconographic, the statement contained an obvious symbolic reference. 

such as a cross. Poetic statements include those that have phrases that are metaphoricaL 

analogous, metonymic or tropic, such as giving a building the characteristic of soaring. 

Pragmatic statements are factual statements of the obvious. 

The results of these statements are in Table 6. 7. 

T bl 6 7 S a e ummaiY._o f St d t/F It S u en acu cy urvey 3 

Total 0 /o of 365 

Memory 51 13. qo o 

Poetic 125 3.f.2° 0 

Iconographic 19 - )0 ) ...... () 

Pragmatic 170 .f6.5°o 

Pragmatic responses seem to dominate. Howevec the aesthetic responses include 

all statements falling into the memory, poetic, and iconographic categories. Together they 

total 195 responses (53.5 %of the total). When compared to the pragmatic a seven point 

difference which is significant. The concept that good architecture is a combination of the 

pragmatic and the aesthetic suggests a balance of right brain and left brain activit\. 
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Vitruvius, in his Ten Books of Architecture declared that architecture must have fim1ness. 

commodity. and delight. 70 The results of this particular survey support this notion. 

Based on the average percentage of responses of Sun ey l that are of a 

poetic/aesthetic nature (55o/o). and the similarity in the percentage of poetic/aesthetic 

photographs by faculty/students it appears that each has captured a majority of images 

which they consider aesthetically appealing. Their photographs are similar and their verbal 

responses (53.5o/o) reveal a variety of ideas directed toward a more aesthetic k\ el of 

commentary. All agreed that in photographing the Brion they were required to look more 

rigorously and be aware of the detailing which caused the aesthetic response. 

6.4 Survey 4 

A final survey, (see Table 6.5). was conducted with two faculty members and three 

students. They were asked to participate because of all those who submitted slides and 

photographs used in the earlier surveys this group was the most intense regarding the 

seriousness of their photographs and the number of photographs submitted. This survey'' as 

more focused and intense. It involved viewing systematically their slides and photographs 

of only the Brion Chapel. Using predetermined categories the group ''as asked to arrange 

their photographs for viewing purposes. Each person had a slide projector" hich allowed 

for sin1ultaneous viewing of slides in each category. Students and faculty were able to 

comment freely on each other's photographs. This process of simultaneously viewing and 

70 Vitruvius. The Ten Books of.~rchitecture (New· York. Dover Publications. Inc. 1960). 
13-16. 
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smaller group interaction allowed a more personal view of interpretation of the detailing to 

take place. 

However, Faculty member 1 visited the Brion on a day when there was foul w·eather 

and therefore the number and range of photographs were severely limited, mainly to interior 

shots. Faculty member 2 had visited the Brion Tomb on I 0 occasions and Student 2 had 

visited it twice. Therefore, no great conclusions can be drawn as a group. but rather 

individually where analysis of each person's slides can be rewarded. Students 1 and 2 and 

Faculty 2 provided the greatest input. 

The photographs taken by the five individuals were similar in composition. Perhaps 

this was to be expected as all the photographs were of the same subject taken by people\\ ith 

an architectural education and familiar with the building. through lecture and publication. 

However. this is the more pragmatic response. Another response. a more intellectual one. 

would suggest that the similarities were contained in the messages conveyed to each of the 

photographers through meaning encoded in the detaiL the semiotics of architecture. as 

discussed in two previous chapters. '"Architecture and Photograph~ .. and ··seeing and 

Symbols.·· 

Another interpretation regarding the similarity of the captured images places the 

emphasis on the sign content of the details and architecture which were so outstanding that 

they demanded to be captured. Significantly. while the interpretations of each vie\\ by each 

individual varied depending on each person ·s cultural background. the similarity of the 

in1ages recorded the accompanying responses suggests a universality in the responses of 

each photographer. 
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Two hundred and forty-four slides were viewed and located into forty-four categori~s 

established by the researcher. The criteria used to establish these categories were based on 

the categories previously established for prioritizing all the buildings comprising the Brion 

Tomb. This survey provided an opportunity to dissect further what had original!\ been 
~ -

placed into seventeen general categories in Survey 1 (see Tables 1 -- 2. lin~s 25-43 ). This 

enabled the Chapel images to be more judiciously located in one of forty-four categories by 

the researcher (see Table 6.5). An analysis of the data generated supported the hypothesis 

that photographs of architecture stimulate an aesthetic experience \\ hich is interpreted 

through a variety of responses. 

If Faculty 1 and Student 3 are removed from Table 6.5 because of their small sample 

size and focus is placed on Faculty 2 (Ill photographs). Student 1 ( 61 photographs). and 

Student 2 ( 40 photographs) there are six categories that attracted any attention by having a 

response of greater than five percent of the views taken of a particular vie\\. Those 

categories are listed in the following table with examples and percentages of the 216 slides 

of that group respectively (see Table 6.8). 
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Table 6.8 Summary of Percentages Greater than 5o/o 

View 

#4 1 Drain detail 

# 1 0 Entrance water 
detail 

F acuity 2 % F acuity 2 

7 7o/o 

12 

6 

3 3% 

9 

Student 1 %Student I 

2 3% 

2 3o/o 

8 13o/o 

3 5o/o 

65 

Student 2 

2 

5 

4 

4 

%Student~ 

~0 
- 1 0 

13o/o 

1 Oo/o 

1 Oo/o 

%of 216 

5.0o/o 

6.48o/o 

6.9o/o 



View Faculty 2 %Faculty2 Student 1 % Student I Student2 ~'oStudent2 %of216 

#38 Candle detail 2 2o/o II I8% 3 8% 7. 9~o 

An examination of the percentages reveal that these six views account for 38.1 percent of 

the total. If all of the possible detail views found in Table 6.8 of Faculty 2 and Students I 

and 2 are added together they would total I66 photographs. This would represent 76.8°6 

of the total number of photographs taken for the group. This too would be significantly 

higher than the earlier findings in Survey I where the number of detail views for the 

student/faculty group equaled 67 .2°/o but this could be anticipated considering the greater 

interest of this group to take photographs. 

Further review ofT able 6.5 reveals that of the categorized views that in 57 instances 

either one of the faculty or of the students took more than one photograph of the same vie\\ 

while only 4 7 times was only one photograph of a particular view taken. This would appear 

to indicate when more than one photograph was taken that there was more interest accorded 

to a particular portion of the architecture by the photographer. 

During the session two distinct comments, relevant to this study. were documented 

by the researcher. Student I commented that although the different views of the exterior 

wall of the western side of the Chapel are similar each revealed unique shadow and form 

differences in every photograph examined. Student 5 commented that the picture initially 

thought to be general was, on viewing later. specifically contextual. This suggests that the 
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photographer's understanding of the interrelationships of details of Faculty 2 and Student 

1 & 2 to the architecture and architecture to the environment mav be intuitive or recognized 
J ~ 

subconsciously following instruction. 

