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AMATRICE

A



BOOK
Massimi, Andrea. Amatrice e le sue Ville: Notizie Storiche. 
Amatrice: Alftedo Aniballi Amatrice, 1958.



WEBSITE
Mozzetti, Marzio. Amatrice Transumanza. amatricetransumanza.it

BOOK
Viscogliosi, Alessandro (ed.), Giulia Catalani, Simone Lucchetti, 
and Antonio Mirandola. Amatrice: studi e ricerche per la 
ricostruzione della città. Milano: Silvana editoriale, 2022.



IMAGE 
Unknown author, Amatrice (locality of Sommati), Santa Maria 
della Filetta. Photograph of a fresco. Biblioteca Hertziana. https://
galerie.biblhertz.it/amatrice/

IMAGE
Unknown author, Amatrice (town of Ferrazza), Chiesa dell’Icona 
Passatora. Photograph of a fresco. Biblioteca Hertziana. https://
galerie.biblhertz.it/amatrice/



IMAGE
Unknown author, Amatrice (town of Ferrazza), Chiesa dell’Icona 
Passatora. Photograph of a fresco. Biblioteca Hertziana. https://
galerie.biblhertz.it/amatrice/

PHOTOGRAPH
Unknown author, Amatrice, Torre di Sant’ Emidio. Photograph. 
Biblioteca Hertziana. https://galerie.biblhertz.it/amatrice/



PHOTOGRAPH 
Public garden in Amatrice, courtesy of Mario Ciaralli.

PHOTOGRAPH 
Public garden in Amatrice, courtesy of Mario Ciaralli.



PHOTOGRAPH 
Public garden in Amatrice, courtesy of Mario Ciaralli.

PHOTOGRAPH 
Public garden in Amatrice, courtesy of Mario Ciaralli.



PHOTOGRAPH 
Alley in Amatrice. Corriere della Sera. https://images2.
corriereobjects.it/methode_image/2016/08/24/Interni/Foto%20
Gallery/480734_605076232851425_1205284206_n.jpg

BRICOLAGE

B

bricolage



IMAGE
Illustration for the Book of Daniel Defoe “Robinson Crusoe”. 
Epinal imaging from the end of the 19th century.



BOOK
Lévi-Strauss, Claude. La pensée sauvage. Paris: Plon, 1962.

BOOK
Scalbert, Irénée, and 6a Architects (Firm). Never Modern. Zürich: 
Park Books, 2013.



LECTURE
Scalbert, Irénée. “Irénée Scalbert on bricolage, Lévi-Strauss, 
Colin Rowe, Charles Jencks, Guiseppe Penone, Robinson Crusoe 
and other topics” Transcript of speech delivered at ETH Zurich, 
March 8th, 2011. https://id202.files.wordpress.com/2014/02/
irecc81necc81e-scalbert-bricolage.pdf

Irénée Scalbert writes: “ […] The bricoleur 
works on his house like the gardener does in 
his garden. He is pivotal to the entire process, 
being at once designer, builder and inhabitant. 
The distinction between design and living 
is not one that in his terms is particularly 
significant. Like gardening bricolage (‘DIY’ 
in English) is responsible for a considerable 
part of the building economy. […] the academic 
literature on bricolage is negligible. To this day, 
the seminal text remains the few pages written 
by Claude Lévi-Strauss at the beginning of his 
book, The Savage Mind. Lévi-Strauss describes 
not the thought of primitive people but the 
primitive foundation of thought, the process 
that explains the transition from nature to 
civilization.

The ‘savage mind’, he writes, ‘is neither the 
mind of savages nor that of primitive or archaic 
humanity, but rather mind in its untamed state…’ 
This point must be emphasized. Bricolage, the 
means by which the untamed mind puts order 
into things, is not seen as being peculiar to 
tribes in the Amazon basin and elsewhere but 
as being available to all.

Lévi-Strauss calls bricolage ‘the science of 
the concrete’.  He offers only few examples of 
this science: the Ideal Palace of the Facteur 
Cheval, the stage sets of Georges Mélies 
and the suburban castle of Mr. Wemmick i 
Dicken’s Great Expectations. The fundamental 
characteristic of bricolage is that its inventory 
is made of all kinds of different things and that, 
even when this inventory is large, it remains 
limited. The bricoleur uses what is at hand 



because that is all that he has. His materials 
bear no relation to his task because they are 
themselves the result of previous constructions 
(Lévi-Strauss refers to these materials as being 
‘pre-constrained’).

Before embarking on a project, the bricoleur 
interrogates the materials in his treasury. He 
tries to discover new significations and new 
possibilities.What had been ends in previous 
projects now become means. The bricoleur 
rebuilds his set by using the debris of previous 
events, the odds and ends left over behind by 
others. But the set remains always the same. 
Inevitably, the result will be a compromise 
between his original project and the objects 
that were available to him.

This text by Lévi-Strauss became well-known 
among architecture critics in the late 60s and 
70s. Not least with Colin Rowe and Charles 
Jencks. It is not difficult to see why. Lévi-Strauss 
contrasts the bricoleur with the engineer. 
Unlike the bricoleur, the engineer—so Lévi-
Strauss claimed—subordinates materials to his 
projects. Unlike the bricoleur who recycles the 
leftovers of older projects, the engineer (and 
Le Corbusier after him) imagines his project in 
the context of universal laws. He imposes his 
concepts on reality. The bricoleur on the other 
hand looks for signs and images in the reality 
that is around him. […]

What about our own time? The bricoleur 
today is not, as it was for Jencks, a consumer 
adapting the products of industry to his own 
project. Nor is he an antiquarian like Colin 
Rowe, rummaging through the debris of the 

past. Our closest affinities, I think, are with 
Robinson Crusoe. What kind of person was he? 
Michael Tournier, the French novelist whose 
version of the story I shall follow, gave him 
the figure of a demiurge. He imagined him at 
a workbench covered with all kinds of objects. 
Robinson is an organiser, ‘one who does battle 
with a world in disorder which he seeks to 
master by whatever means come to hand.’

Shipwrecked on what becomes his island, 
he brings to shore biscuits, a hammer, a plane, 
planks torn from the ship’s decks… He also 
brings things of no immediate use: clothes, 
table service and silver, maps, a chest of 
coins… These objects are stored in a grotto that 
becomes Robinson’s treasury. When he starts 
work on a new boat, his only tools are an axe 
and a pocket knife. He had no nails (unlike 
those of you in Tom Emerson’s studio).

To the materials rescued from the wreck, 
Robinson adds the resources of the island. 
A tree trunk is made into the keelson of his 
boat. The bark of a holly is boiled into a sludge 
and smeared over the hull. Robinson himself 
is part of this arsenal, his body bearing the 
marks of construction in cuts, burns, scars and 
bruises. With the passing of time, his identity 
becomes indistinguishable from that of the 
island. ‘Henceforth, Tournier writes, there is a 
fluttering ‘I’ which comes to rest now on the 
man and now on the island, making of me one 
and the other by turns.’ Robinson abolishes the 
divide between nature (incarnated in the savage 
figure of Friday) and culture (represented by 
the shipwreck and its crew)—the same divide 



that Bruno Latour proposes to abolish in his 
book, We have never been modern. Robinson 
and the island, humans and nature are at one 
in the naïve, unreflective condition that is the 
ordinary mode of our existence.

Yet Robinson remains human. Only from 
his own industry can he expect that which 
nature provides freely to animals: his dress, 
his weapons, his sustenance. Like every other 
man, he must replace what is given by what 
is created. In short, Tournier’s classic book is 
an allegory of bricolage. In Robinson’s island, 
we find the essence of Lévi-Strauss’s closed 
instrumental set, a place that is finite in 
extent and clearly circumscribed. In Robinson 
himself, we find the essence of the bricoleur 
making do with what is at hand. To be born is to 
be shipwrecked in nature, and our happiness, 
our existence even, depend upon the wisdom 
of our ecology.

For Rowe and for Jencks, the bricoleur 
belonged in a vision of society and culture. 
They argued for a society that was liberal 
and pluralist, one that could accommodate a 
multitude of findividual projects. For Rowe 
in particular, the most eloquent expression 
of bricolage was a city, like Rome, that was 
demonstrably built upon and with the debris 
of events. Buildings drew directly from their 
context, and in turn they provided the context 
for subsequent constructions.

For Robinson, too, the whole of human 
culture—everything that could be salvaged 
from the shipwreck of civilisation—is open 
to recycling. But unlike Post-Modernists call 

‘context’, unlike what green activists call 
‘environment’, Robinson’s island includes 
all creation: natural forces that have been 
humanized, and humans like himself who 
became natural forces.

Robinson is no different from the drivers 
in big cities and motorways described by Lévi-
Strauss in The Savage mind. ‘It is neither men 
nor natural laws, he wrote, that are brought 
face to face. Rather it is systems of natural 
forces humanized by drivers’ intentions, and 
men transformed in to natural forcees by the 
physical energy of which they are the chanel.’ 
Robinson-bricoleur merely happens to be the 
messenger between nature and culture, the 
mediator between his own modern past and 
pre-modern past that is represented in the 
person of Friday.

