
It's the third time I've used this typology, and every time I do something
different…And I like this evolution, like the Germans change the photo
camera Leica. Even if it has changed, it remains the same. Always the
same shape, and always much better. Like the Volkswagen, or the
Porsche, the 911 which is always the same, but is always a little wider
(like me!). It is always the same type, and I think that technically it is
better and better.

Once again ESDM talks about Porta Pia, referring to Deleuze’s book “Le Pli.
Leibnitz et le Baroque”. This is the occasion to discuss about the
construction of the universe, that after all is also a matter of architectural
representation. ESDM refers to Paul Klee's Angelus Novus, in Walter
Benjamin's interpretation, with its meaning of a future raised from the
ashes of the past. Klee's Angelus Novus serves ESDM to recall his
experience as a young architect at Alvaro Siza’s studio.

Siza spent his life drawing angels. And he often represented them in the
form of fragments. There is a text, a beautiful one, by a minister of
education who was a poet. He wasn't bad as a poet, but he was a disaster
as a minister. I don't know if he read Bemjamin, but he talks about this
angel who flies over the ruins of the world, which represent the past,
and he flies so close to them that he falls apart because he is too
attached to reality. It means that progress cannot stay inside reality, so
closed, but it must stay out of it. And Siza has drawn so many angels,
that in the end he designed buildings in China similar to the form of
angels. That building, for me, is not one of Siza's masterpieces, because
it is too much. It is a bit like Tabucchi who studied Pessoa so much, that
he turned into Pessoa himself.

Then ESDM illustrates an on-going project for the Polytechnic of Milan, at
Leonardo Campus. His project will be located above an existing pavilion
designed by Ignazio Gardella. For this reason, his project faces the
constraints imposed by the Superintendence.

I make a very light building, where the pillars are almost not visible. I
use the air conditioning tubes not like in the Centre Pompidou, where
they have a decorative function. In this case, they are part of the
structure. A very light structure, fully glass covered, which does not
touch Gardella's building. I almost wanted to conceal the building. So I
conceived the main façade as a mirror glass. But then I thought that it
would have been a form of cowardice! Doing something I don't want to
be seen. So, I'll use clear glass.

To go back to the subject of lightness, not as a philosopher but as a
professional architect, ESDM shows a building that has just been
completed in Bruges, designed for exhibitions and multiple uses, talking on
the construction site and its complexity, particularly the relationship with
the municipality and the developers. Interventions inside the historic city,
or on the pre-existing buildings, often generate doubts and perplexities.
And once again there is not a unique design attitude. Later on, ESDM
remembered a shared experience with Siza, in the project for the
restoration and extension of a monastery.

This is a topic that I really like…and I worked on it many times with Siza,
who is always a master. It is a monastery, and we have to transform it in
a museum. In the 60s, I think, the main façade was modified, because it
was a judge’s private office, who had opened a door to access inside with
his own car. While Siza realized the new museum, I renovated the old
building.

So, the first thing was to destroy the former entrance, that had been
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added, replacing it with a new, baroque window, symmetrical to the
other. The second thing was the demolition of the corner, and waiting
for Siza, who would come with his new building. And Siza did a beautiful
thing. Instead of intersecting his volume with the ancient wall, he
moved it back a bit. He reconsidered, corrected the direction, and
entered at another point. It does not directly touch the surface
perpendicularly. (Paf!) Siza comes in, approaches, and says “it doesn't
look good”, so he goes back, changes the angle, and then he goes.

Seriously…Siza is a baroque architect, who I like. And he enjoyed doing
the staircase, like Michelangelo did the Library [Laurentian Library].
The point is that he uses marble, he makes these shapes, which look
bizarre, but they are beautiful. The problem arises when his new
extension and my restoration have to intersect: my design in wood and
granite, while Siza's design with marble. There is a door, specifically,
where our projects must meet each other. So, I did one in white marble,
to begin to enter Siza's world.