Photography allowed the three-dimensional world of architecture to be captured in 

a moment in a two-dimensional world where light and shadows create depth. The camera 

provides an opportunity to understand architecture since photographs can be viewed 

repeatedly providing the opportunity to gain new and more substantial insight into 

architecture and the world in it exists. The pictures are powerful because they can transmit 

ideas of design in one. 
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Table 6.1 Breakdown of Views by Authors/Publishers Note:Top eleven views are Jgl 1g te h" hi" h d 
Canadian Crippa Crippa% Daleo DaiCo% Dubay Dubay% Los Los % Los/guide Los/guide Noever Noever Saito Saito% Yale Yale% Zugman Zugrnan Total Total % 

I Propylaeum from village I 2.5% 3 13.6% 1 4.8% 2 6.9% 6 5.9% 1 9.1% 2 6 .9% 16 5.4% 

2 IProovlaeum from nark 1 25% I R 1% 1 4'i% 1 4.8% 2 15.4% r. 'iQ% 1 91% I lJ 4.4% 

3 Inside Proovlaeum to Pavilion 2 5.0% 1 5.9% I 3.4% 3 2.9% 2 6.9% 9 3.0% 

4 Inside Propvlaeum to I 8.3% 2 6.9% I 1.0% I 3.4% 5 1.7% 

5 Pavilion exterior view 2 5.0% 1 5.9% 2 9.5% 1 7.7% 7 6.9% I 1 3.4% 14 4.7% 

6 Pavi lion interior view I 2.5% ' 
I 0.3% 

7 Pavilion ioi nt details I 4.8% 1 7.7% I 2 0.7% 

8 Meditationp_ond 1 8.3% 2 9.1% 1 3.4% 1 1.0% I 9.1% I 6 2.0% 
9 I View of Ar~o<:olium lookino N 1 R ]0/n 1 4'i% 1 'i .9% 2 9.5% ?. l'i4% 7 f..Q% 1 Q ]Of.. I l'i 'il % 

10 View of Arcosolium looking S I 3.4% 1 3.4% 2 0.7% 

11 View of Arcosol ium looki ng E 1 8.3% 1 4.5% 4 3.9% 6 2.0% 

12 I View of A r~o<:o l" om looki no- W 1 R 1% 3 29% 2 6.9% 6 2.0% 
13 Tile Detail of Arcosolium 1 1. 0% I 1 0.3% 

14 Deta il of Arcosolium I 3.4% II 1 0.3% 

IS Sarcophagi I 5.9% I 1.0% 2 0.7% 

16 Sarcoohag:i detail 5 4.9% I 5 1.7% 
17 Fountain detail 1 5.9% 2 6.9% I 1. 0% I 4 1.4% 

18 Family Tombs lookirw N 2 2.0% I, 2 0.7% 
19 Familv Tombs looking S 2 2.0% I 9.1% I 3 1.0% 

20 Family Tombs looking E I 2 6.9% 2 0.7% 

21 Familv Tombs lookinl! W 1 2.5% 1 7.7% 6 5.9% 8 2.7% 
22 Detail ofFamilv Tomb ' 0 

23 Down snout Familv Tomb I 0 
24 Familv markers 0 
25 Ambulatory entrance 2 6.9% I 1.0% 1 .9.1% 2 6.9% 6 2.0% 
26 Concrete door behind sacristv 1 3.4% 1 0.3% 
27 Chapel interior view general 2 5.0% 3 25.0% 3 13 .6% 1 4.8% 14 13 .7% ~ I 3 10.3% 26 8.8% 
28 Chaoel interior view detail 7 17.5% 2 9.1% 2 11.8% 1 7.7% 1 3.4% 6 5.9% 19 6.4% 
29 Chapel exterior detail 3 7.5% 3 25.0% 2 9.1% 1 4.8% 1 7.7% 3 10.3% 18 17.6% 1 9.1% 

I 

6 20.7% 38 12.8% I 

30 Chaoel general view S side 1 2.5% 3 10.3% I 9. 1% 1 3.4% 6 2.0% 
31 Chaoel general view W side I 5.9% 1 7.7% 2 18.2% I 2 6.9% 6 2.0% 
32 Chapel door main entrance I 5.9% I 0.3% 
33 Chaoel door detail I 3.4% 1 0.3% 
34 Chaoel door hinge detail 0 
35 Chaoel floor bronze cross 0 
36 Chaoel Altar detail 0 
37 Chaoel candle holder 0 
38 Cross Detail 0 
39 Chaoel floor drain Cvoress I 3.4% I 3.4% 2 0.7% 
40 Holv water font I 4.5% I 0.3% 
41 Detail chaoel oond I 2.5% I 4.5% I 4.8% I 10% 4 1.4% 
42 Glass door 0 
43 Counter balance svstem 4 10.0% 4 1.4% 
44 Cable system (oark) 0 
45 Walkwavs I 5.9% I 0.3% 
46 Four steos to Arcosolium 0 
47 Four steos in Pronvlaeum I 7.7% I 0.3% 
48 Bench Pavi lion 0 
49 Tile detail s of walls I 5.9% I 7.7% 2 0.7% 
so Floor detail in the Proovlaeum 0 
51 Cvoress walk to the Brion I 5.9% I 3.4% 2 0.7% 
52 Details of walls II 27.5% 5 22.7% 4 23 .5% II 52.4% 1 7.7% 2 6.9% 6 5.9% I 9.1% 41 13 .9% 
53 View Prooylaeum to Vi llaoe 0 
54 Lych Gate 2 5.0% 3 10.3% 3 10.3% 8 2.7% 
55 Lvch Gate detail 1 2.5% 1 5.9% 1 3.4% r 3 1.0% 
56 Aerial view 0 
57 Corner Brion and Vi llaue tomb 0 

Total 40 12 22 17 21 13 29 102 II 29 296 
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Ta bl 6 2 e Brea kd own o f Views b Faculty and Students Note: Top ten views are h' hi' h d Igl IgJ te 
~'>tudent Student Student 1Student 2% Student "hui<>nl 1 "hui ~ent "tnclP.nt 4 I S111dent~ ISI1Jdent 5% StlHient () I Student 6% Student IShtclent 7% Slltclent R I Slltcient R"!.. Slltclent "h•n<>nt CJ% F•r.uliY F"""llv F•r.ull" F•r.ultv TotaL Total % 

