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thesis statement 

This thesis investigates the study of restoration, sculpturally 

relating a historic structure with the ideas, technologies, and materials of 

today. The result is an architecture that arouses the senses and reveals a 

phenomenological state in the user. 

contextual statement 
The proposed development is located on a site in Vicenza, Italy 

originally developed in 1222 AD, and known today as Palladio 's Basilica. 

This thesis challenges the current preservation constraints established by 

the Italia Nostra in order to reveal the Italian culture. 

facility statement 
The purpose of this facility is to provide a successful modern 

entertainment venue within the particular historical context of sixteenth-

century Vicenza, and Italy's Veneto Region in general. 
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THINGS are changing 

But nothing changes 

And still there are changes 

Le roi est mort, vive le roil 

ALL our life we'll wait for THE answer 

And the question is: WHY? 

EVERYTHING is possible 

Beyond the invisible 

LOVE is a crazy game 

Its is real and pure 

T.N. T. for the brain 

MOST of the energy we spend 

Is like a footprint on moving sands 

TRYto live your lost illusions 

They are the spice of life 

THERE'S no teacher 

Who can teach anything new 

He can just help us to remember 

The things we always knew 

- Michael Cretu1 



to house the senses 

Establishments dedicated to serving food and drink date back to 

the first organized societies. In ancient Greece each city housed vendors 

of food and wine within the marketplace. The expansion of Roman cities 

and the idea of travel led to the development of a wide variety of eating 

and drinking houses. These establishments became a tool for displaying 

a portion of each region's culture. Today, the advancements in 

transportation and interest in economical gain has brought on new 

developments in restaurant design. The corporate world has infected the 

restaurant industry, and we seem to be losing the sense of place that was 

once present in the family owned restaurants and bars of yesterday. This 

problem will not go away therefore we as designers must look for new 

ways to bring back a sense of individuality to our designs. 

Restaurants, whether their seating capacity is 1 5 or 1 50, should be 

committed to a design which will enhance their business. An 

understanding of anthropometrics, circulation patterns, equipment, and 
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the needs of the clientele are crucial to the success of the business. 

Design decisions such as these should go unnoticed to the patrons, 

allowing them to be aroused by more sensual aspects of the 

establishment. Restaurant design should delve into the cultural 

idiosyncrasies of the clientele and the implications of the site, as well as 

fulfilling the functional requirements. Such explorations involve 

stimulating the mind by appealing to sensual responses, allowing one to 

daydream or wander without a critical disposition. Designs of this nature 

emanate from the theoretical and historical complexities of art. Housing 

the senses is the act of architectural designing a space in a manner, 

which grants the visitor a chance to mentally escape from the external 

constraints of society. 
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architecture art 

This thesis supports the idea that architecture is art. Consequently, 

architecture should be artistically studied and applied. Through an 

investigation of selected artists and architects, a direct theoretical 

connection can link architecture with art. There have been many 

architects and artists throughout the years who have made social 

statements, as well as attaining aesthetic achievements, with their work. 

Two such people will be featured in this document and their 

philosophical ideas revealed to illustrate the dissolution of the boundary 

between in architecture and art. 

Gustav Klimt (1862-1918), the first artist discussed in this thesis , 

studied applied arts and the replication of classical forms in his education 

before the turn of the last century. As a member of a lower-middle class 

family and the son of an engraver, he was destined to follow the work of 

his father. Klimt showed such talent in mastering the historical forms in 

his university education that he was soon commissioned to carry out a 



series of work in several of Vienna's new museums. Through his 

perfected classical replication, Klimt began to advance and develop a 

manneristic approach to his work. In his search for a new method of 

representing his ideas, the artist retained the classical forms approved by 

society at large. In the attempt to represent his culture and, 

simultaneously be accepted by it, he developed a layered system of 

modern and classical forms. Much of his work dealt with sexuality and 

society's inhibitions regarding its sexuality. His layering system allowed 

the viewer to appreciate the modern ornamental work while subtlety 

disregarding the sexual undertones revealed in his classical forms. How 

could society question the classical forms so elegantly presented? And, if 

questioned , what sort of mind could translate this work in such a sexual 

manner? The result of his approach became the artist's medicine for the 

upper class. Not only did Klimt fulfill society's desires through his use of 

accepted classical forms masked by modern ornamentation, the hallmark 

of his art, he also created a connection between old and new materials 



The second artist to be featured in this thesis, Carlo Scarpa (1906 -

1978), studied arts and sciences, and became a craftsman in his native 

region, the Veneto of northern Italy. For years, he worked with regional 

materials. Although he changed mediums, the expressions of his culture 

remained true. From his detailed knowledge of history, this artist was 

able to translate classical forms into new ones through the use of modern 

materials and meticulous detailing. These details were simply and 

honestly used. Like Klimt, Scarpa made many sexual references in his 

work. Many of the forms experienced and processes used related to 

women and their sexuality, to the inner desires felt by some and 

unnoticed by others. This approach was revolutionary and antithetical to 

the theories of Carlo Scarpa's time. Due to his artistic approach and 

understanding of context, Scarpa's work remains resistant to change. The 

endurance of the artist's work creates an optimistic environment in a 

culture greatly reliant on the past. 

Both Klimt and Scarpa expressed respect for the years of design 

and cultural tradition that preceded them. Recognizing that they were not 



the first to revolt against the popular paradigm, both artists used history 

as a palate on which to impose new ideas. They realized art is not the 

replication of another's work, but are the expressions welling up from 

within the artist. Art must be alive! Any living thing has a history and a 

future; its presence is ever changing . Therefore, planning for its future is 

ultimately an historical enterprise. Attempts to design modern pieces are 

futile. Through an understanding of current technological and social 

issues, art is given both a presence and dignified place in history. It is 

this place in time, its fitness, combined with the artist's soul, which gives 

each new work of art life. Whether all of the artist's true intentions are 

understood, or new interpretations are created, the viewer's 

consciousness is altered. The invisible is revealed through the artist's 

endeavors, through each viewer's interpretation of the work, art lives on. 
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restoration 

Restoration is an exacting science to be sure, but it is also an 

art form. When should the architect take the interpretive 

liberties in an intervention, and when should the existing 

material be preserved? No one questions the need to approach 

restoration equipped with the methodologies of the various 

sciences involved, but the interpretive role of the architect is 

debatable. 2 

An understanding of the theoretical issues of preservation and a 

study of its "founding fathers" should give the designer more interpretive 

liberties. Restoration may be viewed in many different ways, though there 

are three main issues of restoration: preservation, rehabilitation, and 

adaptive reuse. 