Where does this leave architecture? Bricolage 
cannot have a form because, to the bricoleur, 
it is a life process. Nor can bricolage have a 
philosophy. It does not lend itself to concepts 
or theories. Instead, it values flair, wisdom and 
forethought, resourcefulness, deception and 
vigilance, opportunism, skills and experience. 
It is a form of cunning aking to the metis of 
the Ancient Greeks, associated with that other 
great shipwreck, Odysseus. The bricoleur is 
always waist-deep in practical situations, being 
most at home between the sensible and the 
intelligible, between the earthly and the aerial. 
[…] Let’s return to bricolage. For some time 
already, bricolage has been accepted in the arts. 
But the same cannot be said of architecture. 
Which architect has attempted to embrace 



BOOK
MVSC04. Francesca Torzo. 38-41. Gent: Art Paper Editions, 2020.

LECTURE
Scalbert, Irénée. “Irénée Scalbert on bricolage, Lévi-Strauss, 
Colin Rowe, Charles Jencks, Guiseppe Penone, Robinson Crusoe 
and other topics” Transcript of speech delivered at ETH Zurich, 
March 8th, 2011. https://id202.files.wordpress.com/2014/02/
irecc81necc81e-scalbert-bricolage.pdf

the freedom of the artiste-déorateur? Which 
architect has tapped into the mysteries of DIY, 
of repairs, maintenance and decoration? Yet 
all construction, all knowledge clearly involve 
some bricolage. Even the most abstract science 
must sometimes appeal to the science of the 
concrete. […] Bricolage is not an alternative 
to architecture as we know it. In one way or 
another, it intervenes in all design.”





PROJECT
Caruso St John, and Eva Löfdahl. Kalmar Stortoget. Kalmar, 
Sweden. 1999-2003.
(image author: Hélène Binet)



PROJECT
Francesca Torzo Architetto. Casa due. Sorano, Italy, 2006-2010.
(image author: Gion Balthasar von Albertini)
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PROJECT
Lina Bo Bardi and Edson Elito. Teatro Oficina. São Paulo, Brazil. 
1984.
(image author: Unknown photographer)



PLAN
Sigurd Lewerentz. Chapel of the Resurrection. Enskede, Sweden. 
1925.

PROJECT
Sigurd Lewerentz. Chapel of the Resurrection. Enskede, Sweden. 
1925.
(image author: trevor.patt via Flickr)



IMAGE
Höfer, Candida. Der Oude Kerk Amsterdam III. 63x81. 
Chromogenic color print. Amsterdam, 1993.

IMAGE
Höfer, Candida. Der Oude Kerk Amsterdam I. 63x81. Chromogenic 
color print. Amsterdam, 1993.



PROJECT
Peter Celsing. St Thomas Church. Vittangigatan, Sweden. 1959.
(image author: Andy Liffner)

PROJECT
Peter Celsing. Härlanda Church. Gothenburg, Sweden. 1959.
(image author: Sune Sundahl)



PROJECT
Rudolf Schwarz. Conversion of the chapel and great hall at Burg 
Rothenfels am Main. Rothenfels, Germany. 1928.
(image author: Unknown photographer)

PROJECT
Rudolf Schwarz. Conversion of the chapel and great hall at Burg 
Rothenfels am Main. Rothenfels, Germany. 1928.
(image author: Unknown photographer)



BOOK
Lugia Lonardelli, Matilde Cassani. Lo spazio pubblico 
come immaginario: intervista a Matilde Cassani. Siracusa: 
LetteraVentidue Edizioni, 2022.

PROJECT
Pratique and Fanum. Forum des Vestiges. Rome. 2023.
(image author: Gautier Baufils)



PHOTOGRAPH
Unkown author. 2019. Sagra dell’Amatriciana. August 30th, 
2019. Photograph. La Repubblica. https://roma.repubblica.it/
cronaca/2019/08/30/news/amatrice_nel_week_end_la_sagra_degli_
spaghetti_una_ricetta_per_risorgere-234701526/

PHOTOGRAPH
Unkown author. 2019. Sagra dell’Amatriciana. August 30th, 
2019. Photograph. La Repubblica. https://roma.repubblica.it/
cronaca/2019/08/30/news/amatrice_nel_week_end_la_sagra_degli_
spaghetti_una_ricetta_per_risorgere-234701526/



VIDEO
hearwind59 on YouTube. “Il Viaggio della Transumanza: lungo 
il Corso di Amatrice.” YouTube. July 6th, 2014. 3:14. https://www.
youtube.com/watch?v=JtUKuM_Ozdo.
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PLAN
Unknown author. Plans of large courtyard caravansaries in Qal’a-ye 
Sangi Kaj. Encyclopaedia Iranica. https://www.iranicaonline.org/
articles/caravansary#prettyPhoto[sidebar]/0/



PLAN
Unknown author. House church of Dura Europos. Dura Europos, 
231 AD. https://commons.wikimedia.org/wiki/File:Church_dura.jpg

PLAN
Unknown author. Plans of large courtyard caravansaries in 
Bisotun. Encyclopaedia Iranica. https://www.iranicaonline.org/
articles/caravansary#prettyPhoto[sidebar]/0/



PLAN
Unknown author. Plansand sections of three pavilion caravansaries. 
Encyclopaedia Iranica. https://www.iranicaonline.org/articles/
caravansary#prettyPhoto[sidebar]/4/
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BOOK
De Carlo, Giancarlo. Marini, Sara. L’architettura della 
partecipazione. 2. ed. Macerata: Quodlibet, 2013.



IMAGE 
Monks cultivating and taking care of the land.

IMAGE
Cityview of Amatrice in a detail of the fresco of the Madonna and 
Child Enthroned on the left side of the apsis



si mantengano, e s’accreschino”.
Come abbiamo visto, a partire dal medioevo i 

Benedettini hanno dato vita, soprattutto lungo la 
dorsale appenninica, ad una rete di monasteri, 
abbazie e luoghi di culto che hanno costituito il 
punto di riferimento principale (un riferimento 
spirituale ma anche concreto) di un grande 
numero di comunità e di insediamenti. Fin dalla 
sua prima elaborazione la Regola dei Benedettini 
ha operato in una condizione di grande armonia 
tra la dimensione meditativa e quella lavorativa, 
introducendo delle conoscenze di ordine 
spirituale insieme a delle tecniche per l’utilizzo 
delle risorse naturali che hanno costituito 
una delle basi di supporto e di diffusione delle 
attività di gestione e manutenzione del territorio, 
generando nei fatti il primo modello locale di 
sviluppo sostenibile ante litteram, in grado di 
porre in equilibrio i sistemi di produzione e le 
ricadute economiche con gli ambiti naturali. 
Le forme del territorio intorno ai monasteri 
dell’Ordine portano ancora oggi i segni di quella 
attività di gestione dei territori che ebbe origine 
proprio dall’azione avviata dai monaci della 
Regola. L’abbazia di Vallombrosa ad esempio, 
cuore della foresta omonima (1.279 ettari nella 
Riserva naturale statale di Vallombrosa), è stata 
per secoli funzionale ad una delle aree verdi 
più famose d’Italia: l’insediamento monastico e 
il vasto complesso forestale rappresentano due 
elementi inscindibili tra loro. Furono infatti i 
monaci a dar vita alla grande foresta di abetine 
bianche estendendone la coltivazione secondo 
un razionale metodo di coltura artificiale, le cui 
prime

norme furono dettate dall’abate Michele 
Flammini nel 1350. Per secoli e secoli i monaci 

Marco Agliata, Vincenzo Cingolani, and 
Elisabetta Salvatorelli write: “La biodiversità e la 
naturalità del territorio hanno a volte anche una 
matrice culturale. L’Appennino con le sue aree 
protette è un caso eclatante di questo incrocio 
tra natura, cultura e storia. Testimonianza 
eclatante di questa commistione è quella della 
cultura religiosa dei monaci benedettini: in molti 
dei Parchi nazionali, infatti, si ritrovano ruderi 
di monastero benedettini o costruzioni ancora 
in uso o, in alcuni casi, abbandonate: Cinque 
Terre, Arcipelago de La Maddalena, Foreste 
Casentinesi, Gran Sasso e Monti della Laga, 
Majella, Parco Nazionale d’Abruzzo, Asinara, 
Gargano, Cilento Vallo di Diano, Pollino, Sila, 
Isole Tremiti nel Parco Nazionale del Gargano. 
In ognuno di questi territori, i monaci furono i 
protagonisti della cura

del territorio: predisposero terrazzamenti 
nelle aree collinari, si occuparono - insieme 
alle comunità – delle opere di bonifica, della 
manutenzione dei corsi d’acqua e di quella delle 
foreste, che spesso contribuirono ad accrescere.