I Propylaeum from village cemetery 3 1.6% 3 4.5% 4 3.4% 3 2.3% I 2.4% 3 3.8% 15 3.3%. I 4.2%- 33 2.6% 
2 Propvlaemn from park 8 4.2% 4 6.0% 3 2.5% 3 4.0% I 2.7% 5 3.9% I 2.4% 4 5.1% 4 0.9% 33 2.6% 
3 lnside Propylaeum to Pavi lion I 1.5% 3 2.5% I 1.3% II 2.4% 16 1.3% 
4 Inside Propvlaeum lo Arcosolium I 1.5% 2 1. 7% 2 0.4% 5 0.4% 
5 Pavilion exterior view 3 1.6% I 1.5% 4 3.4% 3 2.3% 2 2.5% 8 1.7% 21 1.7% 
6 Pavilion interior view I 1.3% I 1.3% 2 0.4% 4 0.3% 
7 Pavilion ioint details 31 16.3% 10 8.4% 2 2.7% 2 5.4% 6 4.7% 35 7.6% 86 6.9% 
8 Meditation oond 10 5.3% I 1.5% 2 1.7% I 1.3% 2 5.4% 4 3.1% 1 2.4% 1 1.3% 37 8.0% 59 4.7% 
9 View of Arcosolium looking N 3 1.6% 1 1.5% 6 5.0% l 2. 7"/o 5 3.9% 2 6.5% 6 7.6% 12 2.6% 36 2.9% 
10 View of Arcosolium looking S 2 1.1 % 2 1.7% I 2.7% I 0.8% 2 4.8% 6 1.3% 14 1.1 % 
II View of Arcosolium looking E 4 2.1% I 1.3% 2 2.5% 9 2.0% 16 1.3% 
12 View of Arcosolium looking W I 1.3% 3 9.7% 7 1.5% II 0.9% 
13 Ti le Detail of Arcosolium 4 2.1% I 1.5% I 0.8% 2 6.5% I 2.4% 2 2.5% 5 1.1 % 16 1.3% 
14 Detail of Arcosolium 5 2.6% 2 3.0% 11 9.2% 6 8.0% 7 5.5% 3 7.1 % 6 1.3% 40 3.2% 
15 Sarcophagi I 1.5% 5 4.2% 2 1.6% 5 1.1 % 13 1.0% 
16 Sarcophagi detai l 3 1.6% I 2.7% 4 3. 1% 14 3.0% 22 1.8% 
17 Fountain detail 7 3.7% 4 6.0% 5 4.2% 3 4.0% 2 5.4% 6 4.7% 2 6.5% 3 7.1% 1 1.3% 19 4.1% 52 4.2% 
18 Family Tombs looking N 2 1.1 % 6 5.0% I 2.7% 5 3.9% I 3.2% I 1.3% 7 1.5% 23 1.8% 
19 F ami tv Tombs looking S 2 1.7% I 0.8% 2 4.8% I 0.2% 6 0.5% 
20 Family Tombs looking E I 0.5% I 1.3% 3 0.7% 5 0.4% 
21 Family Tombs looki11g W I 1.3% 2 5.4% 2 6.5% 8 1.7% 13 1.0% 
22 Detail of Family Tomb 9 4.7% 9 I 0.7% 
23 Down spout Fami ly Tomb 2 1.1 % I 1.5% I 1.3% 4 0.3% 
24 F ami lv markers I 0.5% 5 1.1 % 6 0.5% 
25 Ambulatory entrance 2 5.4% 3 9.7% 1 2.4% 8 1.7% 14 1.1 % 
26 Concrete door behind Sacristy I 0.5% 6 9.0% 4 3.1% 2 0.4% 13 1.0% 
27 Chapel interior view J!.eneral 9 7.6% 7 9.3% l 2.7% 4 5.1% 14 3.0% 2 8.3% 37 3.0% 
28 Chapel interior view detail 18 9.5% 9 13.4% 10 8.4% 3 4.0% 3 8.1% 5 3.9% 3 9.7% 5 11.9% 12 15.2% 32 7.0% ll 45 .8% 111 8.9% 
29 Chapel exterior detail 6 3.2% 8 11.9% 4 3.4% 7 9.3% l 0.8% 4 12.9% 8 10.1% 13 2.8% 4 16.7% 55 4.4% 
30 Cha~el_genera l viewS side 2 1.1 % 3 2.5% 5 6. 7% 3 8.1% 3 2.3% 1 2.4% 1 1.3% ll 2.4% 2 8.3% 3 1 2.5% 
3 1 Chapel general view W side 3 2.5% 2 2.7% 2 4.8% 2 0.4% 9 0.7% 
32 Chapel door main entrance 2 2. 7% 2 0.4% 4 0.3% 
33 Chapel door detail I 0.8% 3 2.3% 1 2.4% 3 0.7% 8 0.6% 
34 Chapel door l1in_ge deta il cypress 2 30% I 0.8% I 0.8% 1 1.3% 5 l.l% 10 0.8% 
35 Chapel Door bronze cross I 1.5% I 2.7% I 1.3% 4 0.9% 7 0.6% 
36 Chapel Altar detail 2 4.8% 2 0.2% 
37 Chapel candle holder 10 5.3% 2 2.5% 8 1.7% 20 1.6% 
38 Cross Detail 3 12.5% 3 I 0.2% 
39 Chapel Door drain Cypress grove l 1.5% I 0.8% 1 2.7% 12 2.6% 15 1.2% 
40 Holy water font I 1.5% 2 5.4% I 2.4% 2 2.5% 4 0.9% 10 I 0.8% 
41 Detail chapel pond 4 2.1% 2 3.0% 5 3.9% 2 6.5% 4 9.5% 3 3.8% 22 4.8% 42 3.4% 
42 Glass door 9 4.7% I 0.8% 10 2.2% 20 1.6% 
43 Counter balance system 4 2.1% I 1.5% I 0.8% 3 2.3% 1 1.3% I 0.2% II I 0.9% 
44 Cable svslem (park) 3 1.6% 2 1.7% I 0.8% 2 2.5% 2 0.4% 10 0.8% 
45 Walkways ll 5.8% I 1.5% 3 4.0% 2 5.4% 4 3.1% l 2.4% II 2.4% 33 2.6% 
46 Four steps to Arcosolium 2 1.1 % 4 6.0% 1 1.3% 3 2.3% I 3.2% l 2.4% I 1.3% I 0.2% 14 I 1.1% 
47 Four steps in Propylaetun 1 0.8% 3 0.7% 4 0.3% 
48 Bench pavilion l 0.2% I OJ% 
49 Ti le detai ls of walls 3 3.8% 2 0.4% 5 0.4% 
50 Floor detai I in the Propylaeum I 0.8% 2 0.4% 3 I 0.2% 
51 Cypress walk to the Brion 2 1. 1% 2 I 0.2% 
52 Details of walls 20 10.5% 5 7.5% 8 6.7% 20 26.7% 8 21.6% 39 30.5% 6 19.4% 9 21.4% 12 15.2% 54 11.7% 1 4.2% 182 14.5% 
53 View Propylaeum to Village tombs 7 5.9% 1 2.7% I 1.3% 4 0.9% 13 1.0% 
54 Lych Gale 5 7.5% 3 2.5% 2 2.7% 2 2.5% 2 0.4% 14 1.1 % 
55 Lvch Gale detail I 0.8% 2 0.4% 3 0.2% 
56 Aeria l view I 0.2% l 0.1% 
57 Comer. Brion and Vi llage lomb I 1.3% l 0.2% 2 I 0.2% 

Total 190 67 119 75 37 128 3 1 42 79 460 24 1252 1 
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Table 6.3 T Ten Views is hers 
1 Wall detail Total Total% of207 5 Propylaeum from village cemeteryf---T_ot_a_l +--T_o_ta_I_<Y<_o o_f_2_0_7----l 9 