preservation 

Preservation has been defined as follows : "to keep up, maintain, 

prevent from ruin or decay."3 This notion of preservation was thoroughly 

developed by the historian John Ruskin and outlined as follows : 





Take care of your monuments and you will not need to 

restore them ... Watch an old building with anxious care; guard it 

as best you may and at any cost, from every influence of 

dilapidation. Count its stones as you would jewels of a crown; 

set watches about it as if at the gates of a besieged city; bind it 

together with iron where it loosens; stay it with timber where it 

declines; do not care about the unsightliness of the aid; better a 

crutch than a lost limb; its evil day must come; but let it come 

declaredly and openly, and let no dishonoring and false 

substitute deprive it of the funeral offices of memory.4 

Ruskin expressed interest in the natural life process of a building, 

and believed any alteration would deprive the building of its natural 

ability to evolve. Ruskin's idea of preservation can be best appreciated in 

his desire to maintain fragments of history. This issue of restoration is 

useful in allowing the viewer to piece together history with personal 

experiences. Gaston Bachelard speaks about these fragments in his book 

Poetics of Space: 

Memory - what a strange thing it is ! - does not record concrete 

duration, in the Bergsonian sense of the word. We are unable to 
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relive duration that has been destroyed. The unconsciousness 

abides. We can only think of it, in the line of an abstract time 

that has been deprived of all thickness ... Memories are 

motionless, and the more securely they are fixed in space, the 

sounder they are.s 

Ruskin believed old and decaying buildings represent the 

fragmented memories of the space once used. Architecture becomes 

picturesque ruins, such as the Roman forums of today. Ruskin 's concept 

of preservation nurtures a building as Bachelard's notion of daydreaming 

secures memories. 

rehabilitation 

The second issue to be discussed regarding restoration is 

rehabilitation. Rehabilitation "restores something damaged or 

deteriorated to its prior good condition."6 To rehabilitate a building re-

establishes it to its original condition. The ideas behind rehabilitation 

were developed by E. E. Viollet le Due. He believed that the goal of 

restoration should be the re- establishment of "a finished state, rather 
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than the maintaining, repairing, or rebuilding of an edifice."? This act of 

re-establishment occurs through a scientific study of the structure, which 

is then recognized in each part of the building. Viollet le Due's scientific 

identification methods prove useful in the restoration process, though he 

warns against the adoption of absolutes in the process of restoration. He 

"advocates a case-by-case intelligent rendering of principle, putting 

emphasis on the integrity of the original design, except in cases which 

modifications have contributed to the aesthetic quality of a design."s The 

notion of rehabilitation as an exact science is opposed to Ruskin's theory 

of preservation, consequently, it leaves no room for interpretation by the 

designer or exploration by the user of the building when bringing it back 

into daily use. 

The current political sanction of the Italia Nostra tends to only look 

towards the past in attempts to maintain its culture. The Italia Nostra has 

adopted "The 1964 Venice Charter" as its formal answer to the debate of 

restoration. 
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Accordingly, the Second International Congress of Architects 

and Technicians of Historic Monuments, which met in Venice 

from May 2 5 to 31, 1964, approved the following text: 

DEFINITIONS 

Article 1. The concept of an historic monument embraces not 

only the single architectural work, but also the urban or rural 

setting in, which is found the evidence of a particular 

civilization, a significant development or an historic event. This 

applies not only to great works of art but also to more modest 

works of the past which have acquired cultural significance with 

the passing of time. 

Article 2. The conservation and restoration of monuments must 

have recourse to all the sciences and techniques which can 

contribute to the study and safeguarding of the architectural 

heritage. 

AIM 

Article 3. The intention in conserving and restoring monuments 

is to safeguard them no less as works of art than as historical 

evidence. 

CONSERVATION 

Article 4. It is essential to the conservation of monuments that 

they be maintained on a permanent basis. 

Article 5. The conservation of monuments is always facilitated 

by making use of them for some socially useful purpose. Such 

use is therefore desirable but it must not change the layout or 
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decoration of the building. It is within these limits only that 

modifications demanded by a change of function should be 

envisaged and may be permitted. 

Article 6. The conservation of a monument implies preserving a 

setting, which is not out of scale. Wherever the traditional 

setting exists, it must be kept. No new construction, demolition 

or modification which would alter the relations of mass and 

color must be allowed. 

Article 7. A monument is inseparable from the history, which it 

bears witness and from the setting in which it occurs. The 

moving of all or part of a monument cannot be allowed except 

where the safeguarding of that monument demands it or where 

it is justified by national or international interests of paramount 

importance. 

Article 8. Items of sculpture, painting or decoration which form 

an integral part of a monument may only be removed from it if 

this is the sole means of ensuring their preservation . 

RESTORATION 

Article 9. The process of restoration is a highly specialized 

operation. Its aim is to preserve and reveal the aesthetic and 

historic value of the monument and is based on respect for 

original material and authentic documents . It must stop at the 

point where conjecture begins, and in this case, moreover, any 

extra work, which is indispensable, must be distinct from the 

architectural composition and must bear a contemporary stamp. 
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The restoration in any case must be preceded and followed by 

an archaeological and historical study of the monument. 

Article 10. Where traditional techniques prove inadequate, the 

consolidation of a monument can be achieved by the use of any 

modern technique for conservation and construction, the 

efficacy of which has been shown by scientific data and proved 

by experience. 

Article 11 . The valid contributions of all periods to the building 

of a monument must be respected, since unity of style is not the 

aim of restoration. When a building includes the superimposed 

work of different periods, the revealing of the underlying state 

can only be justified in exceptional circumstances and when 

what is removed is of little interest and material which is 

brought to light is of great historical, archaeological or aesthetic 

value, and its state of preservation good enough to justify the 

action. Evaluation of the importance of the elements involved 

and the decision as to what may be destroyed cannot rest solely 

of the individual in charge of the work. 

Article 12. Replacements of missing parts must integrate 

harmoniously with the whole, but at the same time, must be 

distinguishable from the original so that restoration does not 

falsify the artistic or historic evidence. 

Article 1 3. Additions cannot be allowed except in so far as they 

do not detract from the interesting parts of the building, its 

t 0 h o u s e t h e s e n s e s 



traditional setting, the balance of its composition and its 

relation with its surroundings. 