La naturalità delle aree protette appenniniche, 
quindi, comunemente ritenuta ‘innata’, è invece 
frutto anche dell’oculata e responsabile azione 
dell’uomo. La regola di San Benedetto che 
traduce l’ascetismo dei deserti - quelli della 
Siria e dell’Egitto, culla della cultura ascetica 
del monachesimo cristiano – ben si fonde con la 
spiritualità della foresta, sovrapponendolo alla 
tradizione celtico-germanica della foresta come 
luogo di confine tra il mondo terreno e l’aldilà, 
spazio limite favorevole all’esperienza religiosa. 
E indica le leggi della convivenza con la natura: 
“Siano i detti Eremi fra le selve fatte, quali col 
piantare, inserire, tagliare e con altre diligenze 



ESSAY
Agliata, Marco, Cingolani, Vincenzo, and Salvatorelli, Elisabetta. 
2017. “2.4 Parchi a matrice culturale: l’eredità dei monaci
benedettini”. In Atlante dell’Appennino, edited by Fondazione 
Symbola. 110-113. Fondazione Symbola. https://symbola.net/
ricerca/atlante-dellappennino/

subito, nel corso dei secoli, un numero molto 
ridotto di dissesti idro-geologici rispetto ad 
altre aree. L’apparente contraddizione tra 
la presenza di alberi plurisecolari in aree 
ad alta franosità (rispetto ad altre aree 
con caratteristiche geologiche analoghe 
profondamente danneggiate da continui 
dissesti, e quindi senza alberi plurisecolari) 
è stata superata scoprendo che queste aree 
‘virtuose’ erano accomunate, appunto, dalla 
presenza di monasteri Benedettini, con le 
descritte conseguenze nella gestione del 
territorio.”

hanno curato i boschi e la terra da cui traevano 
il sostentamento per la comunità: i tronchi 
d’abete erano una merce preziosa, servirono 
infatti per secoli alla costruzione ed al 
restauro dei palazzi di Firenze. Grandi foreste 
di abeti circondano il Monastero di Camaldoli 
(all’interno del Parco Nazionale delle Foreste 
Casentinesi, Monte Falterona e Campigna) 
dove S. Romualdo attorno all’anno mille diede 
vita al primo nucleo della congregazione 
dell’ordine degli eremiti camaldolesi, 
dell’ordine di San Benedetto: cresciuto nel 
tempo, per nove secoli, sempre in completo 
rapporto con questo territorio dando vita ad un 
modello di gestione forestale che si è esteso poi 
a tutti i centri camaldolesi italiani. L’Abbazia di 
Montecassino (situata oggi all’interno dell’area 
protetta Monumento Naturale Montecassino, 
gestito dal Parco regionale dei Monti Aurunci) 
sorse in un bosco sacro dedicato al dio Apollo. 
Ancora: presso l’Abbazia di San Basilide a 
Badia Cavana (fondata attorno al 1100 da San 
Bernardo degli Uberti, monaco vallombrosiano, 
dunque benedettino, nel comune di Lesignano 
dè Bagni, in provincia di Parma), si trova 
una pianta di fico ultracentenaria, con una 
circonferenza di oltre 50 metri per sette metri 
di altezza: l’esemplare più antico d’Italia. Le 
ricerche25 hanno anche messo in relazione 
un’interessante constatazione, cioè come la 
presenza benedettina, coincide con la riduzione 
del dissesto idrogeologico. È stato constatato 
(dalla misurazione della larghezza delle chiome 
degli alberi, indicativa della loro longevità) che 
alcune aree ad alta criticità geologica avevano 



DEBRIS
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macerie



IMAGE
View of the Testaccio district of Rome, 1625. 
Unknown author. https://picryl.com/topics/
rione+xx+testaccio+in+art/17th+century+images+of+rome



PICTURE
Mount Testaccio in the 60s (20 000 m2 in 35 metres of height. 
Approximately 30 milions of anphoras). Unknown author. https://
www.researchgate.net/figure/El-Monte-Testaccio-en-los-anos-60-
20000-m-en-su-base-35-metros-de-altura-aprox-30_fig3_319754255

PICTURE
Anphoras in Mount Testaccio. Unknown author. https://maritime-
verbindungen.uni-trier.de/en/index.php/project-areas/historical-
research/



PROJECT
Alison and Peter Smithson. Robin Hood Gardens. London, UK. 
1972. (image credits: Royal Institute of British Architects)

PROJECT
Alison and Peter Smithson. Robin Hood Gardens. London, UK. 
1972. (image credits: Royal Institute of British Architects)



PROJECT
Alberto Burri. Cretto di Gibellina, Gibellina, Italy, 1984. 

PROJECT
Alberto Burri. Cretto di Gibellina, Gibellina, Italy, 1984. 



PROJECT
Alberto Burri. Cretto di Gibellina, Gibellina, Italy, 1984. 

PROJECT
Alberto Burri. Cretto di Gibellina, Gibellina, Italy, 1984. 

26Il Grande Cretto di Burri, a question of meaning and identity.

Figure 19. Cretto’s construction site. 

Figure 20. Cretto’s construction site. 

26Il Grande Cretto di Burri, a question of meaning and identity.

Figure 19. Cretto’s construction site. 

Figure 20. Cretto’s construction site. 



24Il Grande Cretto di Burri, a question of meaning and identity.

Figure 17. Cretto’s construction site: completion works, 2015. 

Figure 18. Aerial view of the Cretto, by Aurelio Amendola, 2018.

22Il Grande Cretto di Burri, a question of meaning and identity.

Figure 15. Model view of the Cretto.

Figure 16. Cretto’s construction site: first portion. 

PROJECT
Alberto Burri. Cretto di Gibellina, Gibellina, 1984. 

PROJECT
Alberto Burri. Cretto di Gibellina, Gibellina, 1984. 



BOOK
Gissen, David. Subnature : Architecture’s Other Environments. 
Unabridged. New York, NY: Princeton Architectural 
Press, 2012. https://search.ebscohost.com/login.
aspx?direct=true&scope=site&db=nlebk&db=nlabk&AN=1487277.

18Il Grande Cretto di Burri, a question of meaning and identity.

This content downloaded from 
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Figure 11. Portrait of Alberto Burri in front of the Cretto, by Vitturgo Contino, 1987.

Figure 12. Sketch of the Cretto by A.Burri, courtesy A. Zanmatti.

DRAWING
Alberto Burri. Cretto di Gibellina, Gibellina, 1984. 



physical whole—a column, an architrave, perhaps 
an entire structure, but debris was often referred 
to as a collection of unrecognizable matter. 
Debris takes in the total spatial transformation 
wrought by violence and disaster, and it speaks 
of the ways that destroyed structures transform 
their surroundings.

Discussions of architectural debris—as both 
the remnant of destructive events and as a 
territory of fragments—can be traced to the 
eighteenth century, specifically as an aspect of 
the French archaeological project in architectural 
theory. Architectural theorist Julien-David Le 
Roy was one of the first to provide debris with 
a specifically architectural visual character. Le 
Roy was among the first Europeans granted 
entry into the Ottoman-controlled regions of 
Greece. Prior to Le Roy’s expedition, knowledge 
of Greek structures was limited to the writings 
of Vitruvius and surveys of the surviving temples 
at Paestum in Italy. Le Roy’s drawings of Greek 
structures provided the groundwork for two 
movements in architecture: the Neoclassical 
movement (the adoration of a simplified Greek 
classicism) and what would eventually become 
the Picturesque movement (emphasizing the 
gradual decay of structures and their integration 
into natural surroundings). The slow creep of 
nature on architectural structures underscored 
time and the impact of history on our experiences 
of buildings. These contributions have been well 
documented by contemporary historians, but 
other significant ideas moving through Le Roy’s 
images of Greek ruins have remained obscure. 
Although many of the structures he examined 
had reached their current state as the result of the 

David Gissen writes: “The term débris 
originated in eighteenth-century France to 
describe a type of broken, scattered substance 
that was once part of a building or standing 
structure. The term differed from the French 
words moellon or décombres, both translating as 
“rubble.” Moellon refers to rough stones pulled 
from quarries or used for paving roads, and 
décombres describes the wreckage from building 
demolitions. Within early-modern and modern 
French architectural writing, authors often 
used the word débris to describe the scattered 
and atomized remains of structures that had 
been leveled by cataclysmic events such as war 
or natural disasters. In contrast, other terms 
describing rubble suggested something larger, 
potentially salvageable, and local in terms of its 
distance from the building that it was once part 
of.