ESDM concludes the slideshow of fragments with a personal project.

And now I am making a home. After nineteen years, the municipality of
Braga paid me for the stadium. And I have money. And I don't know
what to do because I've spent my life working. What can I do? My
mother died and left as a legacy to my brother a house and some money
to my sister. I, on the other hand, received some corn fields (which are
worthless to me). Next to my mother's house there was a land for sale,
with a ruin. I bought that land, and the ruin is beautiful. It is always my
theme: ruins. But not in the sense of romantic contemplation, like for
the British. I like it because I’m not the author of the ruin. I go there on
site very often, every Sunday instead of the church service. I draw, and it
is the ruin that asks me for something. It means that the ruin is
operational, it is willing. I like this word. The ruin does not meet my
needs. I manipulate everything. I don't like slanted corners. I don't
recuperate anything. I’ll build a contemporary house with old stones. I
change everything and I design everything in order to figure out if I need
the ruin or not!

And to manipulate the ruin ESDM doesn’t recur to history, but to the tricks
of a stonemason.

And again, an image of a floating stone! The walls are almost completed,
and this is the man who makes my house. He's a man I've always worked
with. He’s a historical figure. One who works stone (is it called a
stonemason?). He is a brilliant stonecutter, who worked fifteen years in
France, cutting stones, and raised two children with his wife in a
caravan. We renovated two monasteries together. And I design his
house. When he asked me, I told him “I'm modern!”. And he said “I know
you!”. The problem was his wife. I went to his house, with the model.
Shyly I said “Madame, I don't know if you like the house I'm going to do”,
and she answered looking at me “I'm sure I don't like it”. At this point
the best was to leave, but the husband said “no! I like it a lot”. And now
I've invited him to build my house. And he does a trick, beautiful. I don't
like the old taste, deformed, folk. I like making contemporary houses
with the stones that are there. So, I don't like having sloping walls, and
he adjusts them with metal cables and wood. He rotates the walls and
puts them vertically straight. He teaches me how to complete it. Now a
little video to finish. It's beautiful. The stonecutter explains to me with
drawings how I have to do the project. And I finish. Can I translate
something? Can we watch the video? No? There it is! Go, go, thank you!
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ESDM bids farewell with images of this intimate construction site, where
he goes every Sunday to listen and admire these tricks, which are anything
but illusory, artistic, or philosophical.
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By invitation of the Association Incontri Internazionali d’Arte in 1978, the
Italian architect Piero Sartogo gather eleven other figures to assemble an
exhibition, which strives to become a pivotal event in the architectural
panorama and debate of that time.
Piero Sartogo, Costantino Dardi, Antoine Grumbach, James Stirling, Paolo
Portoghesi, Romaldo Giurgola, Robert Venturi with John Rauch, Colin
Rowe, Michael Graves, Rob Krier, Aldo Rossi and Leon Krier, starting with
the map of Rome drawn up by Giambattista Nolli in 1748, more than two
centuries later, exploit this cultural opportunity to analyze the process of
modifying the urban fabric of the Italian capital.
The attempt of the twelve personalities involved is to investigate and,
consequently, to safeguard the immense cultural heritage of the city and
its historical center. Peculiarity of this initiative is the complete and total
freedom of the elaborations and the contributions yielded, which
sometimes generate real utopian projects.
The exhibition Roma Interrotta [Interrupted Rome], followed by the
conference Roma – Città Futura and its publication with the opening text
by Christian Norberg-Schulz (Il genius loci di Roma), turns out to be the
pretext to shed light and raise awareness of the issues on the rehabilitation
of Rome, a square one to kick off a series of enterprising initiatives.
Even the title, which echoes Giulio Argan’s words, then the mayor of Rome,
is a clear reference, or rather accusation, towards the conditions in which
Rome finds itself at that time; the capital is, precisely, defined by the
historian as «interrupted» because it is a city that has ceased to be
envisaged and it has begun, instead, to be redesigned at the mercy of
building speculation and boundless growth.
Hosted from May to June in the archeological setting of the Mercati
Traianei in Rome, the exhibition is connoted by proposals dealing with the
themes of memory and imagination, diverging from the mere urban design
and landscape planning, without setting out to find solutions. Assigned to
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The book starts with a promenade architecturale of Le Corbusier’s
memory very evocative and useful for those unfamiliar with the image of
the city (both architectural and landscape) of Santiago de Compostela.
With the first few lines, Carlos Martì Aris (the editor) is capable to catapult
the reader in an imaginary itinerary through the historic city center which
includes the ancient fortified enclosure, characterized by an almond-
shaped nucleus, and radial streets called rueiros, which penetrate deep
into the rural areas as tentacles. The inner core of the historic center is a
specific point of view from which to see the surrounding countryside and
represents the best starting point to explore and understand the
development of a city that had been a European cultural focal point since
the discovery of the sepulcher of Saint James Apostle.
Besides the presence of the well-known sepulcher and the inclusion of the
city in UNESCO’s catalog of the Cultural Heritage of Humanity in 1985, the
book explains the peculiarity of Santiago de Compostela which is inherent
to the urban development that has occurred; it is possible to recognize a
strong continuity of the ancient structure of the city to the whole territory
because that approach has created a powerful urban stamp. The strength
of this city is a robust backbone of public spaces that holds together the
combination of traditions and modernity, countryside and city, history and
future. Santiago is “the result of the superimposition of a multiplicity of
layers that time has fused together”.
That’s how the reader is introduced through the structure of the book that
deals with the development of the city from medieval times to the