HISTORIC SITES 

Article 14. The sites of monuments must be the objects of 

special care in order to safeguard their integrity and ensure that 

they are cleared and presented in a seemly manner. The work of 

conservation and restoration carried out in such places should 

be inspired by the principles set forth in the foregoing articles. 

EXCAVATIONS 

Article 15. Excavations should be carried out in accordance with 

scientific standards and the recommendation defining 

international principles to be applied in the case of 

archaeological excavation adapted by UNESCO in 1956. 

Ruins must be maintained and measures necessary for the 

permanent conservation and protection of architectural features 

and of objects discovered must be taken. Furthermore, every 

means must be taken to facilitate the understanding of the 

monument and to reveal it without ever distorting its meaning. 

All reconstruction work should , however, be ruled out a 

priori. Only analysis, that is to say, the reassembling of existing 

but dismembered parts, can be permitted. The material used for 

integration should always be recognizable and its use should be 

the least that will ensure the conservation of a monument and 

the reinstatement of its form. 
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PUBLICATION 

Article 16. In all work of preservation, restoration or excavation, 

there should always be precise documentation in the form of 

analytical and critical reports, illustrated with drawings and 

photographs. 

Every stage of the work of clearing, consolidation, 

rearrangement and integration, as well as technical and formal 

features identified during the course of the work, should be 

included. This record should be placed in the archives of the 

public institutions and made available to research workers. It is 

recommended that this work be published. 

adaptive reuse 

The third issue of restoration to be discussed here is adaptive 

reuse. Adaptive reuse is defined as "modifying something so that its 

existence fits better into the conditions of its environment. "9 This 

contradicts Ruskin and Viollet le Due. For example, Ruskin felt that any 

alteration or addition disrupted the natural life cycle of the building. The 

fundamental principle of adaptive reuse suggests that an old building 

should not just be left to die, as Ruskin would have it but it should be 
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given a new lease on modern life. Viollet le Due believed that an old 

building represents another time and place, but if they are going "to be 

given a longer lease on life"10 they must adapt to better fit the needs of 

society. Clearly, some of Viollet le Due's propositions regarding 

restoration can be applied to adaptive reuse; 

.. . It is therefore prudent simply to assume that any building has 

lost some part of its strength as a result of possible 

disturbances of the past. It is necessary as a matter of principle, 

to compensate for this weakening by use of new building 

materials of maximum strength, by devising improvements in 

the structural system where possible. It is clear that the 

architect is responsible for the restoration needs to know the 

style and forms of the building he is working on, as wel l as the 

school of architecture which it belongs.11 

Viollet le Due's disclaimer, which restoration should not have 

absolutes make up for his contradictions that a building should be 

restored to its original state unless it needs modern intervention to 

survive. 

t 0 h o u s e t h e s e n s e s 





If modifications are to be made to a building they should read as 

part of the facility's history. Italian preservationist, Camillo Boito, 

supported the concept of adaptive reuse. He argued that "a restoration 

project should respect and reveal all the historical layers involved, even 

those less successful, and whatever was new should compliment them."1 2 

Carlo Scarpa and Gustav Klimt recognized this need to respect and 

reveal layers of history. Scarpa and Klimt relate the seen and unseen with 

the conscious and subconscious. Klimt's method of layering classical 

forms with modern ornamentation revealed the true psychological state 

of his society. On the other hand, Scarpa represented his layers physically 

and symbolically through a variety of materials and textures, as can be 

seen in his project for the renovation of the Fondazione Querine 

Stampalia in Venice, Italy, completed in 1963. The palazzo is accessed by 

a modern lightweight bridge, which acts as a hinge across the Venetian 

Canal. Into what was originally a window, Scarpa details the bridge with a 

flat arch, which sits on a stone fixture, not only serving as a container, 
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but also representing the seasonal flooding of Venice. These trays are 

carried into the building as a series of canals. 

Scarpa's design has embodied the traditions of Venice, not only 

through allowing the canal to enter the structure, but also memorializing 

the canal with a ceremonial gondola entrance, symbolic of the original 

mode of entering the palace. Entering Querini Stampalia, as a pedestrian, 

the flooring is a mosaic design, which Scarpa uses to represent ancient 

Venetian rugs . Many of Scarpa's details treat the palazzo as a kind of 

three-dimensional inlay. The layering of his modern details is clearly 

distinct from the older moldings and remnants of the seventeenth-

century design. 

Scarpa's historical references are represented well in his use of 

stone and wood. As the materials come together, a glass panel set flush 

enhances them. These glass panels run along the walls to echo the canals 

separating the floor from the walls in the entrance hall. 

Scarpa brings this idea of the canal into the garden area of 

Stampalia where he channels water from east to west across the garden. 
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Many metaphors have been drawn from this garden. For example, 

Giuseppe Zambonini has written: 

Water is used as a counterpoint to the treatment of the 

ground floor of the palazzo. Its source is a small labyrinth 

carved in marble, which suggests the pain of its forced birth. It 

is then channeled through a long trough, parallel to the Rio 

(Santa Maria Formosa), which extends almost the entire length 

of the garden. It then passes beneath a stone lion that faces the 

source and finally disappears into the drain, which is expressive 

of the idea of vortex.13 

The garden walls have a frieze of enameled tiles to represent a 

horizon line to the user. This horizon line is symbolic due to the urban 

density of Venice, which removes the visitor from nature. Small details 

such as this are countless in each of Scarpa's projects. "In his work, 

everything turns on the joint to such an extent that to paraphrase Le 

Corbusier, the joint is the generator rather than the plan. Not only in 

respect of the whole, but also with respect to alternative solutions lying 

latent, as it were within any particular part."14 Scarpa's way of relating all 

of the parts comes from his method of designing in relief. Scarpa would 
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start with an initial charcoal sketch. Then on the same sheet of paper or 

cardboard, he would overlay traces, washes and even white out areas to 

be followed by further delineation. Entering into a cyclical process of 

erasure and modification without ever fully abandoning the first 

incarnation of his idea. Marco Fascari states: 

In Scarpa's architectural production, relationships between 

the whole and the parts, and the relationship between 

craftsmanship and draftsmanship, allow a direct substantiation 

of the identity of the process of perception and production. That 

is, the union of the construction with the construing. 1 s 

This stresses two essential aspects of Scarpa's method, the act of 

designing and the act of making. This brings up the questions: Is the act 

of design the creative art form of a project or is it the technological core 

form? Is the act of making the industrial core form or is it the skillful art 

form? Obviously, it is all of this, it is the creative use of technology in 

design, and the skillful craftsmanship of making which is essential to a 

project. Is Carlo Scarpa the artist credited with these incredible Italian 

pieces or is it the craftsmen who really are the artist? This is the 
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relationship between idea and phenomena, which gives architecture its 

soul. 