The emergence of the term débris coincides 
with two important architectural developments. 
The eighteenth century witnessed the increased 
use of gunpowder in European warfare and the 
documentation of its effects on architectural 
structures, as well as, more generally, an increase 
in the archaeological documentation of tiny 
fragments of destroyed structures. Unlike 
the study of ruins during the Renaissance, 
the latter method differed in that it involved 
taking in the totality of bits that once composed 
earlier structures. An examination of débris, 
in this sense, was different from studying the 
architectural fragments of ruined sites, which 
generally focused on former building elements, 
apart from surrounding remains. A study of an 
architectural fragment could refer back to some 



matter produced by the attacks and the sense 
of violence against the inhabitants of this 
place. The debris that Viollet-le-Duc inspected 
in his examinations of French historical sites is 
imagined as the register of battering rams and the 
work of modern artillery. As in Le Roy’s images, 
Viollet–le-Duc’s book portrays the ground as a 
site filled with shards, stones, and other material 
remnants. From both Le Roy and Viollet-le-Duc 
we realize that debris is matter that remakes the 
ground in images of violence. Debris does not 
talk about decay as a result of forces of nature 
but due to an incident, a cataclysmic socionatural 
event.

Where Le Roy and Viollet-le-Duc developed 
some of architecture’s earliest images of debris, 
something we might term an architectural theory 
of debris did not emerge until eighty years later, in 
the mid-twentieth century’s aftermath of massive 
warfare at a global scale. Immediately after World 
War II, architectural theories of debris emerged 
throughout Europe as well as within Japanese 
architectural culture. This was primarily in 
response to the destruction of European and 
Asian cities by the Allied and Axis powers. While 
early-modern and modern wars in Europe and 
Asia unleashed incredible destructive forces on 
cities; during World War II, for the first time 
in history, enormous cities in Europe and Asia 
were flattened, transformed into little more than 
debris sites. Architects reacted to the debris-
laden cities of World War II in a number of ways. 
For the European CIAM group (the International 
Congress of Modern Architects), the ruined state 
represented opportunities for reimagining cities 
as blank slates, obliterated of their premodern 

slow creep of time and nature, his image of the 
Parthenon represented a singular human-caused 
cataclysmic event. It is somewhat deceiving, as he 
was not examining a well-aged, slowly decaying 
building but the results of an approximately 
eighty-year-old attack by Venetian forces that had 
exploded the ancient structure. Le Roy’s image of 
the Parthenon, with its side blown open and the 
resulting architectural fragments scattered in 
front of it, provides an evocative image of debris 
as the product of an act of violence. In this image, 
we are witnessing the destruction of an important 
ancient artifact and the resulting transformation 
of that artifact’s surroundings. This is far more 
than a Picturesque dialectic between an ideal 
building type and the onrushes of time. Coursing 
through Le Roy’s image is the notion that in one 
flash of a moment the distinction between social 
creation and nature are atomized.

The idea of destruction implicit in Le 
Roy’s studies of debris becomes much more 
explicit 100 years later in the work of another 
French architectural theorist and inspector of 
ruins, Eugène Emmanuel Viollet-le-Duc. In his 
examinations of important French monuments, 
the architect, theorist, and preservationist 
explored the remains of numerous buildings 
throughout the state. Where Le Roy provides 
us with an emotive and atmospheric concept 
of debris, Viollet-le-Duc portrays debris as part 
of a rational engineering project of warfare 
and systematic destruction. In his book Annals 
of a Fortress (1872), Viollet-le-Duc explores the 
numerous sieges that befell a French stronghold. 
He uses the term débris consistently throughout 
the text to capture the character of the physical 



of the entire installation that “one could not help 
feeling that this particular garden shed with its 
rusted bicycle wheels, battered trumpet and other 
homely junk, had been excavated after an atomic 
holocaust.” The Smithsons’s own commitment to 
debris as late-modern nature continued in their 
controversial housing project for the Robin Hood 
Gardens, where the remnants of demolished 
houses that previously occupied the site were 
transformed into a new type of collective 
landscape. Rather than remove the image of 
debris from the city, the Smithsons locate it as 
a central aspect of the experience of modern 
urbanization.Unlike the British experience in 
which debris marked the horrific sacrifices of an 
ultimately victorious state, for the citizens of the 
defeated nation of Japan, debris lacked any such 
associations.

During World War II, over one million 
Japanese soldiers and civilians were killed by the 
Allies, and in one evening 167,171 buildings were 
destroyed during the firebombing of Tokyo. The 
bombings of Hiroshima and Nagasaki killed over 
200,000 people and imparted a new frightening 
language of megatonnages and “radio-active” 
fallout and debris onto modern consciousness. 
The Japanese architect Kenzo Tange, one of the 
founders of the Japanese Metabolist movement, 
wrote one of the more evocative reactions to 
the horrific and ruinous debris-littered state of 
Japanese cities after World War II. Reflecting on 
the destroyed state of Tokyo, he said: I cannot 
dispel from my memory the image of the city 
(Tokyo) as I

saw it immediately after the war at the end 
of 1945. . . .The spectacle that met my eyes was 

histories.
Some architectural thinkers, such as 

Ludwig Hilberseimer, wished to abandon cities 
altogether. Hilberseimer became concerned with 
the increasingly catastrophic nature of modern 
warfare, particularly the effects of debris from 
nuclear fallout. But for another group of postwar 
architectural thinkers, the ruined sites of 
European and Asian cities were opportunities 
for reflection on the thing itself—the massive 
accumulations of debris that these cities had 
become. In England, the New Brutalists, centered 
on the work of Alison and Peter Smithson and their 
larger Independent Group of architects, artists, 
and designers, sought an “authentic” architecture 
focused on the everyday experiences of postwar 
urban life. In post–World War II European cities, 
such an authenticity involved acknowledging the 
detritus that littered bombed and shelled urban 
centers. In the Smithsons’s work, debris became 
a type of authentic nature that contrasted with 
to the green parkways and fieldscapes of other 
postwar architects and planners. In their Patio 
and Pavilion, the constituent elements of the 
heavily bombed sector of London’s East End 
become the materials for a new type of spatial 
construct. Formerly functional objects—bicycle 
wheels, tools, and other forms of rubbish—are 
scattered around, beneath, and above a simple 
shacklike pavilion made of worn-out planks 
of discarded wood. Within this installation of 
“gritty, dirty, grainy and rough” materials, British 
photographer Nigel Henderson developed a 
series of collages composed of images of debris, 
forming a new take on urban subjectivity. 
Architectural historian Reyner Banham wrote 



and debris. Arata Isozaki, one of the youngest 
members of the group, offered a more frightening 
engagement with the image and effect of debris-
laden worlds. Isozaki’s project Hiroshima 
Blast Site: Electric City contains images of two 
ambiguous structures rising from the destruction 
of Hiroshima. The structures oscillate between 
appearing to result from the same disaster that 
befell its surroundings and a new type of building 
built in relation to

this destroyed world. As in the Smithsons’ 
work, we see an architecture of debris that 
attempts to imagine the destroyed city as a type 
of human-produced context—an antinature. 
We might think of debris as an undertheorised 
category within recent architectural culture, 
simply because the late-modern world has 
not witnessed a single condensed period of 
global warfare, but this is not the case. Several 
contemporary examinations of debris interrogate 
the architectural imagery of destruction, 
warfare, and geological transformations first 
introduced by Le Roy and Violletle-Duc. In his 
utopian project Moonmark, the architectural 
theorist Jeffrey Kipnis proposes the production 
of debris as an act of political protest. In this 
work, he calls for the entire nuclear arsenal on 
earth to be detonated in one spot on the moon. 
The resulting explosion would not only scar the 
lunar surface, but it would eject moon rock

into orbit. Reflecting on his proposed 
performance of destruction, Kipnis writes:

The location of the mark was calculated to 
take maximum advantage of the moon’s changing 
phases, and the orbiting ejected material could 
have been shepherded with satellites into Saturn-

desolate. . . .Around Marunouchi, the financial 
center of the metropolis, a few of the larger 
reinforced concrete structures still stood upright. 
. .but vast areas of homes, small shops, and stores 
in lower Tokyo had been razed to the ground. 
. . .Here there were not even the mountains of 
rubble of German towns; the wooden structures 
had gone up in flames and smoke, leaving the 
ground covered with black dust and spent 
embers. . . .For acres and acres the prospect 
was one of a grey desert, where every now and 
then one came across broken crockery, strange 
green stones (the remains of bottles that had 
molten because of the heat), misshapen sheets of 
corrugated iron which had barely been covered 
by some flowering climber that had managed to 
germinate between one bombing and the next. 
Tange contrasts the nature of debris—“the grey 
desert”—with the more naturalistic form of a plant 
climbing out of the landscape. But debris and this 
image of a climbing shoot should be understood 
as part of one and the same phenomenon—an 
image that returns Tange’s postwar concept of 
debris back to Le Roy’s earliest images of rubble-
strewn landscapes. Debris suddenly produces 
the conditions for a new type of nature—a grey 
ground that nurtures the most weedlike of 
verdure.