reconstruction of the XIX century, and then, there is a focus on the many
interventions on the ancient city carried out by the architects who took
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part in the development of the “Plan Especial” for the protection and
rehabilitation of the historic city in 1989. The characteristic of this book is
that it includes 15 contributions written by different experts on the many
topics discussed on the urban design of Santiago. There are two main
parts, one devoted to the urban analysis of the city and the other devoted to
the design of the city. The first part of the book further deepens the
historical evolution of the city through the eyes of the main scholars of art
history in Galicia. The second part of the book, that have a more practical
approach, deepens the interventions on the historic city made by leading
architects such as Alvaro Siza, Josef Paul Kleihues, Giorgio Grassi, José
Luis Pérez Franco, Josef Paul Kleihues, John Hejduk, Mnauel Gallego, Helio
Piñon, Albert Viaplana, Juan Luis Dalda and Anxel Viña.
Great importance is also given to illustrations: there are pictures,
architectural drawings, aerial photographs and plans that complement the
narration about Santiago. All the book is enriched with pictures of the
main squares and buildings of the historic center, but in addition there are
three different sections of illustrations that go along with the reading. The
first series includes very precise architectural plans and elevations of the
main roads and gates of the city. The second series proposes a comparison
between the urban plan of Santiago in 1908 and the photogrammetric view
of the same area (and at the same scale) in 1992. This comparative series
allows us to detect the urban transformation of the city during the
Twentieth century. The third and last series shows the central pages of the
document of the “Plan Especial”, that are focused on the organization of
the road network of the historic city and all the empty spaces for collective
use.
The pilot case of Santiago de Compostela deals with the key topic that
every city must face: what kind of approach shall we adopt for the
renovation of the historic city center? The answer given by the “Plan
Especial” is an integrated approach for the protection of the whole city, far
from being a protective tutelage within the tradition of heritage
administration about the historic center. The theory behind this approach
does not consider the historic city center as an untouchable, completed
work because “the only attitude possible would be that of strict
conservation, the prohibition of any and all reforms or transformations,
and, therefore, a cryogenic freezing of its physical structure for all time”.
At a time when speaking about the “human dimension” of cities has
become fashionable, it is surprising to find an author that, in 1995, states
that “a city is to human life what the stage is for a theater, and, as such,
requires constant accommodation to change and progressive evolution
linked to the dictates of life itself”. An invitation for designers to boldness
and creativity, to reinvent the present of cities without rejecting their past
and being able to open up to the future.
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each architect one of Nolli’s twelve panels, deemed the last example of
coherent urban design, the participants are urged to reinvent and
highlight the difficulties encountered in that city’s portion allotted, erasing
the occurrences of the previous two hundred years.
Inside a turquoise-coloured cube, the two Rome’s plans mirror each other,
held by a steel structure, of the same color, resting on a base of faux
serpentine marble; the thought-provoking comparison is emphasized at
the visitor’s sight, as well as the meeting of the antique with the new. The
shade of this space recalls the curtain placed at the entrance of the roman
market, which is inflated with the help of a large fan, simulating a
continuous breeze; this ploy enhances an unavoidable solemn and
ceremonial atmosphere and contributes to immerse people even further
into the imaginary theme. In the side rooms, once the site of workshops,
displayed on lattice structures, it is possible to admire the drawings of each
architect, in a dimmed light in contrast with the gloom of the walls, that
seem to project the visitor almost into an underground environment.
In the projects presented, the relationship between the Tevere river and
the urban tissue is still lively and, above all, oblivious to the embankment’s
construction during the Unification of Italy, to the actions of gutting
during the Fascist twenty years and to the senseless post-war
reconstruction. The exaltation of the public space is the protagonist, as
well as the multidisciplinary and transversal nature of the proposals,
which illustrate Rome as a heterogeneric city, and, at the same time, a
surreal field, an almost, fantastic urban territory, dreamed up in the mind
of the different authors.
From Sartogo's avant-garde proposal, with clear references to Futurism, in
which he focuses on pre-existing matrices, the so-called 'emergencies',
such as the Basilica di San Pietro and the Mausoleo di Adriano, imagining a
phalansterium; to Dardi's more rational and controlled project around the
Trident, which organizes the area into functional cues, as well as for
Giurgola in the area adjacent to Porta Pia.
Numerous Piranesian influences are evident in Grumbach's approach with
his system of Beaux Arts-style parks along the walls; in Graves's rays at
Porta Maggiore; in the fortresses and castles of an extreme classicism of
the two Krier brothers.
From the creation of collages, drawing from his own educational itinerary,
as Stirling does, or from the elements that make up the American main
streets like Venturi or, again, from Napoleonic projects in Rowe's
interventions on the Palatine, the Caelian, the Colosseum and the Circus
Maximus.
Finally, the more archaeological proposition of Rossi, with the return to
the Roman baths and aqueducts, and the more environmental suggestion
of Portoghesi with the recovery of ancient coves.
Roma Interrotta is an exhibition that entices also future generations to
reflect on the enduring character of the eternal city and that contains a
series of crucially topical points, both in its method and its outcome, so
much so that it was reproposed at the 2008 Venice Biennale, at the behest
of the then director Aaron Betsky, in the Arsenale artillery.
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Entrance to the Mercati Traianei, the turquoise of the cube and the curtain contrasting with the red of the walkaway. Courtesy: Franco Raggi.