Scarpa gives his architecture soul through analogies made at every 

level of his work. A preoccupation with duality is evident throughout 

Scarpa's work. This can be seen in his signature detail of two intersecting 

circles. These circles can be seen traced back to Alberti's studies of 

human proportion. Just as Scarpa refers to the past in materials, he also 

displays his knowledge of history in his detailing. Scarpa's intersecting 

circles are given many interpretations. One such interpretation is "the 

universal consciousness, which represents the unchanging elements, 

intersecting with the empirical consciousness, representing the changing 

elements, to create a balanced consciousness of human 

proportionality."1 G 

By employing details with historical references in modern materials 

Scarpa allows the viewer to combine the past and present in their attempt 

to interpret his intentions. This form of exploration and discovery is what 
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envelops the viewer and strengthens the fact that each project is a piece 

of art. Art as a combination of the idea and the production of the idea. 

A layered system, of revealing the old while accepting new 

additions, can be seen throughout Italian architecture in various historical 

settings. Italian Renaissance architect, Leon Battista Alberti, utilized a 

system of layering a modern design with an earlier structure in his 

Tempio Maletestiano in Rimini, Italy. In this project, Alberti chose to 

encase the chapel with his design while allowing the original gothic 

design to be seen and understood. Alberti made no attempt to imitate the 

gothic church but displayed the two individual lives the building 

contained. "The result is a monster," Marco Fascari remarks, "the design 

does not limit itself to cover and disguise the gothic construction, but it 

appropriates the structure of the pre-existing one, becoming a proper 

conception of it."17 This conception is one of incompleteness. Alberti 

cautions architects in his Ten Books of Architecture about designing in 

excess and displays this in the Tempio, by allowing the viewer to 

question the intentions of the architect. 
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basilica pallad1ana 

Andrea Palladio's basilica in Vicenza, Italy is another example of a 

architect utilizing this layered system to reveal the building's history. 

Palladio, like Scarpa, began his career as a craftsman. The sculpture and 

stonemason "was discovered by the humanist Count Giangiorgio Trissino, 

and in 1 541 they traveled to Rome where Palladio came under the 

influence of Bramante, Raphael, and Giulio Romano, who had been 

Rafael's assistant in his architectural works in Rome ... Except for his 

travels to Rome, Palladio spent most of life in Vicenza, where he died in 

1 580."18 

The Basilica is considered one of Palladio's greatest buildings. 

However, the Basilica was simply an adaptive reuse project attempting to 

preserve the original Town Square. Yet, how is it that the Basilica is such 

a highly revered design, while contradicting the theories of the founding 
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fathers of restoration? In order to understand Palladio's design, 

knowledge of its history must be understood. 

1222 AD - Origination of Basilica as an underground meeting place called 

Sala del Quattrocento. 

1256 - Area destroyed and rebuilt by Ezzecino da Romano. 

1450 - Area again destroyed and rebuilt. 

1493 - Arco degli Zavttoeri was constucted to connect San Logga and 

Torre del Girone. 

1496 - The Loggia surrounding the Ragione collapsed. 

1 549 - After a drawn out selection of architects, the city chose Andrea 

Palladio to rebuild the Loggia, which is known today as the Basilica. 

1651 - Prisons were constructed around Torre del Girone. 

1 799 - Palazzo Podestrile sitting at the east end of the Basilica burned 

and was rebuilt. 

1884 - Prisons surrounding Torre del Girone were demolished. 
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1945 - The U. S allies bombed the Piazza, destroying the Basilica roof 

and the Palazzo. 

1 950 - Palladio's design was re-established, and the Palazzo was 

replaced by the current structure. 

According to Ruskin's theory of preservation, the structure should 

represent a 13th century ruin or a bombed out loggia. However, the 

people of Vicenza needed a new structure in the 13th century resulting in 

an updated version by Palladio. The bombing of the basilica in the Second 

World War represented struggle and defeat; therefore, a need to look 

back to a time of triumph was necessary. These are cultural issues of 

necessity, which over-powered the theories of Ruskin. So why should the 

Basilica be restored today? The answer lies in David Poinsett's article, 

"What is Historical Preservation?" 

Historical preservation has existed, in its traditional sense, 

for four purposes. 

• First is education ... a person gains insight into the life and 

times of previous individuals and groups. 
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• Second ... the purpose of recreation. It is fun to visit historic 

sites, to see the unusual, quaint and often difficult ways in 

which people lived in an earlier age. 

• Third ... for inspiration ... better insight into who we are as a 

people and nation, whence we came and where we are headed. 

• Fourth ... the putting of historically and architecturally valuable 

sites and buildings to economically viable uses. Such uses are 

often different from, and yet compatible with, the original 

function of the structure. 

Historic preservation means building new structures that reflect 

our time yet blend with the old ... the new should complement 

the old, not copy it.19 

Through the history of the Basilica it is easy to see many issues of 

restoration. The ideas of Viollet le Due and rehabilitation are that of the 

current political party. The political sanction of the Italia Nostra is that in 

question in this thesis. The stranglehold of this sanction has kept the 

Basilica from becoming anything but an empty shell that houses one or 

two exhibitions a year, mostly "exhibitions that have not been able to find 

room in Venice."20 The Italian culture has more life than this. It should 

not be treated as a nation once prosperous, but as a leader of modern 

t 0 h o u s e t h e s e n s e s 

• 





design. Great designers cannot be discovered if they are repressed by 

sanctions such as these of the Italia Nostra. 

The preservation of a 'cultural' asset differs from that of an 

'architectural' asset quite simply in the fact of keeping it alive, 

and not only opening it up to ticket-buying visitors as happens 

-alas- all over Florence. The cultural asset cannot be wrapped 

up in cellophane and kept in a drawer but must be continue to 

be the formal structure of the history of a city, reflecting its 

daily cultural values whether we happen to like them or not.21 

Culture is about a refined understanding of the arts, customs, and 

other intellect of an age. By holding onto the past with too tight of a grip, 

a threat of loosing a sense of optimism for the present arises, leaving 

little room for the future. 
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loss of fine art? 

During the past century, architects have clearly made attempts to 

understand and fit into the world in which they reside. As a result, 

modern architects have been praised as well as prosecuted by society for 

their exploration, use of new materials, and their abandonment of 

historical forms. The twentieth century began on a note of optimism, with 

visions of futuristic utopias; it ends on a note of reflection. 