Tange and other members of the Metabolists 
negotiated the seemingly impossible nature 
of reconstruction following such horrible 
destruction. Many of their projects feature 
buildings that operate on a new ground, leaving 
the debris-ridden city as a type of pristine 
field upon which a new reality is constructed, 
and some rise directly from images of ruins 



past; the debris will eventually be planted with 
sod to become a site for wild flowers, weeds, and 
plants. Building on the work of the Smithsons, 
Herz and Weizman transform debris into a 
true construction system that imbues material 
qualities that connect with, but ultimately extend 
past, loss and disaster.

From these last two examples we should 
understand that debris should not become 
an architectural image of horror, because it 
cannot be easily reconstituted into its former 
form. As a construct (or deconstruct), debris 
is certainly a key component of a new type of 
subnatural environment born from violence—it 
is so intimately connected with the destructive 
capacities of modern production. From its 
inception, both as a term and a concept, debris 
refers to cataclysmic social events and the 
transformation of a building’s ground. This, one 
could argue, has subtle yet important implications: 
debris, like rubble, returns buildings to their 
surrounding nature, but unlike theories of ruins 
and their inherent fantasies of the Picturesque, 
debris also mutates its surroundings. Because it 
is often unrecognizable in its original form, and 
because it often refers to social disasters, debris 
signifies not only the return of society to nature 
but it exists as a type of latent hybrid nature in 
its on right.”

like rings around the moon. . . . It seemed to 
provide a fitting testimony to our collective 
decision to survive and progress beyond our 
potential for massive selfdestruction.

Employing Henri Lefebvre’s concept of the 
production of space as an inherently political act, 
Kipnis sought a conceptual technique to produce 
a space through the act of destruction itself. In 
this,

Kipnis’s proposal makes debris a tool of 
projection, and he speaks of a potentially 
destructive future. Kipnis’s techniques share 
affinities with the strategies of architect Lebbeus 
Woods, who further explored the appearance 
of debris, scarring, and the destructive capacity 
of modern warfare and the geophysical power 
of the earth. In projects such as Berlin Free 
Zone, DMZ, and Terrain, Woods examined the 
production of debris as a type of material for a 
future architecture.

He addresses debris as a form of matter as 
well as the destructive forces that produce these 
horrifying wastelands. Explorations of debris 
continue in contemporary work. For a public park 
and buildings in Cologne, Germany, the architects 
Manuel Herz and Eyal Weizman developed a 
construction language composed of debris and 
rubble. In the development of the park’s pavilions, 
Herz and Weizman propose reusing the remains 
of buildings buried after the bombing of Cologne 
during World War II. Soil, rubble, and debris are 
heaped over concrete frameworks with elongated 
windows to extend past the angle of repose of the 
dumped bits of brick and stone, forming a series 
of garden pavilions. The architects propose using 
shattered matter to build a future out of a violent 
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at least, empty space-the place where the thing 
stood or the victim lived. Someone is sure to be 
found who needs this space without occupying 
it.

It could happen to someone looking back 
over his life that he realized that almost all the 
deeper obligations he had endured in its course 
originated in people who everyone agreed had 
the traits of a “ destructive character. “ He 
would stumble on this fact one day, perhaps 
by chance, and the heavier the shock dealt to 
him, the better his chances of representing the 
destructive character.

The destructive character knows only one 
watchword: make room. And only one activity: 
clearing away. His need for fresh air and open 
space is stronger than any hatred.

The destructive character is young and 
cheerful. For destroying rejuvenates, because 
it clears away the traces of our own age; it 
cheers, because everything cleared away means 
to the destroyer a complete reduction, indeed 
a rooting out, of his own condition. Really, 
only the insight into how radically the world 
is simplified when tested for its worthiness 
for destruction leads to such an Apollonian 
image of the destroyer. This is the great bond 
embracing and unifying all that exists. It is a 
sight that affords the destructive character a 
spectacle of deepest harmony. The destructive 
character is always blithely at work. It is Nature 
that dictates his tempo, indirectly at least, for 
he must forestall her. Otherwise she will take 
over the destruction herself.

The destructive character sees no image 

Walter Benjamin writes: “It could happen 
to someone looking back over his life that he 
realized that almost all the deeper obligations 
he had endured in its course originated in 
people who everyone agreed had the traits of 
a “ destructive character. “ He would stumble 
on this fact one day, perhaps by chance, and 
the heavier the shock dealt to him, the better 
his chances of representing the destructive 
character.

The destructive character knows only one 
watchword: make room. And only one activity: 
clearing away. His need for fresh air and open 
space is stronger than any hatred.

The destructive character is young and 
cheerful. For destroying rej uvenates, because 
it clears away the traces of our own age; it 
cheers, because everything cleared away means 
to the destroyer a complete reduction, indeed 
a rooting out, of his own condition. Really, 
only the insight into how radically the world 
is simplified when tested for its worthiness 
for destruction leads to such an Apollonian 
image of the destroyer. This is the great bond 
embracing and unifying all that exists. It is a 
sight that affords the destructive character a 
spectacle of deepest harmony. The destructive 
character is always blithely at work. It is Nature 
that dictates his tempo, indirectly at least, for 
he must forestall her. Otherwise she will take 
over the destruction herself.

The destructive character sees no image 
hovering before him. He has few needs, and the 
least of them is to know what will replace what 
has been destroyed. First of all, for a moment 
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line of traditionalists. Some people pass things 
down to posterity, by making them untouchable 
and thus conserving them; others pass on 
situations, by making them practicable and 
thus liquidating them. The latter are called the 
destructive.

The destructive character has the 
consciousness of historical man, whose 
deepest emotion is an insuperable mistrust of 
the course of things and a

readiness at all times to recognize that 
everything can go wrong. Therefore, the 
destructive character is reliability itself. The 
destructive character sees nothing permanent. 
But for this very reason he sees ways everywhere. 
Where others encounter walls or mountains, 
there, too, he sees a way. But because he sees a 
way everywhere, he has to clear

things from it everywhere. Not always by 
brute force; sometimes by the most refined. 
Because he sees ways everywhere, he always 
stands at a crossroads. No moment can know 
what the next will bring. What exists he reduces 
to rubble-not for the sake of the rubble, but for 
that of the way leading through it.

The destructive character lives from the 
feeling not that life is worth living, but that 
suicide is not worth the trouble.”

hovering before him. He has few needs, and the 
least of them is to know what will replace what 
has been destroyed. First of all, for a moment 
at least, empty space-the place where the thing 
stood or the victim lived. Someone is sure to be 
found who needs this space without occupying 
it.

The destructive character does his work; 
the only work h e avoids is creative. Just as the 
creator seeks solitude, the destroyer must be 
constantly surrounded by people, witnesses to 
his efficacy.

The destructive character is a signal. Just 
as a trigonometric sign is exposed on all sides 
to the wind, so he is exposed to idle talk. To 
protect him from it is pointless.

The destructive character has no interest in 
being understood. Attempts in this direction 
he regards as superficial. Being misunderstood 
cannot harm him. On the contrary, he provokes 
it, j ust as oracles, those destructive institutions 
of the state, provoked it. The most petty 
bourgeois of all phenomena, gossip, comes 
about only because people do not wish to be 
misunderstood.

The destructive character tolerates 
misunderstanding; he does not promote gossip. 
The destructive character is the enemy of the 
etui-man. The etui-man looks for comfort, and 
the case is its quintessence. The inside of the case 
is the velvet-lined trace that he has imprinted on 
the world. The destructive character obliterates 
even the traces of destruction.

The destructive character stands in the front 
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of seriousness in intent. With his heightened senses of erudition and technique, Richter has access to the forms and affects of the whole of twentieth century painting. I guess that we have the immodest ambition to make architecture like Gerhard Richter's paintings. We have always made work in rela­tion to the things that we have seen and experienced, and designing usually involves a discussion about a recent gallery visit, a strangely affecting encounter with a building or a part of the city, of corning across an unexpected use of a familiar material. The things that influ­ence our practice are rather disparate and through our conversations we struggle to bring these to bear on the social and physical situation of the project at hand. Like Eliot's poet beyond his twenty-fifth year, after a number of years of practice we have developed our capacity to• use ever wider source material. It seems scarcely imaginable that the world around us and the traditions of architecture are not enough to sustain the remainder of our practice. We would like to practice architecture with the erudition and wit of Karl Friedrich Schinkel, Philip Webb, and Adolf Loos. All three had strong ethical positions which allowed their work to transcend empty aesthetic rhetoric. Their practices were eclectic, and their designs were able to engage precisely with the situation of each project, achieving a sense of propriety that has virtually disappeared from today's architec­ture. In Schinkel this informed the choice between gothic and classi­cal. In Webb form and construction techniques emerged from a per­sonal response to the local vernacular. Loos articulated contemporary social mores in work that moved between hedonistic personal luxury and a more reserved public face. Such architectures of interpretation are neither conservative nor radical, they can be both or either. This way of working can be both a barbed and respectful response to the past, like the work of Richter and Coltrane. 
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Energy and Matter

The 'environment' in architecture has come to mean heat loss cal­
culations and the amount of energy that is embodied in the material
production of buildings. In a world of diminishing resources, these 
are certainly important issues, but this definition is too narrow. The
environment can also be imagined as something that can encompass 
human endeavour as well as matter, a territory where the connec­
tions between energy and culture can be made. W hen I think of the 
buildings and urban places that move me, I think about their mate­
rial condition as well as the images and associations that arise from
appearances, sounds and smells. Art practice has long recognised the 
emotional capacity held within the world of things, and has adopt­
ed a suitably expanded definition of the environment. Architecture,
which profoundly and irrevocably engages the world around us, has 
not. It continues to be defined in narrow, materialist terms. I wonder
if architecture can also embrace an expanded environmental field. 