41 19.8% 16 7.7% 

2 38 18.4% 6 View of Arcosolium looking N 15 7.2% 10 

3 Chapel interior view general 26 9.2% 7 Pavilion Exterior view 14 6.8% 11 

4 Chapel interior view detail 19 9.2% 8 Propylaeum from park 13 6.3% 

70 

Inside Propylaeum to Pavilion 

Family Tombs looking W 

Lych Gate 

Total 

9 

8 

8 

Total number of 
slides 
207 

3.9%! 
i 

3.9% 

• 



Table 6.4. T Ten of Views and Students 
Total Total% of697 Total Total %of 697 

1 Example of wall detail 182 26.1% 6 Fountain detail 52 7.5% 

2 Chapel interior view detail 111 15.9% 7 Detail of Chapel Pond 42 6.0% 

3 Pavilion joint detail 86 12.3% 8 Detail of Arcosolium 40 5.7% 

4 Meditation Pond 59 8.9% 9 Chapel interior view general 37 5.3% 

5 55 7.9% 10 Walkways 33 4.7% 

Total 697 
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T bl 6 5 R a e h , s esearc er s urve_y_o fB . Ch I Sl"d non aoe 1 es 
Faculty 1 Faculty I% Faculty 2 Faculty 2% Student 1 Student 1% Student 2 Student 2% Student 3 Student; 3% 

1 Exterior view at a distance 9 8% 1 2% 1 4% 

2 Exterior view close-up 4 4.0% 
3 Cloister walk 1 2% 1 4% 
4 Cloister walk to four steps 2 3% 2 5% 1 4% 
5 Detail along cloister walk 2 2.0% 1 2% 
6 South entrance 9 8% 3 5% 4 10% 1 4% 
7 Sacristy 1 1.0% 1 3% 2 8% 
8 West wall corner 3 20% 1 1% 
9 Water element 2 2% 2 3% 2 8% 
10 Entrance water detail 12 11% 2 8% 
11 Altar door Ext. wall 2 3% 1 3% 
I2 West elevation 2 2% 1 2% 
13 Corner view detail 1 1.0% 2 8% 
14 West elevation detail 4 4% 1 2% I 3% 2 8% 
15 Altar door w side 2 2% 1 3% 1 4% 
16 Altar door E side 1 2% 1 4% 
17 West door general 1 7% 5 5% 
I8 Altar door E detail 3 20% 7 11% 1 3% 
19 Over the wall 1 2% 
20 Cloister walk detail I 1% 
21 Window detail 1 1% 
22 West door detail I 7% 7 7% 
23 Roof detail above altar 2 2% 
24 Edge detail wall 5 5% 
25 Entrance door 1 7% 1 2% 3 8% 2 8% 
26 Entrance door hinge 1 2% 2 5% 
27 Circle opening in chapel 1 7% 6 6% 2 3% 5 13% 1 4% 
28 Doors behind altar 2 2% 1 2% 3 8% 2 8% 

29 Floor detail 3 3% 3 5% 
30 Holy water dispenser 2 2% 1 2% 
31 Exit door to Cypress garden 2 2% 1 2% 1 3% 1 4% 
32 Altar 3 3% 8 13% 4 10% 2 8% 
33 Circle door detail 1 1% 1 3% 
34 Alabaster windows I I% 2 3% 
35 Ceiling detail 1 2% 
36 Door handles 1 1% 1 2% 1 3% 
37 Cross detail 4 27% 
38 Candle detail 2 2% 11 I8% 3 8% 
39 Windows in Chapel 4 4% 3 8% 1 4% 
40 Altar detail 2 2% 1 3% 
41 Drain detail 7 7% 2 3% 2 5% 
42 Wall detail I 2% 
43 Hinge detail 4 4% 2 3% 
44 Window door detail 1 1% 1 2% ........................... ......................... .............................. ................................... .................................. 

Total 15 Ill 61 40 25 
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Figure 6.4. Entrance to the Brion Cemetery from the village cemetery also called the 
Propylaeum. Source: Saito: Poetry ~"vlade lrisual: The A!aestro 's Riddles, p 3-+ 

Faculty I: 
- Reminded me of Propylaea 
-Athens Acropolis 
- Entrance, Threshold 
- Symbiotic idea associated with the two overlapping circles. 
-Offset stairs- position and compatibility 
- Part of a sequence started two hundred yards further back. 
- Reticulation, Materiality 
- Detail centered above the opening. 
-Changes in landscape growing over entrance. 

Student 1: 

I took a similar photograph. The reason why I took this photo is because this is the 
point of arrival. When you see this almost "indiscriminate"' structure aligned along the 
axis of the cemetery you are struck by not only how· in1portant it is but also ho\\ small it 
is. By important, I mean to the world of architecture and to the vi II age that surrounds it. 
By sn1all, I mean in relation to what I thought it was going to look like. 
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Figure 6.4 Continued. 

Summary: 

~ Memory 

Faculty 1 3 

Student 1 

Totals 3 

Poetic Iconographic Pragmatic 

3 3 

I 2 

4 .:; 

7-+ 



Figure 6.5. View of Propylaeum from inside the Brion familv cemeterv· looking back at 
"' "' '-

the village cemetery. Source: Photograph by Guy R. Giersch. 

Faculty 1: 
- Obvious meanings associated with double entwined circle. 
- Red and blue colors of perimeter of circles and their associated meanings. 
-Canal passing by. 
- Poetic and practical use of water- meaning/washing 

Student 1: 
- Texture of concrete 
- Proportion of the rings to the wall 
- Color of the tile 

Student 2: 
- Dueling circles placed against a calm horizontally enhanced "all. 

Student 3: 
- I liked the colored tile used to accentuate the circles 

Student 4: 
- I photographed the interlocking circles at a closer range \\ ith a person standing in the 
overlapping space. I was intrigued by the way the outlines of circles framed the face of 

the model. 
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Figure 6.5 Continued. 

Summary: 

~ Memory 

Faculty 1 

Student 1 

Student 2 

Student 3 

Student 4 

Totals 

Poetic 

1 

1 

l 

3 

Iconographic Pragmatic 

2 1 

I 

3 

1 

2 7 
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Figure 6.6. Propylaeum as viewed from the Pavilion. 
Source: Photograph by Guy R. Giersch. 

Faculty 1: 
- Articulation of wall - broken in a way. 
-Use of wall articulation to suggest joining of void and solid- maximize. 

Student 1: 
- Water reflects color of the tile 
- How the bridge goes over the water 

Student 3: 
- Interesting space 

Summary: 

~ Memorv Poetic Iconographic Pragmatic 
.I .... 

Faculty 1 1 I 

Student I ') 
~ 

Student 3 1 
T ---··· 

Total .., 
l 3 ..:.... 

-~;·.....- - . .,... ... ··-·· .. 
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Figure 6.7. View inside the entrance wing looking toward the Pavilion. A glass door that 
slides into the water below keeps the Pavilion the only private section of the 
cemetery. Source: Saito: Poetry Made l 'isual: The Maestro's Riddles, p -+ l. 

Faculty 1: 
- Meanings embedded in thresholds- entwined circles, glass gate. 
-Corporeal issues regarding the opening of the gate. 
- Sense of order in one direction of floor, contrasted in the other direction. 
- Relationship of parts to overall meaning. 
-Subtle relationships of drain weeps to pattern in contrast and its subdivision. 
- Contrast of metal ( precise) and contrast (fluid) details in floor. 