Inside the turquoise cube, the two opposing plans: Nolli's on the right and the revisited one on the left. Courtesy: Franco Raggi.
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part in the development of the “Plan Especial” for the protection and
rehabilitation of the historic city in 1989. The characteristic of this book is
that it includes 15 contributions written by different experts on the many
topics discussed on the urban design of Santiago. There are two main
parts, one devoted to the urban analysis of the city and the other devoted to
the design of the city. The first part of the book further deepens the
historical evolution of the city through the eyes of the main scholars of art
history in Galicia. The second part of the book, that have a more practical
approach, deepens the interventions on the historic city made by leading
architects such as Alvaro Siza, Josef Paul Kleihues, Giorgio Grassi, José
Luis Pérez Franco, Josef Paul Kleihues, John Hejduk, Mnauel Gallego, Helio
Piñon, Albert Viaplana, Juan Luis Dalda and Anxel Viña.
Great importance is also given to illustrations: there are pictures,
architectural drawings, aerial photographs and plans that complement the
narration about Santiago. All the book is enriched with pictures of the
main squares and buildings of the historic center, but in addition there are
three different sections of illustrations that go along with the reading. The
first series includes very precise architectural plans and elevations of the
main roads and gates of the city. The second series proposes a comparison
between the urban plan of Santiago in 1908 and the photogrammetric view
of the same area (and at the same scale) in 1992. This comparative series
allows us to detect the urban transformation of the city during the
Twentieth century. The third and last series shows the central pages of the
document of the “Plan Especial”, that are focused on the organization of
the road network of the historic city and all the empty spaces for collective
use.
The pilot case of Santiago de Compostela deals with the key topic that
every city must face: what kind of approach shall we adopt for the
renovation of the historic city center? The answer given by the “Plan
Especial” is an integrated approach for the protection of the whole city, far
from being a protective tutelage within the tradition of heritage
administration about the historic center. The theory behind this approach
does not consider the historic city center as an untouchable, completed
work because “the only attitude possible would be that of strict
conservation, the prohibition of any and all reforms or transformations,
and, therefore, a cryogenic freezing of its physical structure for all time”.
At a time when speaking about the “human dimension” of cities has
become fashionable, it is surprising to find an author that, in 1995, states
that “a city is to human life what the stage is for a theater, and, as such,
requires constant accommodation to change and progressive evolution
linked to the dictates of life itself”. An invitation for designers to boldness
and creativity, to reinvent the present of cities without rejecting their past
and being able to open up to the future.
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Patrimonio e progetto di architettura [Heritage and Architectural Design] 
is the first issue of the Quodlibet publisher series entitled ProArch. Studi e
Ricerche, which focuses on the activities realized by the Italian National
Scientific Society of Architectural Design Professors (ProArch).
Together with the title and curators, the entry “Patrimonio / Heritage”
from the etymological dictionary is imprinted in Black Courier font at on
the 165x240 mm scarlet cover that binds together the series publications,
leaving the lower half of the first page to the red field. A mask can hide, or
reveal, the distinctive features of what it covers.