Modern architects have been involved in debates regarding their 

designs, whether they should be modified to be more appealing to their 

users, or whether it is impossible to go beyond the ideas of the great 

designers of the past. One such dialogue involves the design competition 

for a new student center at the Illinois Institute of Technology, Mies van 

der Roe's well-known campus. 

According to some in the Miesian old guard it is possible to 

go beyond Mies. "It took a thousand years of refinements to 

produce Chartres Cathedral and the Parthenon," said longtime 

llT professor Arthur Takeuchi, "but Mies brought his brand of 

modernism to Chicago from his native Germany a mere fifty-
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nine years ago. I think our attention span is too short," Takeuchi 
said.22 

The 1997 edition of The 311 Best Colleges published by the 

Princeton Review rates the Mies-designed campuses as the least 

beautiful. 

Mies's defenders, such as Columbia University architectural 

historian Kenneth Frampton believed, "Mies would be very 

gratified." The historian of the University of Illinois at Chicago 

replied most non- architects think llT's boxy brick-and-steel 

buildings resemble factories.23 

These boxy structures were the attempt of the modernist architects 

to strip architecture of ornament in order to reveal each building 

material's true property and to create a pure architectural form. 

Architect Dirk Lohan, Mies's grandson confirmed, "Mies was able to 

go beyond himself, recalling how his grandfather broke his own 

modernist rules when they no longer suited his creative purposes. Lohan 

ended his debate by quoting his grandfather, 'Life means change, and life 

without change is death!"24 Obviously, Mies van der Roe was an artist in 
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support of change. His work was dedicated to the establishment of new 

ideas. However, many of Mies Van der Roe's followers tend to focus too 

heavily on the formal designs of the artist instead of reflecting on the 

artist and his visions of change. The early modernist architects intended 

to find truth in the use of modern materials instead of mimicking the 

forms of their predecessors. This search for truth is not one that is often 

found in fifty years. As the debate over whether the designs of great 

artists should be preserved or whether new artistic ideas should be 

continually developed architecture continues to be built. 

In the search for alternatives to modernist design solutions, post

modern architects have reverted to the classical forms that the modernist 

architects had renounced . Although these classical forms had been 

successful before, they now lack the meaning and sustainability imbued 

by earlier masters in their designs. The adaptation of classical forms was 

a sheer reaction to the idealistic structures of the modernist era. The 

unenlightened post-modernist movement confirmed the fact that the 
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regeneration of past cultures leads to the abandonment of understanding 

the present. 

Twentieth-century societies have shown a juvenile desire to 

possess the most current trends and technologies. In the attempt to 

satisfy these desires, architecture is at the risk of becoming novelty. 

While modern architects have striven to find the life in their use of new 

materials such as steel, glass, and reinforced concrete. Most have merely 

provided designs of basic functionality, while failing to grant society the 

much-needed emotional stimuli displayed in earlier architecture. This 

failure is due in part to the superficial understanding in the use of such 

materials. Designs of functionality to often celebrate the act of work, 

while neglecting the incorporated of the spirit of the designer. These 

pragmatic designers are part of an evolutionary process bound by 

technology and forced to use materials of mass production. Therefore, 

resulting in a reestablishment of the concept of creativity. Creativity is 

defined as "the act of being original or imaginative"2s. Designs 

constructed of mass produced materials are by definition not creative 
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unless there is a theoretical justification in the manner, which they are 

employed. 

Advancements in technology are being constantly made, but 

artistry continues to arouse the senses of society. The shift to an 

industrial era came about as discoveries in steam technology were made. 

As these technological developments enveloped society, desires for 

sculpture and fine craftsmanship re-emerge. 

Technology is advancing at a rate architecture can not keep up . 

Therefore, architecture must rely on man's continuous return to artistry, 

whether in lighting, materials, or most importantly in conceptuality. As 

the developments in technology are made, the user should be provided 

with the best products in the most artistic ways. 

Italian architect, Carlo Scarpa celebrated the craftsmanship involved 

in the creation of architecture and perfected an artistic method of 

designing with industrial materials. The detailed joints designed by Carlo 

Scarpa have been described as "an intersection embodying the whole in 

the part, irrespective of whether the connection in question is an 
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articulation or a bearing, or even an altogether larger linking component 

such as a stair or a bridge."26 For example, Scarpa would often detail 

joints utilizing L-shaped metal brackets. In which he would require the 

metalworker to drill a hole at the internal corner in order to assist the 

craftsman in creating a clean cut, and to celebrate the turning from one 

plane to another. For the user looking deeper into design, there is a ready 

recognition and appreciation found for Scarpa's love of craft and his 

knowledge of making and joining dissimilar elements. For the user 

looking superficially there is also some appreciation for the obvious fine 

craftsmanship and design. All of this shows Scarpa's desire to connect 

the art form of architecture and the core form of function . Because of 

these connections, the user is encouraged to step into the process of 

design to question the intentions of the designer. The user is urged to 

see the invisible. 

Developing a design with consideration to construction gives a 

direct connection between designer and builder, bridging the gap of the 

initial idea and the finished product. A gap that has developed as 
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architects began to drop out of the role of designer/ builder in the Italian 

Renaissance. The shift began due to the desire of elitist to express their 

position in society. 

Beginning in the late fourteenth century, patrons who wanted 

to sponsor special buildings looked for talent among craftsmen 

who were trained in design and experienced in managing large 

workshops. Most architects of the early Renaissance, therefore, 

came from the ranks of stonecutters (on their way to becoming 

sculptors), goldsmiths cabinetmakers, and painters. Because 

they could rely on the established competence of worker in the 

crafts, the designers of buildings were able to appropriate for 

themselves the intellectual task of conceiving the entire 

project.27 

The architects not only freed themselves from the labor building 

but they also began to gain prestige and the lineage to this new style of 

building. The origins of these artists resulted in architecture, which seem 

to be organic, as if the stone had transformed into its purest form. For 

example the Trevi Fountain in Rome seams to be a stone transformed 

into a divine piece of art. This respect for architecture was second nature 

to the Italians due to their respect for materials. 
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A respect for materials must be established just as a musician has 

for his instrument; for this love and understanding of materials gives life 

to the form it creates. A design is likely to take years of development, 

which evolves from an initial idea or derived from an irrational 

transgression of programmatic limitations. As this idea becomes more 

functional, the emotion is drained from the initial discoveries. How the 

designer installs emotion in the materials determines the life or death of 

a project. The form should encourage the user to mentally explore, 

adding life to the design. The intent of the designer becomes secondary 

as the user's new perceptions are developed. This thought process must 

overpower the machine. 