Student 2: 
- Pathway makes you pay attention to steps you make (symbolizing steps you make in 
life). 
- Path is confusing in floor pattern yet simple when looked at straight fon\ard. 
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Figure 6. 7 Continued. 

Summary: 

~ Memory Poetic Iconographic Pragmatic 
'-

Faculty I 4 
..., 

-) 

--

Student 2 1 I 

Total 5 4 
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Figure 6.8. View inside Propylaeum looking toward the Arcosolium. Source: Saito: 
Poetry Made Visual: The Maestro's Riddles, p 40. 

Faculty 1: 
- Play of shadow- real-world, shadow world- which is more accurate '? 
-Contrast of shadow to light- inside to outside- sidelight to overhead light- smooth to 
rough etc. 

Student 1: - The light streaks 
-The ceiling and its composition 
- Texture and composition of the walls 
Student 2: 
- play of light can enhance a room. 

Student 4 : 
-This view interested me because I was looking at the tomb from a ne\v perspecti\ e. 
-My return journey caused me to reexamine what I had just e'perienced. 
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Figure6.8 Continued. 

Summary: 

~ Memory Poetic Iconographic Pragmatic 

Faculty 1 I I 

Student 1 " _1 

Student 2 I I 

Student 4 1 

Total I 2 ~ 
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Figure 6.9. View of Pavilion looking south from inside the Brion. Source: Canadian 
Center For Architecture: Carlo Scarpa Architect: Intervening H'ith History . p 15 5. 

Faculty 1: 
- Echoes of St. Zeno 
- Ambiguity of materials 
- Issues of proportion 
- Light and dark 
- Surface textures 
- Echoes of the labyrinth 
- Hidden and large details 
-Water 

Student 1: 
- Relation of people to the structure 
- Details, details, details 
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Figure 6.9 Continued. 

Summary: 

~ Memory Poetic Iconographic Pragmatic 

Faculty 1 2 ) 

Student 1 ") -
Total 2 7 
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Figure 6.1 0. View of detailing of supports on the Pavilion or famil y Meditation Chapel. 
Source: Guy R. Giersch. 

Faculty I: 
- Abstraction of early Christian details at San Zeno. 
- Scale difference in the hemisphere. 
- Rhythm of verticals 
- The challenge of seeing 

Student I: 
- I photographed each of these columns. Details imparted a sense of delicacy. 
- All in the component of light 

Summary: 

~ Memory Poetic Iconographic Pragmatic 

Faculty I I 3 

Student I I 

Total I ~ 

8~ 



Figure 6.11. View looking north of the Labyrinth in the meditation pond from the 
Pavilion. Source: Duboy: Carlo Scarp: Les Cahiers de Ia Recherche 
Architecture. p 65. 

Faculty 1: 
- Definition of space 
- the medieval labyrinth 
- Freeze/thaw cycles and their destruction 
-The Island of Papyrus 
- The Leonardesque pulley system 
- The wall with the eye 
- The tower of the church 
- The Asolo hills beyond 
- The enclosing wall 
- The integration of all of these elements 

Student 1: 
- Relation of tomb to the church 
- The greenness of the grass 
- Color contrasted with starkness of concrete and texture 
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Figure 6.11 Continued. 

Summary: 

~ Memory Poetic Iconographic Pragmatic 

Faculty I 2 4 4 

Student 1 ..., _., 

Total 2 4 7 
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Figure 6.12. Arcosolium and Sarcophagi. Source: Guy R. Giersch. 

Faculty 1: 
- Meaning - Arch: - Sky 
-Coverlet 
-Bridge 
- Sarcophagi - Nursery 
-Cribs 
-Love 
-Rocking 
-Leaning 
- Suggested vertical movement 
- Play of materials - Change of texture 
- Contrast of material 
- Landscape - Gradual deterioration back into nature of tomb 
- Contrast of man-made and natural 
- Mown and rough 
-Canal -Water and all its meanings 
- Tanks- One to be tilled with the death of Mrs. Brion 
- Suggestion of theater 
- Design suggests water basin with no water 
-Contrast of two forms the angular and smooth curves .... 
-Notion of roof with fan1ily ton1b 
- Use of n1etal details on both tornbs 
- Rhythn1 setup by design 
-Ambiguity. n1etaphor_ and analog~' constantly in play 
- Articulation of edges 
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Figure 6.12 Continued. 

Student 1: 
-Relationship of tomb with surroundings 
- Green as earth, green as heaven above the tombs 
- It is earth floating above, and protecting 
- The composition of the parts and how they relate to the whole 

Student 2: 
- Bridge that connects life to death 
-Always sheltered and kept in God's care 

Student 4: 
-The arc and the very defined stream caught my attention. I wasn't sure of the 
significance of the two circles at the end of the stream, but their circular forn1 contrasted 
with the ziggurat detail seen in almost all other areas of the tomb. 

Summary: 

~ Memory Poetic Iconographic Pragmatic 

Faculty 1 4 10 10 

Student 1 l ~ 
_) 

Student 2 2 

Student 4 1 I 

Total 4 14 14 
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Figure 6.13. Tile detail of underside of Arcosolium. Source: Saito: Poetry .\lade I 'isual: 
The !vfaestro 's Riddles, p 80. 

Faculty I: 
- Color suggesting clouds/sky 
-Color children's coverlet 
- The names in ivory letters of the owners of the tomb 
-The line of the sun across the heavens 
- Man, in death, still at right angles to the journeying heavens 
- The contrast of wood and stone 

Student 1: 
-The green tiles and its relation to the granite sarcophagi 

Student 2: 
-Joining of two members (people) together in a life 
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Figure 6.13 Continued. 

Summary: 

~ Memory Poetic Iconographic Pragmatic 
'-

Faculty I 1 3 I -

Student 1 I 

Student 2 I 

Total 1 4 
, 
_) 
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Figure 6.14. Closer view of Sarcophagi. Source: Guy R. Giersch. 

Faculty I: 
- Compassion 
-Love 
- Cheek -by-cheek 
-Nursery 
- New born - new death 
- Invasion of nature 
- The end of the straight and narrow 
- The empty tank wishing to be fi1led 

Student I: 
-The water trough 
- The level change 
- The movement or sense of movement bv the tomb and the bridge that cnvcrs and 

- ~ 

transcends the earthly. 

Summary: 

~ Memory Poetic Iconographic Pragmatic 
~ 

Faculty I 8 l 

Student 1 2 ' -
Total 10 ') 

-' 
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Figure 6.15. Aerial view of fountain in front of sarcophagi. Source: Saito: Poetry .\lade 
l"isual: The Alaestro 's Riddles, p 84. 

Faculty I: 
-Theatre 
- Balls 
- Breasts 
- The continuing of the species 
- Pendant crucifix 
-The living watch the dead, and their own mortality 
- Geometrical patterns, rhythm, etc. 