Cedric Price made a career out of questioning the necessity of
new construction in the pursuit of architectural and urban projects.
Price is one of the few architects I can think of to consistently exercise
the artist's prerogative to do nothing, or do very little. In his 'Duck­
lands' project of 1991 for Hamburg's city centre docklands, Price put 
forward a time-based strategy that would enable the vast area of dis­
used docks to return to a semi-wild state and become a much needed 
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Dom Hans van der Laan. Cemetery Saint Benedict Abbey. Vaals, 
Netherlands. 1968
(image author: Aldo Amoretti)
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Junya Ishigami + Associates. Art Biotop Water Garden. Tochigi, 
Japan. 2019
(image credits: Nikissimo inc)
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Junya Ishigami + Associates. Art Biotop Water Garden. Tochigi, 
Japan. 2019
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NArchitekTURA + Bartosz Haduch. The Great Synagogue 
Memorial Park in Oświęcim. Oświęcim, Poland. 2019.
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Italo Calvino writes:

“Thin CIties 2
Now I shall tell of the city of Zenobia, 

which is wonderful in this fashion: though 
set on dry terrain it stands on high pilings, 
and the houses are of bamboo and zinc, with 
many platforms and balconies placed on 
stilts at various heights, crossing one another, 
linked by ladders and hanging sidewalks, 
surmounted by cone-roofed belvederes, 
barrels storing water, weather vanes, jutting 
pulleys, and fish poles, and cranes.

No one remembers what need or command 
or desire drove Zenobia’s founders to give 
their city this form, and so there is no telling 
whether it was satisfied by the city as we see 
it today, which has perhaps grown through 
successive superimpositions from the first, 
now undecipherable plan. But what is certain 
is that if you ask an inhabitant of Zenobia 
to describe his vision of a happy life, it is 
always a city like Zenobia that he imagines, 
with its pilings and its suspended stairways, a 
Zenobia perhaps quite different, a-Butter with 
banners and ribbons, but always derived by 
combining elements of that first model.

This said, it is pointless trying to decide 
whether Zenobia is to be classified among 
happy cities or among the unhappy. It makes 
no sense to divide cities into these two 
species, but rather into another two: those 
that through the years and the changes 
continue to give their fOrm to desires, and 

those in which desires either erase the city or 
are erased by it.

Cities and Memory 5
Beyond six rivers and three mountain 

ranges rises Zora, a city that no one, having 
seen it, can forget. But not because, like other 
memorable cities, it leaves an unusual image 
in your recollections. Zora has the quality of 
remaining in your memory point by point, 
in its succession of streets, of houses along 
the streets, and of doors and windows in the 
houses, though nothing in them possesses 
a special beauty or rarity. Zora’s secret lies 
in the way your gaze runs over patterns 
following one another as in a musical score 
where not a note can be altered or displaced.

The man who knows by heart how Zora 
is made, if he is unable to sleep at night, can 
imagine he is walking along the streets and 
he remembers the order by which the copper 
clock follows the barber’s striped awning, 
then the fountain with the nine jets, the 
astronomer’s glass tower, the melon vendor’s 
kiosk, the statue of the hermit and the lion, 
the Turkish bath, the cafe at the comer, the 
alley that leads to the harbor. This city which 
cannot be expunged from the mind is like an 
armature, a honeycomb in whose cells each of 
us can place the things he wants to remember: 
names of famous men, virtues, numbers, 
vegetable and mineral classifications, dates 
of battles, constellations, parts of speech. 
Between each idea and each point of the 



itinerary an affinity or a contrast can be 
established, serving as an immediate aid to 
memory. So the world’s most learned men are 
those who have memorized Zora.

But in vain I set out to visit the city: forced 
to remain motionless and always the same, 
in order to be more easily remembered, Zora 
has languished, disintegrated, disappeared. 
The earth has forgotten her.

Cities and Memory 3
In vain, great-hearted Kublai, shall I 

attempt to describe Zaira, city of high 
bastions. I could tell you how many steps make 
up the streets rising like stairways, and the 
degree  of the arcades’ curves, and what kind 
of zinc scales cover the roofs; but I already 
know this would be the same as telling you 
nothing. The city does not consist of this, but 
of relationships between the measurements 
of its space and the events of its past: the 
height of a lamppost and the distance from 
the ground of a hanged usurper’s swaying 
feet; the line strung from the lamPPOSt to 
the railing opposite and the festoons that 
decorate the course of the queen’s nuptial 
procession; the height of that railing and 
the leap of the adulterer who climbed over 
it at dawn; the tilt of a guttering and a eat’s 
progress along it as he slips into the same 
window; the firing range of a gunboat which 
has suddenly appeared beyond the cape and 
the bomb that destroys the uttering; the rips 
in the fish net and the three old men seated 

on the dock mending nets and telling each 
other for the hundredth time the Story of 
the gunboat of the usurper, who some say 
was the queen’s illegitimate son, abandoned 
in his swaddling clothes there on the dock. 
As this wave from memories flows in, the 
city soaks it up like a sponge and expands. 
A description of Zaira as it is today should 
contain all Zaira’s past.

The city, however, does not tell its past, but 
contains it like the lines of a hand, written 
in the corners of the streets, the gratings of 
the windows, the banisters of the steps, the 
antennae of the lightning rods, the poles of 
the Bags, every segment marked in turn with 
scratches, indentations, scrolls.

Cities and Memory 4
In Maurilia, the traveler is invited to visit 

the city and, at the same time, to examine some 
old post cards that show it as it used to be: the 
same identical square with a hen in the place 
of the bus station, a bandstand in the place 
of the overpass, two young ladies with white 
parasols in the place of the munitions factory. 
If the traveler does not wish to disappoint 
the inhabitants, he must praise the postcard 
city and prefer it to the present one, though 
he must be careful to contain his regret at 
the changes within definite limits: admitting 
that the magnificence and prosperity of the 
metropolis Maurilia, when compared to the 
old, provincial Maurilia, cannot compensate 
for a certain lost grace, which, however, 



PROJECT 
ALvaro Siza, Roberto Collovà. Public space in Salemi. Salemi, Italy. 
1990.

can be appreciated only now in the old post 
cards, whereas before, when that provincial 
Maurilia was before one’s eyes, one saw 
absolutely nothing graceful and would see 
it even less today, if Maurilia had remained 
unchanged; and in any case the metropolis 
has the added attraction that, through what it 
has become, one can look back with nostalgia 
at what it was. 

Beware of saying to them that sometimes 
different cities follow one another on the 
same site and under the same name, born and 
dying without knowing one another, without 
communication among themselves. At times 
even the names of the inhabitants remain the 
same, and their voices’ accent, and also the 
features of the faces; but the gods who live 
beneath names and above places have gone 
off without a word and outsiders have settled 
in their place. It is pointless to ask whether 
the new ones are better or worse than the 
old, since there is no connection between 
them, just as the old post cards do not depict 
Maurilia as it was, but a different city which, 
by chance, was called Maurilia, like this one.”
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Pikiōnēs, Dēmētrēs, and Architectural Association (Great Britain). 
Dimitris Pikionis, Architect 1887-1968: A Sentimental Topography. 
London: Architectural Association, 1989.



PROJECT
Dimitris Pikionis. Landscaping of the Acropolis surrounding area. 
Athens, Greece. 1957.
(image author: Héléne Binet)

PROJECT
Dimitris Pikionis. Landscaping of the Acropolis surrounding area. 
Athens, Greece. 1957.
(image author: Héléne Binet)



PROJECT
Dimitris Pikionis. Landscaping of the Acropolis surrounding area. 
Athens, Greece. 1957.
(image author: Héléne Binet)

PROJECT
Dimitris Pikionis. Landscaping of the Acropolis surrounding area. 
Athens, Greece. 1957.
(image author: Héléne Binet)



PROJECT
Dimitris Pikionis. Landscaping of the Acropolis surrounding area. 
Athens, Greece. 1957.

PROJECT
Dimitris Pikionis. Landscaping of the Acropolis surrounding area. 
Athens, Greece. 1957.



PROJECT
Dimitris Pikionis. Landscaping of the Acropolis surrounding area. 
Athens, Greece. 1957.