Currently, the machine is becoming less industrial aiding the user 

to look beyond the conscious level of the materials . The future of 

technology is unpredictable, sustaining designers to plan in such a way 

not to depend on technology for emotional stimuli. What remains? 

Architecture must be art. 
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Art is in the idea of the artist/architect. The idea of the artist is 

related to the time and place in which the artist lives. Artists in the past 

were influenced by their time and place, and we admire this. Today artists 

must relate their design to what they know of time and place. What is 

time and place today? Time is similar today, as for past artists, by the 

notion of past, present, and future. The past is an increasing 

development, the present is constantly resulting as a fragment of the 

past; and the future is an intangible curiosity in which designers will 

never be able to apprehend. "By acknowledging and accepting 

responsibility for the past, one can create a better present and future."2s 

The establishment of a presence was challenging to past artists, but place 

was a bit more tangible than what we perceive today. As technology 

develops, the conception of culture and place deteriorates. As the idea of 

culture regresses, the urgency to hold onto the past develops. Although, 

this desire to hold on to the past results in a loss of security for the 

present with little room left for the future. 
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Gustav Klimt dealt with this problem of designing for a society 

desiring the latest style with a compulsion to hold onto the past. 

Displaying his knowledge of and respect for history, Klimt painted 

modern ornamentation over classical forms layering the desires of 

society. This gave new life to historical orders through modern ideas and 

methods. 

Klimt used the symbols of antiquity as metaphorical bridges 

and as a means of excavating one's own instincts, particularly 

the erotic ones. Having started as a high-society theatre painter, 

he became a psychological painter of women. Klimt turned to 

women as sensual creatures and drew everything out of them in 

terms of lust, pain, life, and death. In an unending stream of 

drawings, Klimt tried to gain a sense of femininity.29 

Klimt's treatment of the female form was a declaration of his time 

and place. 

The use of rich silver and gold, the beauty and detail of the 

design distract the viewer, confusing anatomy and ornament, 

subverting the underlying sexual content to the subconscious. His 
high society women stand confident and proud, femmes fatales 

exuding a hidden eroticism which the viewers' eye may attempt to 

deny but which their subconscious cannot.30 
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With an objective of physiologically representing what was 

psychologically present, the designer succeeds in producing a layered 

technique symbolizing his time and place. 

Modern artists such as Klimt define this intangible and disrupted 

idea of time and place in fragmented pieces. A fragmentation resulting in 

opportunities for the viewer to explore phenomenally. This exploration 

should begin in the initial phases of design and end with each user's 

perception of the space. 

To open architecture to questions of perception, we must 

suspend disbelief, disengage the rational half of the mind, and 

simply play and explore. Reason and skepticism must yield to a 

horizon of discovery. Doctrines cannot be trusted in this 

laboratory. Intuition is our muse. The creative spirit must be 

followed with happy abandon. A time of research precedes 

synthesis. 31 

These explorations are open to sound, smell, and taste, as well as 

material transformations. A design of must reveal to each of the senses, 

for each is involved in the perception of place. 
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Campanile 
Los Angeles, California 

Renovation by Josh Dawson Schweitzer 

Schweiter BIM 

Built in 1926 by Lita Gray, wife of Charlie Chaplin, the building was 

one of the first open-courtyard shopping / office centers in Los Angeles. 

The ground floor housed various stores such as a handmade cigar shop. 

The second and third floors were divided into offices, including those of 

Chaplin. Prior to the renovation the shops such as a used-clothing store 

and car rental agency occupied the ground floor and the upper floors had 

been converted into artists' studios. 

Young chefs, Mark Peel and Nancy Silverton, decided they wanted a 

building with historical significance in which to locate their new 

restaurant and bakery. With the help of architect, Josh Schweitzer, they 

resisted residing in a former restaurant, ultimately choosing the run-

down Mediterranean-style building . 
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The 10,000-square-foot structure was the palate for Schweitzer to 

what is now one of Los Angeles's most popular restaurants . The original 

design was "a U shape, two wings in the front, an open courtyard in the 

center, and a sheet-metal tower over the base connecting the wings."32 

Schweitzer paid careful attention to the original structure, maintaining 

the character of the building and retaining the building's decorative 

details. New forms would play off the original design with the same 

strength as the old, so they would not be in competition with each other . 

The building required changes in the structural and electrical 

systems. The structural system had to be updated to meet seismic 

building codes. The electrical system was modified to meet the needs of a 

restaurant and bakery. This is often the case in adaptive reuse projects as 

the needs shift. The exterior of the building was cleaned with a 

sandblaster to remove years of graffiti, grime, and paint. The walls were 

then left as the natural gray-white of the concrete brick. Many other 

forms such as the cast-concrete spiral columns that flank the ent rances 

of the two wings were stripped to their natural finish. 
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The original open courtyard is now two spaces-an open-air patio 

and a glass-roofed dining area. A fountain in the courtyard has been 

restored and allows for additional seating on busy nights. The second 

part of the courtyard has been turned into a skylighted dining room. 

The dining galleries are located where offices had once been, and 

several walls had to be removed. After removing years of remodeled 

pieces, Schweitzer found the original interior walls and arches. The 

interior colors emphasize the different planes of the room with fabric 

covering the windows. The rippled wire glass windows were required for 

security, but the sheer fabric inserts conceal the industrial look of the 

wire and have a uniform glow at night. 

Schweitzer has used much of what was original to the 1926 

building. Although the building was dilapidated, the original structure 

was basically stable. Schweitzer stated, "I am an advocate of keeping old 

buildings the way they are, I like to play with them on the inside, but I 

don't like to alter their structure."33 
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Remillard's 

Larkspur, California 

Renovation by James G. Maxwell 

Architects II 

Built in 1891 by Pierre Remillard and his two brothers, the brick 

kiln is one of the few of its kind remaining in the United States. "Invented 

in 1 865 by Friedrich Hoffman of Berlin, this type of kiln revolutionized 

the manufacturing of bricks. Earlier kilns were insulated chambers that, 

once fired up to bake a load of bricks, had to cool for three days before 

the bricks could be removed. In a Hoffman kiln, batches of bricks could 

be continuously introduced and cooled in a series of chambers, thus 

avoiding the three-day shutdown."34 This historic kiln produced bricks 

for San Francisco landmarks such as Ghirardelli Square and the St. Francis 

Hotel. After surviving the 1906 earthquake the kiln supplied many of the 

bricks used in rebuilding the city. In 191 5, the Kiln was shut down and 

Pierre Remillard's daughter gradually sold off the 110 acres surround ing 
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the kiln. The brick kiln and its famous smokestack were to be preserved 

as a memorial to her father. 