Student I: 
-The details of the concrete 
- The story of the water trough 
- The details and precision of craftsmanship 

Student 3: 
- The objects are punctured with circles 

Summary: 

--------------- Memory Poetic 

Faculty I 4 

Student I I 

Student 3 

Total 5 
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Iconographic Pragmatic 
'-

4 I 

/ -

1 

4 4 



Figure 6.16. Detail of joint of the roof of the Arcosolium. Source: Saito: Poet IT .\fade 
t ·isual: The Maestro 's Riddles, p 84. 

Faculty 1: 
-Passages oftime 
- Interaction of materials 
- Reactivation of the internal corner 
- Material isolation 
- Half and whole- one gathering the other objects 
-Why? 

Summary: 

--------- Memory Poetic 

Faculty 1 3 

Total 3 
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Iconographic Pragmatic ..... 
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Figure 6.17. Fountain detail Source: Guy R. Giersch. 

Faculty I: 
- Non-bilateral symmetry with symmetrical objects. 
- Canal - undeviating_ cleansing_ to its ultimate conclusion ._ ._ 

- Transporting 
- Contrast of surface and bottom 
-Concrete edge and grass- flush, level, non-overflowing 
- Chaos at end of canal - before isolation 
- Articulation 
- Insides of canal trench 

Student 1: 
-Water reflects the skv and this trough leads to the ton1b as well as the church .- '-

Student 3: 
- One element leads you to another and another and another 

Student 4: 
- The axis of the strean1 to the arc is very po\verful. The contrast between grass, 
concrete. and water draw attention to this area of the tomb. 
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Figure 6.17 Continued. 

Summary: 

~ Memorv Poetic Iconographic Pragmatic 
"' 

Faculty I 3 "' 
Student I I 

Student 3 I 

Student 4 I I 

Total 4 8 
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Figure 6.18. Family Tomb Source: Saito: Poetry ,'\lade l"isual: The .Haestro ·s Riddles. 
p 90. 

Faculty I: 
-House form for dead 
-Crack in form 
- Head of the god 
-Mausoleum 
- Details of slits, projections, surfaces, etc. 

Student 1: 
- The aspect of form and weightlessness 
- The detailing of the concrete 
- The height of entry into this area 
- The gutters along the side 

Student 3: 
- Slits and holes create a visually stimulating image 

Student 4: 
- The massive form of the ziggurat adjacent to the walls of the tomb 
- commands the observer to photograph it. 
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Figure 6.18 Continued. 

Summary: 

~ Memory Poetic Icongraphic Pragmatic 

Faculty 1 1 1 I -

Student I 2 I -

Student 3 1 1 

Student 4 1 

Total I 5 ) 
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Figure 6.19. View of Propylaeum looking south. Source: Guv R. Giersch. 

Faculty 1: 
- Connection - Temple to propylaeum 
- See canal interpretation 
- See wall interpretation 

Student I: 
-The wall and its relation to the entry 
- How the water relates to each of the spaces 
-The story of the troph of water 

Summary: 

-------- Memory Poetic Iconographic Praomatic 1::' 

Faculty I I 

Student 1 I ') -
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Figure 6.20. Entrance to Chapel via the Lvch Gate. Source: Gu\ R. Giersch . - -
Faculty 1: 
- The way of Ephesus- road to Damascus 
-Ruins 
- Nature returns its favor 
- Vertical and horizontal articulation 

Student 1: 
- The details of the step backs that have become a signature of Scarpa 
-This signature conveys weightlessness 

Student 3: 
- Repetition of lines 

Student 4: 
- The verticality of the \Valls and the highly detailed use of a single material O\ ~n' helms 
the observer. The intrigue of not knowing what is beyond the bend is also a major factor 
in my decision to take this photo. 
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Figure 6.20 Continued. 

Summary: 

~ Memory Poetic Iconographic Pra£matic 

Faculty I 1 2 I 

Student I 1 I 

Student 3 I 

Student 4 I I 

Total 2 4 3 
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Figure 6.21. View of south walkway and entrance into the Chapel. 
Source: Guy R. Giersch. 

Faculty I: 
- External altar 
- Faith suspended 
- Oriental inclusion 

Student 3: 
- Scarpa and his "excruciating'' detail 

Summary: 

~ Memory Poetic Iconographic Pragmatic 

Faculty 1 2 1 

Student 3 1 

Total 3 I 
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Figure 6.21. View of Chapel interior. looking toward the altar. showing ceiling and \\all 
detail. Source: Duboy: Carlo Scarp: Les Cahiers de Ia Recherche Architecture. 
p80. 

Faculty 1: 
-Bilateral symmetry 
- Reflection from the other world 
-Memories of tomb of Galla Placidia- Ravenna 
-The route, clearly marked. the crossing. the meanings of the circle through the ~y~ 
-The pyramid- Egypt 
- The pointing of the way to heaven 
- The enclosure of space 
- The openings - onto - The watery world 
- Our origins 
-The Jordan/Red Sea etc. 
-Venice 

Student 1: 
- The relation of I ight to space 
-A place of solernn symmetry. yet small items like the torch create a significant 
asvmn1etrical stance. 
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Figure 6.22 Continued. 

Student 3 
- Sacredness of space 

Summary: 

~ Memory Poetic Iconographic Pragmatic 

Faculty 1 7 5 'l -

Student l l 'l -
Student 3 1 

Total 7 7 4 
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Figure 6.23. View of Chapel interior looking through round opening to the altar. 
Source: Guy R. Giersch. 

Faculty I: 
-The Chinese garden- memories of nature and intelligent owner 
- Fragility of 
- Articulation of sky 
-Contrast- textures, materials, patterns, light, 
- Articulation of edges 
- Definition of edges 

Student 1: 
- The tile work 
- The entrance via the circular opening 
-The light quality 
- The alabaster windows 
- The windows of doors behind the altar 
-The stepped back elements on the ceiling 

Student 3: 
- Circular door frame framing recti I in ear shapes 
- Con1bination of all components 
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Figure 6.23. Continued. 

Summary: 

==----------- Memory Poetic Iconographic Pragmatic 

Faculty I I 3 
..., 
-~ 

Student 1 6 

Student 3 I -
Total 1 3 I I 
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Figure 6.24. Interior view of door leading from Chapel to Cypress Garden. 
Source: Guy R. Giersch. 

Faculty 1: 
- Art of layering 
- Mondrian 
- Oriental notation 
- Contrast between clarity and opacity 
- Contrast between old and modern 
- Contrast between access and trespass 

Student 3: 
-Symmetry 

Summary: 

~ 
Faculty 

Student 3 

Total 

Memory 

3 

3 

Poetic Iconographic 

2 

1 -

106 

Pragn1atic 

"' .) 

I 
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Figure 6.25. Exterior view of Chapel from Cypress Garden. Source: Guv R. Giersch 

Faculty I: 
- The chapel as fortress 
- Walking across the Red Sea 
- The sunken city- Zemmen Wath 
-The tolling of church bell at midnight below the surface of the lake 
- Buttressing of lake walls 
-The idea of 'speakers· (audio) at windows 
- Sources on non-bilateral symmetry 
- Islands 
- Corporeality 
- Lights of passage 

Student 1: 
- The floating quality of the church 
- The alabaster windows 
-The finish of the concrete 
- The step back on the roof 
-Water and how it makes things, the church and the wall appear to tloat 

Student 2: 
-The building could be so simple in form yet have so many intricate details (Layering of 

concrete. horizontal board impressions) 
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Figure 6.25 Continued. 