PROJECT
Dimitris Pikionis. Landscaping of the Acropolis surrounding area. 
Athens, Greece. 1957.



PROJECT
Dimitris Pikionis. Landscaping of the Acropolis surrounding area. 
Athens, Greece. 1957.

PROJECT
Dimitris Pikionis. Landscaping of the Acropolis surrounding area. 
Athens, Greece. 1957.



IMAGE 
Paul Klee. Highway and Byways. 1929. Oil on canvas. Museum 
Ludwig, Cologne.

preservazione

PRESERVATION

P



PROJECT
The reassembly of the stone blocks of the Cathedral of 
Sant’Andrea, which collapsed during the earthquake in 1976. 
Venzone, Italy.
(image author: Francesco Doglioni)



PROJECT
The reassembly of the stone blocks of the Cathedral of 
Sant’Andrea, which collapsed during the earthquake in 1976. 
Venzone, Italy.
(image author: Francesco Doglioni)

PROJECT
The reassembly of the stone blocks of the Cathedral of 
Sant’Andrea, which collapsed during the earthquake in 1976. 
Venzone, Italy.
(image author: Francesco Doglioni)



BOOK
De Cigny, Sofie, Ertas, Hülya, Plevoets, Bie (eds.). AS FOUND: 
Experiments in Preservation. Antwerp: Flanders Architecture 
Institute, 2024.

PHOTOGRAPH
Reonstruction of Venzone. Unknown author and date.



processi

PROCESSES

P



PROJECT
Dimitris Pikionis. Landscaping of the Acropolis surrounding area. 
Athens, Greece. 1957.



Alexander, Christopher. The Linz Café = Das Linz Cafe. New York, 
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Pier Vittorio Aureli writes: “Since the 2007 
economic recession, the culture of architecture 
has witnessed the rise of activism and 
participatory practices. With the 1990s avant-
garde architects on the decline of political 
correctness, we are witnessing a new wave of 
socially concerned architecture. Symposiums, 
exhibitions, biennales, magazines, and journals 
have amplified this phenomenon by promoting 
new ways of practicing architecture that invest 
design with a social and political mission. 
The new generation of young architects feels 
the urge to focus not on aesthetic and formal 
concerns, but on the improvement of our urban 
condition. In conferences and discussions 
about architecture one often hears the lament 
that in the past twenty years architects have 
overindulged in useless formal acrobatics 
and irrelevant theoretical discussions and 
shown little responsibility towards issues such 
as public space, housing, and other “socially 
oriented” topics. Paradoxically, while the 
recession is forcing many people to live in very 
precarious conditions, many young, socially 
concerned architects see the crisis as an 
opportunity for their creative acts The crisis 
is “forcing” the architectural discipline to be 
more inventive, more disposable, more astute 
in finding ad-hoc solutions for our crumbling 
urban condition.

Indeed, there is a serious link between 
crisis and creativity. The human is distinct 
from other species precisely because of its 
creative impulse. This impulse is triggered 
by humans’ lack of specialized instincts 



two short essays: “The Destructive Character”, 
and “Experience and Poverty.”

1. In 1931 Walter Benjamin wrote a short 
piece titled “The Destructive Character.” This 
small Denkbild was written in one of the worst 
periods in German and European history: 
after the crisis of 1929, when European fascism 
was on the rise. Benjamin writes:

“It happen to someone looking back over 
his life that he realized that almost all the 
deeper obligations he had endured in its course 
originated in people who everyone agreed 
had the traits of a “destructive character.” He 
would stumble on this fact one day, perhaps 
by chance, and the heavier the shock dealt to 
him, the better his chances of representing 
the destructive character. The destructive 
character knows only one watchword: make 
room. And only one activity: clearing away. 
His need for fresh air and open space is 
stronger than any hatred. The destructive 
character is young and cheerful. For destroying 
rejuvenates, because it clears away the traces 
of our own age; it cheers, because everything 
cleared away means to the destroyer a complete 
reduction, indeed a rooting out, out of his own 
condition. Really, only the insight into how 
radically the world is simplified when tested 
for its worthiness for destruction leads to such 
an Apollonian image of the destroyer. This is 
the great bond embracing and unifying all that 
exists. It is a sight that affords the destructive 
character a spectacle of deepest harmony. The 
destructive character is always blithely at work. 
It is Nature that dictates his tempo, indirectly 

and permanent inner feeling of not being at 
home. This requires humans to adapt to their 
environmental situations, even the most hostile. 
The creative act is thus the act of “making a 
world,” that is, making acceptable our own 
living conditions in any given situation. This 
kind of creativity is precisely what capitalism 
has seized as its main labor-power. From 
industrial to postindustrial production, the 
infinite resourcefulness of the creative subject 
is the fundamental labor-subjectivity exploited 
by capital. Economic crises and recessions are 
moments in which this infinite resourcefulness, 
the urge to adapt to new (and often more 
adverse) conditions, is radically augmented. 
In this context popular slogans such as “Doing 
more with less” recently launched by a famous 
“engaged” Italian architect-cum-politician in 
order to promote anticonsumerist culture, 
are involuntarily ironic when used to define 
our new post-recession ethos. Doing more 
with less is precisely what capital demands 
from us: more productivity and less welfare, 
more creativity and less social security, 
because creativity becomes more productive 
when our “given” conditions grow harder 
and more unstable. The new socially oriented 
architectural activism poses a dilemma that 
cannot be avoided. Are these new practices 
addressing the possibility of radical change or 
are they simply confirming, and to a certain 
extent sublimating, the crisis’ most regressive 
effects? It is useful to approach this dilemma 
through Walter Benjamin’s ethical project, 
which has found its most radical formulation in 



tormented relationship with Asja Lācis, and 
constant changes of domicile. This last seems 
to have been one of the fundamental traits 
of Benjamin’s life. Indeed, there is no other 
intellectual, not even in the dramatic decades 
of the 1930s and ’40s – when millions of people 
were forced to move from their place of origin 
– who changed address so frequently.

The beginning of the short essay clearly 
points to a situation in which the destructive 
character is personified by non benevolent 
figures: those to whom we endure all our 
deeper obligations. With such a statement 
Benjamin makes clear that the source of the 
destructive character is not a liberating force, 
but an oppressive one. And yet for Benjamin 
it is precisely the sudden realization – the 
shock – that our life depends on forces that 
are in essence destructive that introduces us 
to the use of such forces or our own sake. This 
is a fundamental point in the way Benjamin 
categorizes destruction. Unlike the art of 
building, which from Vitruvius to Alberti is 
identified not just as a technical expertise but 
also as having ethical and moral value, pars 
destruens refers to annihilating forces and 
thus to the loss of any value, of any stable point 
of reference. In spite of Benjamin’s early taste 
for romanticism, and later for the hopeless 
pessimism of German baroque drama, he 
seems to have no illusion about the destructive 
character: the destructive character can only 
be embraced by accepting it as a force inherited 
from those who threaten our existence in the 
most fundamental way. There is no doubt that, 

at least, for he must forestall her. Otherwise 
she will take over the destruction herself. The 
destructive character sees no image hovering 
before him. He has few needs, and the least 
of them is to know what will replace what has 
been destroyed. First of all, for a moment at 
least, empty space –the place where the thing 
stood or the victim lived. Someone is sure to be 
found who needs this space without occupying 
it.”

To a certain extent “The Destructive 
Character” can be read as a paradoxical ode 
to the same aggressive forces – capitalism and 
fascism – that would threaten the life of people, 
and especially the working class, in the 1930s. 
If the 1910s and ’20s saw the revolutionary 
forces of socialism and communism challenge 
the hegemony of capitalism, the 1930s were a 
period of restoration of capital through fascist 
repression in Europe and the advancement of 
welfare state politics in the US. This project 
would culminate in a final blow to workers: 
the 1939 pact of nonaggression between Hitler 
and Stalin. Benjamin’s destructive character 
is thus an image of the destructive impetus 
that would force many lives – including his 
own – to be uprooted and annihilated. The 
essay is thus autobiographical: it refers to the 
increasingly precarious life of its author, who, 
unable to secure a stable professional position, 
earned his living by writing occasional pieces 
for journals, newspapers, and radio programs. 
On top of this he endured an excruciating 
divorce from his wife, the forced separation 
from his son Stefan, the ending of his 



romantic rebellion. The destructive character, 
the will to destroy established forms and 
values, had to be organized as the struggle 
of the proletariat against capitalism. Indeed, 
through his observations on Paris, Benjamin 
discovered the nexus that binds together 
technology, urban form, and capitalistic 
power, and noted that in the 19th century the 
arcades introduced a new architecture made 
of the most advanced materials and forms. For 
Benjamin these crass and valueless commercial 
spaces had the potential to threaten the 
reassuring gemütlichkeit of bourgeois 
domesticity. Even the urban form imposed on 
Paris by the reactionary Baron Haussmann 
after the revolution of 1848 was, for Benjamin, 
the appearance of a new and radical urban 
experience. Haussmann’s dramatically new 
circulation system of boulevards gradually 
replaced the old medieval topography of Paris 
with a landscape of endless runs of the same 
kind of façade. Even if these transformations 
were advanced to counter the threat of 
another revolution (which eventually occurred 
in 1871), the ruthless character of Haussmann’s 
urban operations had the effect, as Benjamin 
noted, of disorienting the bourgeoisie’s trust 
in their own city.Yet, in Benjamin’s opinion the 
dreamlike scenario in which these disruptive 
urban transformations took place had 
preserved the capital from being annihilated 
by its own destructive power. Seen from the 
vantage point of 20th-century Berlin, Paris, 
the capital of the 19th-century, was interpreted 
by Benjamin as both a warning and a chance. 

albeit within a materialist dimension, “The 
Destructive Character” can be read as the 
cusp of Benjamin’s apocalyptic messianism, a 
“negative” that evolves throughout his entire 
oeuvre, as well as in German Judaism in general. 
Commenting on the 1930 edition of Franz 
Rosenzweig’s Star of Redemption, Benjamin’s 
friend and theologian Gershom Scholem 
remarked that the theory of catastrophes 
implied by apocalyptic messianism breathed 
fresh air into the tradition of Judaic theology 
in the 1920s.