The book re-presents an investigation started in 2019, on the occasion of an
imposing conference of the scientific society, held at the University
Federico II of Naples, on the topic of the relationship between
architectural design and heritage, for a renewed notion of the latter
through disciplinary intersections. This reflection published two years
later, was deepened during the dilated time of Covid-19 pandemic crisis,
which occurred shortly after that conference: a global fact recalled by
some authors to reinforce their positions about the theme of the world
heritage.

The book’s curators deserve the task of finding a difficult synthesis for an
heterogeneous mass of contributions through some choices: the selection
of the most distinguished voices of the Italian academy; a formal reduction
of their thoughts in 5 pages articles; a structure divided into 7 thematic
sections – the notion of heritage; heritage and dwelling; heritage and
architecture; heritage and city; heritage and archeology; heritage, territory
and landscape; heritage policy [eng.trans.] – for a total of 42 articles,
preceded by 3 introductory notes and 2 lectures - given by architect José
Ignacio Linazasoro and philosopher Silvano Tagliagambe – condensed in
288 pages.

Therefore the volume is – by choice and by necessity – dense, rich,
multifarious, partly iterative and notional, sometimes comforting and
clear, others provocative and sparkling, and, consequently for those
features, fortunately not really doctrinaire or unanimous.
One example above all is the widespread recourse of many authors to the
etymological origin of concepts to develop their theses, which at the same
time also turn out to be very conflicting, demonstrating the complexity
achieved by the topic.

The collected entries come from the entire country offering an updated
state-of-the-art about the value and the sense attributed to the heritage
and the architecture project by the Italian University, while revealing the
conditions in which it moves.
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