Student 3: 
- Calm water creates another plane. 
- .. mirror-like" 

Summary: 

~ Memory Poetic Iconographic Pragmatic 

FacuJty I 3 3 3 I 

Student I 2 ") 

-) 

Student 2 1 

Student 3 I I 

Total 3 6 4 ) 
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Figure 6.26. View of details of candle rod, on the left and holder for crucifix on the right. 
Source: Saito: Poetry .\fade Visual: The Maestro 's Riddles, p 12-l 

Faculty I: 
-Scarpa detailing- Use of form 
- Use of cutaway 
- Use of material 
- Idea of construction 
- Nature of attachment 
-Signaling motion 
- Faith in geometry 
- Contrast of forms 

Student I: 
- Details of the torches 
- What the materials were 

Summary: 

~ Memory Poetic Iconographic Pragmatic 

Faculty 1 1 7 

Student 1 I -

Total I 9 

109 



Figure 6.2 7. Flood drain on the step leading out of Chapel to Cypress Garden. Source: 
Saito: Poetry ,\lade 1 'isua/: The .\laestro 's Riddles. p 126. 

Faculty 1: 
- Marvelous detail - Suggestion of function 
- Poetic/magic detail 
- Moving of water- real or imaginary 
-Love of detail - Raise circular nuts will be polished by feet 
-Contrast of color \\·ith rest of metal 
-Direction 
- Contrast in materials- surface treatment 
- Form and rll\ thn1 
- Delineating entrance/threshold- passage of tin1e and spirit 

Student I: 
- Texture of the concrete 
- Two different materials. mi:xing steel/concrete 
- The path of the water 
-The suggestion of the abstraction to other things: tigure. features. anatomy 

Student 4: 
- I photographed the drain with one of the doors closed because I didn't think to open 

the door. The highly detailed and sculptural n1etal drain stood out from the 
concrete tloor. drawing Ill\ interest. ...... -
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Figure 6.27. Continued. 

Summary: 

~ Memory Poetic Iconographic Pragmatic 

Faculty 1 -l 7 

Student 1 ") 

-' 

Student 4 1 I 

Total 5 I 10 

lll 



Figure 6.28. Holy Water dispenser. Source: Saito: Poetl)' ,Hade Visual: The Jlaestro ·s 
Riddles, p 112. 

Faculty 1: 
- Repetition of forms 
- Shock of the hygienic 
- Shock of (of color) 
- Shock of smoothness of porcelain enamel 
-Shock 

Student 1: 
- The whiteness of the material 
- The operation of the device 
- The detail in the mechanism 
- How the I ight plays a part in all of the above 

Student 2: 
-The worship bowl even has the symbol of an eternal life (on earth and hean~n) in the 

shape 
-The small dueling circles is the place to find yourself (God. Son Holy Spirit) 

Student 3: 
- Contrast of smooth white porcelain with concrete 

I 12 



Figure 6.28. Continued. 

Student 4: 
-I took a similar photograph of the holy water font, but from a different angle. The 

smooth porcelain and ziggurat detailed sliding mechanism formed a ·smik~ 
face·, at least to me. Viewed from above it like a face\\ inking at~ nu. 

Summary 

--------- Memory Poetic Iconographic Pragmatic 
'-

Faculty 1 3 I 1 

Student 1 ~ 

Student 2 2 

Student 3 I 

Student 4 1 1 

Total 6 6 7 

113 



Figure 6.29. Counterbalance system for sliding glass door. Source: Guy R. Giersch. 

Faculty 1: 
- Act of motion 
- Motivated acts 

- Leonardo drawings 

-The invisible (the gate) being made visible. We know how it opens by layout of pulk~ 
system. 

- Weight of to be overcome 
-Arrows of St. Sebastian 

Student 1: 
-Ingenuity 
- Leonardo de Vinci, and how it could relate to one of his machines 
- Expression of movement 
-Material of the device, and how this contrasts with the concrete 

Student 2: 
- Everything in life connects together in a chaotic manner. 
- The round circles connecting at ditTerent distances from each other. 

Student 3: 
-Placement of objects make for interesting and playful composition 
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Figure 6.29. Continued. 

Summary: 

~ Memory Poetic Iconographic Pragmatic 

Faculty 1 1 3 1 1 

Student 1 1 1 I -
Student 2 1 1 

Student 3 1 

Total 2 6 1 4 

115 



Figure 6.30. Detail of wall cutout on Propylaeum. Source: Guy R. Giersch . 

Faculty 1: 
- Definitive edge 
- Colorful conclusion 
-Hem of Christ's garment 
-Geometry 

Student 1: 
- The color of tile 
-Texture of concrete to tile 
- The edge and how it is finished 

Student 3: 
-The highlighted edge 

Summary: 

~ Memory Poetic Iconographic Pragmatic 

2 .., Faculty 1 I _) 

.., Student 1 J 

Student 3 I 

Total I 2 7 
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Figure 6.31. Detail of four steps to Arcosolium Source: GuY R. Giersch. 

Faculty 1: 
- Silent noise 
-Noisy silence 
- Corporeal reaction- up. down, sideways 

Student 1: 
- The steps and the sound produced 
- The tombs relation to skv . 
Student 3: 
-Contrast of light and shadow creating a dark floating space beneath 

Student 4: 
- I photographed the steps because they are not centered one abo\ e the other. but rather 

are staggered from side to side. 
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Figure 6.31. Continued. 

Summary: 

:-------__ Memory Poetic Iconographic Pragn1atic ..... 

Faculty I 2 I 

Student 1 2 1 -
Student 3 I I 

Student 4 I I 

Total 6 I ~ 

118 



Figure 6.32. Four steps from village cemetery into the Propylaeum. Source: Saito: Poetn· 
Made Visual: The Maestro's Riddles, p 35. 

Faculty I: 
- Joy of non-bilateral symmetry 
- Location of heart 
- Eyes on the world 
- Eyes on the next world 
- Love, hate, boy, girL married, widowed 
- Materiality 
- Edge of steps 
- Shade & shadows 

Student 1: 
- Arrival and how I felt 
- The light and the patterns if produced and the textures it illuminated 
- The floating steps 
- The designated path one n1ust follow upon arrival. Options are available but not many 

travel. 

Student 2: 
- \V alk way very enclosing yet not stuffy because of the .. light at the end of the tunnel". 
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Figure 6.32. Continued. 

Student 3: 
- bold geometry 

Summary: 

~ Memory Poetic lconograph ic Pragmatic ..... 

Faculty 1 6 I -

Student I 4 

Student 2 I 

Student 3 I 

Total 1 1 3 
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Figure 6.33. Lych Gate. Source: Duboy: Carlo Scarp: Les Cahiers de Ia Recherche 
Architecture, p 166. 