The awareness of a looming catastrophe 
supported the idea that there was always a 
potential for destruction within the historical 
time of the secular world. For Scholem, 
redemption was both a liberating force and a 
destructive one, and this issue was precisely 
what many Jewish theologians had tried to 
avoid. Such theological desire for destruction 
was echoed if not inspired by the political, 
social and economic reality of the Weimar 
Republic, the turbulence and instability of 
which was for Benjamin mirrored in the 
hopeless atmospheres of the German baroque 
drama, the acid sarcasm of Dadaism, and the 
desperate subjectivity of expressionism. And 
yet, at the time of “The Destructive Character” 
Benjamin was no longer indulgent of the 
melancholic character of the protagonists of 
baroque drama or the anarchism of artistic 
avant-gardes such as Surrealism and Dadaism. 
After having analyzed in Passagenwerk the 
archaeology of his contemporary capitalist 
metropolis, Benjamin saw no room for 



transparency.
With this book Scheerbart attacked the 

bourgeois interior, the fixed architecture 
of the 19th-century apartment in which 
the ruling class had cultivated its idea of 
domestic comfort. However the Scheerbart’s 
idea of building architecture in transparent 
materiality was motivated not only by a desire 
for transparency per se, but also by the idea 
that the character of the domestic interior 
should be completely indifferent to the life 
of its inhabitants. In a house made of glass, 
traditional dwelling was made impossible 
because the inhabitants would not be able to 
leave traces on the glass. In this way domestic 
space would be freed from the burden of 
personal identity and would allow inhabitants 
to always start their daily existence afresh.

Scheerbart’s architecture can be considered 
a tabula rasa insofar as it intended to remove 
any ornament, any superfluous object, and to 
reduce domestic space to its bare essence of 
empty and transparent spaces. His idea of 
total transparency and removal of any sense of 
interiority is also reflected in the protagonists 
of his novels. As Benjamin noted, Scheerbart’s 
fiction was populated by figures devoid of 
any psychological characteristics, completely 
transparent in their thoughts and intentions. 
Moreover, their positive relationship with 
technology allowed them to be completely free 
of natural resources. Scheerbart thus showed 
Benjamin the possibility of a completely 
constructed and artificial world in which any 
myth of nature was erased and technology, 

When Benjamin was writing “The Destructive 
Character,” Berlin was a city of both cultural 
emancipation and regressive social conditions. 
Benjamin saw Berlin as both the city where 
new experimental urban projects were being 
developed by a radical city planner like Martin 
Wagner – who, together with Bruno Taut, 
designed the Heufeisen Grosssiedlung in Berlin 
Britz – and the “stony” city, harshly criticized 
by Werner Hegeman, where inhumane housing 
conditions such as those manifested in the 
infamous rental houses – the Mietskaserne – 
affected the majority of the urban proletariat. 
Confronted with this contradictory landscape, 
Benjamin saw Berlin as the place in which 
the destructive character of modern urban 
experience could be radicalized in the form 
of a tabula rasa – a messianic Jetztzeit – that 
would turn the brutal forces of capitalist 
development against themselves in the form of 
a proletarian revolution rising up from the most 
reified human subjectivity. For its own sake, 
this revolution had to assume the disenchanted 
and cheerful spirit of the destructive character 
and turn it against the powers from which it 
originated.

A fundamental point of reference for 
Benjamin’s tabula rasa was the literary work 
of Paul Scheerbart and the theater of Bertolt 
Brecht. In very different ways Scheerbart and 
Brecht attacked the most enduring values of 
bourgeois culture. In 1914 Scheerbart published 
Glasarchitektur, a treatise on architecture 
centered on the idea that the whole built world 
could be transformed into a landscape of total 
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rather than producing the phantasmagorical 
landscape of the Parisian arcades, gave form to 
a straightforward, objective urban condition. 
For Benjamin the science fiction aspect in 
Scheerbart’s literary work was the result of 
the naïve amazement with which he described 
the achievements of new building techniques. 
Benjamin also saw this quality in the theater 
of Brecht. Like Scheerbart’s architecture, 
Brecht’s theater was devoid of psychology 
and completely invested in the actions of 
its protagonists. For Benjamin, the target of 
Brecht’s destructive character was the idea of 
artistic creativity, the alibi through which art 
and literature had always been removed from 
the broader world of material production. 
By destroying any sense of psychological 
refinement in his plot, Brecht made his 
dramas available as pedagogical devices at 
the service of participatory spectatorship. 
In both Scheerbart’s books and Brecht’s 
theatre, Benjamin found the possibility for a 
“sober” language that was appropriate to his 
goal: the invocation of a messianic revelation 
from within the most extreme experiences of 
modernity.”
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Mario Ciaralli writes: “In the early days of 
October, leaving behind the mountains and 
valleys above Cardito, which were already 
beginning to change in a myriad of colors, the 
long caravan of sheep on the move, after passing 
through the town of Amatrice, ascended the 
steep mule track of “Costa Sergiata” after a few 
hundred meters from the Chiesa della Croce, 
and then reached the nearby via “Romanella”. 
This was the only road that, until the early 20th 
century, connected the via Salaria to the town.

As one moved away from the houses, the 
shepherds once again sounded the bells of the 
sheep, which had been silenced shortly before 
near the hospital, as a sign of respect for the 
passage of the flock.

Upon reaching the road and taking 
the consular road at the Torrita pass, our 
grandparents, at the head of the numerous 
farm, sadly set out towards the “Piana” of 
Cittareale and further along the narrow 
gorges of the Velino river towards Sigillo and 
Antrodoco, until reaching the towns of Canetra 
and Cotilia, and then nearby the Reatina plain.

Here, near Santa Rufina, in the “Cardito 
Roselli” area, temporarily abandoning the 
via Salaria, a short “tratturello” allowed to 
shorten the route towards the Capital, thus 
avoiding passing through the Sabine capital. 
After a brief stop, a quick check of the mules 
and carts, filled with all the necessary items, 
then leaving behind the town of Rieti and 
later the town of San Giovanni Reatino, the 
endless line of sheep, now halfway through the 
journey, prepared to reach the deep valley of 
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the Ornaro river and all those villages of the 
lower Sabina that lined the road. [...]

Finally, after a few days, where the landscape 
becomes wide and comfortable, the path to 
reach the sheepfolds and villages of huts was 
still quite distant, and already on the horizon 
appeared in the distance the boundless plain 
around the city.

At that point of the journey, the much-awaited 
stop for the shepherds, before reaching Rome, 
was an inn along the road, in the “Ponte del 
Grillo” area. In this inn, on the edge of the via 
Salaria, finally in the middle of the plain, the 
shepherds used to stop for a well-deserved rest 
and to reunite after the summer with fellow 
countrymen, guardians of flocks in various 
farms, before reorganizing everything and 
setting off again towards the final stretch. For 
some farms with estates near the inn between 
Monterotondo, Settebagni, and Fidene, the 
journey was just over.

Other farms, after leaving the via Consolare 
near the inn, entered shortly after on the via 
Tiberina to reach the nearby pastures of Fiano 
Romano, Nazzaro, and Filacciano. Still, others 
continued until they reached the territories 
of Castelnuovo di Porto, Riano, and Capena. 
In greater numbers, the endless stream of 
sheep marched to the gates of Rome, then took 
possession of the flat countryside of Palidoro, 
Castel di Guido, and Cerveteri on the via 
Aurelia, pastures leased from the “Pio Istituto 
di Santo Spirito”. [...]

From Porta Capena, crossing Rome, the 

remaining farms continued along the via 
Appia and further into the Pontine marshes to 
Cisterna.”
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