Over sixty-five years after the kiln had been shut down a local 

developer bought the property. Endorsed by the city and the daughter of 

Remillard, the developer was to reclaim the kiln as a picturesque 

attraction around an office park. The cost of cleaning the site was so 

costly that another plan was needed, a plan that would bring in more 

revenue than that of an empty landmark. It was not until 1987 that 

Raymond L. Kuratek and Hans R. Kuhni of lntermark Interests purchased 

the property. Jim Maxwell was then hired to design the office park, which 

included the restoration of the brick kiln. It was then that the decision to 

turn the kiln into a restaurant was made. 

The design of the restaurant was restricted by two factors. "First, 

the enormous cost of stripping, cleaning, and renovating the structure

from tearing out the vegetation to rebuilding and reinforcing the walls

called for restaurant that would an add cachet to the surrounding office 

park. Second, the racetrack shape of the kiln with its 13-foot-wide tunnel 
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severely limited what could be put inside."3s Everything would have to laid 

out in a streamline fashion. Even the kitchen would have to be laid out 

railroad style, with all the equipment and work counters placed along one 

side to leave room for the servers to go back and forth. Maxwell and the 

owner chose a sleek, sculptural expression that would blend with the 

shape and colors of the structure. Maxell stated, "I like to think we 

softened the rugged interior of the industrial space, by infusing it with 

refined and elegant materials, then put a little edge back on it by 

introducing details executed in raw materials."36 

The process was long and time consuming. "Almost all of the brick 

had to stripped the exterior of the kiln and relaid. The joints had to be 

repointed because, as in all turn-of-the-century buildings, they had been 

filled with lime mortar, which had washed away over the years. Six inch 

limbs had to be removed from the walls , which were 8 feet thick and 

filled with earth- a perfect medium for vegetation to take hold. Several of 

the arched openings around the perimeter had collapsed and had to be 

rebuilt."37 
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In order to get the maximum seating in the restaurant the kitchen 

and service areas were discretely placed in the center of the circular plan. 

The dining rooms run along the sides of the racetrack plan. The overall 

design has a touch of the Orient Express. The sleek railroad dining car 

layout set against the rough bricks gives the restaurant a sense of 

elegance. The light dances across the inferno-coarsed bricks to create 

unframed artwork. This is the invisible artwork Alexander Eliot speaks of 

as he describes the cave paintings of Cro-Magnon in his book Sight and 

Insight: 

What they saw were shadow-pictures cast across the rough 

rock-face by firelight. But they saw them with the eye of 

imagination. What had been invisible welled up through the play 

of shadows. This is why so many of the creatures overlap 

although much nearby wall space was never filled. Design-space 

filling-has nothing at all to do with the case here. Vision-infinity 

pressing through to the finite-has everything.3s 
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Scoozi! 
Chicago, Illinois 

Renovation by Aumiller Youngquist 

The architecture firm of Aumiller Youngquist was presented with 

the task of turning a 10,000 square-foot rust-proofing garage into a 

300-seat restaurant with a country Italian setting. Marv Magid and Rich 

Melman, Partners in Lettuce Entertain You Enterprises, wanted to open a 

restaurant in the River North area of Chicago. A neighborhood then in 

transition, but now thriving with restaurants, galleries, small offices, and 

professional spaces. Historically, the area was primarily a light industrial 

and warehousing district. So why pick an auto garage for such an 

establishment? "It is not often that a large, freestanding, trussed 

warehouse becomes available. And the price, always a strong 

consideration, was right. 

The designers decided to give the exterior a sun-bleached, aged 

facade to give the illusion of an abandon artist studio. The exterior walls 
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were given a stucco-like finish with Italian advertisements painted 

directly on the brick. 

"On the interior, artist's sketches cover the deliberately 

cracked and crumbling walls, and faded Italian posters are glued 

to the backs of the booths. Ductwork and wiring are exposed 

above the original lattice trusses, and Italian furnishings and 

lighting fixtures are mixed throughout the interiors."39 

Although the design produced by Aumiller Youngquist has managed to 

seize its patrons, the finishes seem to only be a novelty. The idea of 

aging materials is not honest to the edifice. The designers should have 

used the materials of Italy with the same enthusiasm as they did in trying 

to age them artificially. This is a good example of adaptive reuse as this 

building is better fit today as a restaurant than an auto- garage. 
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DESIRES SURFACE COMBINING WITH 

NEEDS OF FULFILLMENT 

THOUGHTS OF SATISFACTION 

LEAD TO ANTICIPATION 

THE CLOSER I COME 

PERFUME ENVELOPS ME 

A STRUGGLE IS IN VAIN 

EMBRACEMENT IS CERTAIN 

TEMPERATURES RISE 

TO BE EXTINGUISHED BY 

THE SLIGHTEST TOUCH 



space 

description 

area 

activities 

• gelato vendura (ice cream shop) 

• a small space open to Piazza dei 

Signori 

•a jewelry shop presently occupies 

this space. 

• small lively space representing 

refreshment 

• shared kitchen , and storage area 

• 500 square feet 

• selling 

• serving 

•eating 

• socializing 

c h a r a c t e r i s t i c s •from across the piazza 
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bright colors hailing out 

cool refreshment found 

shared on the steps 

living sculptures 
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AN INVISIBLE JOURNEYMAN 

ELEVATED BY CURVED PLANES 

EASILY DISTRACTED BY DETAIL 

CONTAINED BY THE COMPLEXITY OF MATERIALS 

DROWNS IN HIS OWN BAPTISM 



space 

description 

area 

activities 

• trattorie (sandwich shop) 

• contains entry for ristorante on 

upper level 

• possible connection with bar on 

lower level 

•secure connection with tabaccheria 

• small and medium spaces 

• indoor and outdoor dining 

• smoking room with artificial 

ventilation 

• waitstation with a shared kitchen 

and storage 

• 1 800 square feet 

•eating 

•drinking 

•smoking 

• socializing 

c h a r a c t e r i s t i c s • una coca, una birra 

due panini, por favore 

just a quick bite 

perhaps a smoke 

in the historical shade 

of Palladio's opus 
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A GHOST MOVES ACROSS THE ROOM 