Faculty 1: 
- Stone before Christ's tomb 
- roller - stone 
- Steps to resurrection 
- The weight of sins 
- The unrelenting horizon line 

Student I: 
- Tried to remember the sound of the door 
-The rhythm of the concrete 
- The detail of the latch 
- The texture of the concrete and its relation to eh trees and the grass 

Student 2: 
- Entrance gate conforms to the environment 
- Way of movement is hidden in gate 
- Heaviness creates a fearful emotion from entering. but the height is low enough that 

you can see over the gate. 

Student 3: 
- Lure of the quiet way 
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Figure 6.33. Continued. 

Summary: 

~ Memory Poetic Iconographic Pragmatic 
~ 

Faculty 1 2 3 I 

Student 1 I 
.., 
_) 

Student 2 I / -

Student 3 1 I 

Total 2 6 7 
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Figure 6.34. Corner detail of wall. Source: Guy R. Giersch. 

Faculty 1: 
- The defensive city 
- The strong city 
- The city of the dead 
- The correspondence of east and west 
- The oriental mark 
- The magical connection 
- The detail of the metal support 

Student 2: 
- Egyptian look 
- Signifies a burial place of prominent member of society 
- Helps to enhance the outer wall 

Student I: 
- My first glimpse into the tomb and what I was about to experience 
-The floating quality 
-The detailing 
- The reduction of the corner 
-The texture and color within the texture 

Student 3: 
-Monolithic wall looks thinner with cuts punched out 
- Very strong shadows 
- Bold cuts with concrete planes 
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Figure 6.34. Continued> 

summary: 

~ Memory Poetic Iconographic Pragmati( 

Faculty 1 1 5 1 

Student 1 I 4 

Student 2 I 1 1 

Student 3 1 1 -
Total 2 8 7 
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CHAPTER VII 

CONCLUSIONS AND RECOMMENDATIONS 

The aesthetic response to architecture is complex. It involves an a\\ areness of the 

pragmatic as is suggested by the data produced in all of the surveys. Survey I compared 

published photographs to photographs produced by architectural students and faculty. 

The results indicate a tendency for photographic views to be more general among the 

authors, 52o/o while the student/faculty group tended to have more photographs of detaiL 

67.2o/o. The probable reason is that the published photos are subject to limited space and 

are selected for a more general audience. The faculty/student photograph that \\hat 

interests them. For the research purpose, the details provide the most important results. 

The rest of the research is thus focused on the facult;'/student group. This data from 

Survey I supports the hypothesis that individuals in the student/faculty group would tend 

to take photographs of details that provoked their interest. 

Views can generate a variety of responses regardless of whether or not they are 

general or specific. This is indicated in the results of Survey 2 where the student/faculty 

groups were allowed to make free responses to questions about \\ hy they selected 

particular photographic views of the Brion Ton1b. Survev 2 used a series of four 

questions which asks for responses as to why particular photographs had been taken. 

Ninety percent (90o/o) of the responses indicated in some manner the idea that detail was 

important or that the detail demanded to be photographed. This further supports the 

hypothesis that photographers mainly respond to the detail contained in the architecture. 

11-
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Survey 3 involved a student/faculty survey of the Brion using photographs that 

were similar to photographs that each individual had taken. They were asked to respond 

to each of the images by describing in writing why they had taken a similar photograph. 

These responses were placed into four categories: Poetic (3-L2°o). Memory. ( 13.9°;o). 

Iconographic, (5.2°/o), and Pragmatic, (46.5°/o). Poetic. Memory. and Iconographic 

statements are those that have their roots in aesthetic experience. It is therefore 

appropriate to combine this group of statements to total 53.5°/o. Although the responses 

indicate a greater tendency to respond to architecture aesthetically rather than 

pragmatically the two categories are quite close. there being a 7-point spread . 

The result of data analysis supports the hypothesis that architecture does 

communicate through its details. The Brion Tomb as the subject for this study is famous 

for its pragmatic use of materials while the exceptional detailing that is to be found there 

often relies on the pragmatic to communicate aesthetically. 

Survey 4 involved three students and two members of the faculty tn a more tn-

depth viewing of one portion of the Brion. the Chapel. Anahzing the three larger . ~ ~ 

samples provided by Faculty 1 and Students I and 2 perhaps some conclusions can be 

made even though the sample size is extremely small (see Table 6.5) . Based on the data. 

the altar and candle holders that are located at the altar accounted for 14.3~ 'o of the total 

photographs taken . If the Altar detail (#40}, Ceiling detail (#35). Alabaster \\ indows 

(#34) and Roof details above the Altar (#23) are added. the total percentage for all of 

these views is 21.2o/o. The average. 21.2°/o, is almost one quarter of the recorded images. 

These images are devoted to the location of 'God in the Chapel'. Did Carlo Scarpa 
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recognize this and concentrate his design efforts on this "functional· aspect of th~ 

Chapel? It is beyond the scope of this paper to debate this issue. However. gi\ en that a 

significant percentage deals with the Altar and its context within the Chapel this (ould be 

significant. 

One might explain the interest in the altar because of the number of elements 

which make up the whole as compared to other portions of the Chapel. \\.hat of the 

windows? When open. they impact the wall and the corner both internally and 

externally. Because they are unusuaL they attract attention. Also, they are made of 

alabaster and suffuse the light entering the Chapel. This stimulates memories of th~ 

alabaster windows in the Tomb of Galla Placidia in Ravenna \\here each photographer 

has previously visited. Was it this aesthetic connection bet\veen a t\\ entieth century 

building and a similarly small tomb built in 420 A.D. that created the desire to 

photograph them? Did a mental reflection on the on the similar qualities of light in hoth 

tombs awaken an aesthetic experience in each photographer? 

These are the sorts of questions that need to be posed m a more thorough 

investigation of the relationships between architecture and photography and the potential 

for educating designers. 

data: 

For future studies. it would be beneficial to use the following procedure to collect 

1. Give each participant one role of film and require they take photos of 
the same building. at the same titne period. within a set time frame. l\\O 

hours would probably work well. 

2. Require \\Titten notation of each photograph written after taken. This 
information should include information about why and what \\as the 
photographer interested in. 
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3. Collect and process the film . 

4. Give each participant a written questionnaire to fill out concerning "hy 
they photographed each view as they were taking it. This will he 
compared with the notes taken after each shot. 

5. After the photographs are processed establish a meeting where the 
photographs can be simultaneously discussed and evaluated. The need to 
be recorded for later comparison . Provide the same questionnaire h) 

evaluate what new responses might occur when each participant to 'iews 
their photographs again . 

The Brion Tomb represents pragmatic solutions for aesthetic concepts . They are 

from the hand and heart of the 'Architecf, Carlo Scarpa, \\ ho oversa\\ the crafting of the 

Brion. Authors, faculty, and students of architecture who have visited the site 

understand and respond to the poetics of the space. It is captured in their photographs 

and in their words. 

This is a very preliminary study. The Brion Tomb is recognized for its detailing 

and the amount of information written about the aesthetic qualities are \\ell known. I his 

initial study indicates that the hypotheses, that individuals trained in arch itccture 

similarly respond aesthetically to careful detaiL and this aesthetic response provokes the 

individual to take similar photographs that intimately connect the photographer to the 

aesthetic response. Finally, that much can be learned from the experience. particularly in 

the education of architects. 
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