RELEASED FROM AN EARTHLY BODY 

THE LOSS OF MATERIALIZATION 

JOURNEYS THROUGH THE SOUL OF ANOTHER 

THE MIND RACES FOR DISTINGUISHMENT 

CONJOURING FRAGMENTED MEMORIES 

... WITH AN INSTANT REALIZATION 

DEATH PREVADES THE MIND. 



space 

description 

area 

activities 

• tabaccheria (tobacco shop) 

• small space to sell tobacco 

products 

• humidity and temperature 

controlled storage of tobacco 

products 

• security door between trattoria's 

smoking room 

• 600 square feet 

• selling tobacco products 

• socializing 

• monitored circulation 

• bookkeeping 

c h a r a c t e r i s t i c s • aroma fills the air 

t 0 

sent from distant lands 

spices enclosed by oily wrappers 

jewels naturally matured 

protected from harsh elements 

sought out by connoisseurs 

in the end it all goes up in smoke 
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COLORS ESTABLISHED BY NATURE 

CAPTURED AND ENRICHED BY MAN 

TRANSFORMED WITH PATIENCE AND RESPECT 

RELEASED WITH A SUDDEN BREATH 

A VOID IS DELICATLY HOUSED 

COMPLIMENTING THE SOUL 

DISECTIONS MADE 

SUBLETIES DISCOVERED 

CREATING INVISIBLE CONNECTIONS 

SEPARATING REALITY 



space 

description 

activities 

are a 

characteristics 

•bar 

• drinking establishment with stage 

for small music performances 

• located on the ground level of 

Piazza Erbe 

• storage of wine and other alcoholic 

beverages for the ristorante and 

trattoria 

•drinking 

•smoking 

• socializing 

• listening to music 

• 2000 square feet 

• a warm summer breeze 

moves across the table 

sweat begins to drip 

from the rim of a glass 

sounds of the sax 

fade into soft hues 

smoke escapes the room 
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CLOSE YOUR EYES ... SM ELL ... WHAT DO YOU SEE? 

CLOSE YOUR EYES ... TA ST E ... WHAT DO YOU SEE? 

CLOSE YOUR EYES ... LI STEN ... WHAT DO YOU SEE? 

CLOSE YOUR EYES ... T 0 U C H ... WHAT DO YOU SEE? 

OPEN YOUR EYES ... L 0 0 K ... WHAT DON'T YOU SEE? 



space 
description 

activities 

• ristorante 

•formal eating and drinking 

establishment to be used later in the 

day 

• storage facilities will be shared 

throughout the three levels 

• kitchen facilities will be shared 

throughout the three levels 

•eating 

•drinking 

• socializing 

• preparing food 

•cooking food 

• serving food 

•washing dishes 

a re a • 2000 square feet 

c h a r a c t e r i s t i c s •we have all night 

t 0 h o u s e 

no need to hurry 

take time to savor 

each course dressed 

with centuries of delight 

t h e s e n s e 



1n the process ... 

This project began during a study abroad program in the 

summer of 1997. While living in Vicenza and walking through the 

basilica each day, it seemed as if the city was a museum. Although 

beautifully built, the environment consisted only of prior 

achievements. A culture known for its architecture had very little to 

offer from its present generation. Occasionally, a small modern 

space would show itself like a glimmer of life within an exquisite 

cemetery. Upon further research, these spaces were found to be 

developed out of political manipulation. Therefore, a study of the 

current political sanction, the Italia Nostra, was undertaken in order 

to understand the regulations of the Veneto region. This thesis did 

not attempt to abide by these regulations, but rather conducted a 

study of the site and explored many restoration theories, resulting 

in a modern design which represents the site and age in which it 

resides. 
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The idea of a restaurant and bar developed from my 

experience and interest in the hospitality field, a prime location, 

and the opportunities it gave to the exploration of the senses. The 

forms used in the design were generated from past projects and 

experiences, then matured from an analytical study of the site. 

Discoveries made through two-dimensional grid overlays led to the 

formation of a new grid, which represented a modern approach to 

the orthogonal methods of the previous designs. The new grid 

system provided justification for a sculptural stairway installed to 

connect spaces once inaccessible from the main entry. Many 

details also evolved from this new grid giving dynamic 

configurations to once stagnate spaces, although, the mere 

application of angular forms became redundant. Consequently, I 

began to redirect the design towards the idea of housing the 

senses by abstracting the perception of each sense. Poetry related 

to character:istics of each sense materialized these conceptions. It 

was at this moment the spaces began to come to life and relinquish 

to house ___ ...__ ......... t h e s e n s e s 
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their functionalistic propositions. Functions will change over time, 

while characteristics can be maintained throughout a building's 

history, producing a timeless design. The aspiration for this design 

was to represent the age of origination while maintaining this 

timeless outcome. 

The idea of housing the senses is an experimental proposal. 

Accordingly, the presentation must convey the same manifestation 

through the act of experiencing the design. The typical format of 

drawings on a 8' x 8' plane and a model placed on a 1' base was 

not the solution for the project. Thanks to the open-mindedness 

of the faculty involved, I was able to present in a personal gallery 

space, by which I manipulated the experience of the viewer. The 

presentation allowed the visitor to start by reading the poetry, 

which influenced the design. Next, a description of the site was 

given through timelines, drawings, photos, maps, models, and a 

display of the grid .analysis completed. After the visitor had a 

chance to understand the site implications, the design was then 
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revealed in model and drawing forms. Models of individual spaces 

were displayed with characteristics of the spaces poetically 

submitted. A large model of the stair was constructed in order to 

communicate the spirit of the space and how it fit within the 

original structure. A variety of materials were used to represent 

the textures of the materials and lighting, which gave the space 

life. Further drawings were completed detailing the railing, steps, 

and materials used in the stairway. This thesis was concerned with 

materials and the art of making, therefore, the production of part 

of the design in full scale was the only successful option for 

collectively understanding this project. The furniture for the formal 

dining room was chosen to be constructed. It was at this point of 

construction that many of the ideas and practices of Carlos Scarpa 

became apparent. The celebration of the joint and marriage of 

materials such as wood and metal have been discussed earlier in 

this theses, but the act of turning a metal lathe and joining wood 

strengthened the ideas of the master's respect for his builders and 
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their work. The attempts to communicate the ideas generated 

during this semester gave me a better understanding of 

architecture and the level of detail needed to create a space which 

would, on many different levels, arouse the senses. 
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