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Carlo Scarpa 1906-1978

Carlo Scarpa was born in Venice on 2 June 1906.
Throughout his entire lifetime, he worked out of a single
base located in the Veneto region of northern Italy. It is
said that he spoke only Italian, or more precisely, the
Veneto dialect. Until he met an accident and died on
28 November 1978, in the city of Sendai, Japan, where
he happened to be visiting, he had been involved in over
230 projects, a large number indeed. This total includes
projects actually executed, those still on the drawing
board, and those no longer in place. We would be mis:
taken to conclude from such numbers, however, that
he was an architect who was always in the spotlight,
whose output was prolific and whose circumstances were
fortunate.

Nearly 30 percent of Scarpa’s work consisted of exhi-
bition designs done for museums and similar projects of
limited duration. These include his layout designs at the
successive Venice Biennales, held on twelve occasions
between 1948 and 1972, as well as exhibitions at two
other Venetian locations: Gallerie dell’Accademia, from
1945 onwards; and the Correr Museum, in 1953. For
such projects, Scarpa designed not only the floor plans
but also determined how each individual piece of art was
to be exhibited. He actually went further, creating both
display devices and furniture for the exhibitions. From
existing sketches, he seems to have carefully observed all
the works in an installation to assess the most suitable
method of display for each. His forte was creating a new
space that bound the contents—the items on display—
with the facility or building. Indeed, he designed his
exhibitions in such a way as to elicit multiplier effects
between the two.

In addition to such exhibitions, the other 40 percent
of Scarpa’s works involved some form of restoration and
redesign of existing buildings. In Italian, such work is
known as “restauro.” The meaning here is two-fold: to
restore an old building to its original state, but also to
make use of the existing facility to create something
entirely new. Some of Scarpa’s many projects in this area
include the Balboni house (1964) and Zentner house
(1964-), as well as the Olivetti (1957-1958, Venice)
and Gavina (now Simon; 1961-1963, Bologna) show-
rooms. In these projects, Scarpa’s work makes no point of
preserving everything possible, just because it is old and
has a history. Instead, he unhesitatingly did away with
whatever was not needed or in the way—even if historic,
in order to fully develop the required nature of the new

plan. This type of approach, “intervento” in ltalian, is
a kind of “surgery.” Should a fine fresco or a beautiful
brick or stone wall be discovered during a renovation
project—something that could not have been anticipated
in the planning stage, an on-the-spot redesign would take
place, with every effort made to determine how to utilize
the discovery. It is no exaggeration to say that the career
of any architect who makes the unrecoverable error of
ripping out something historically valuable due to bad
judgment or inadequate foresight, would be instantly
finished.

Scarpa actively added his own newly created ele-
ments to existing structures in order to create a poly-
phonic resonance. He succeeded in creating something
very unique, spaces of his very own which could not have
been achieved without either of the two, his original
designs and existing space. His work generally concen-
trated on projects involving exhibition and renovation.
Of these, one which fulfills both conditions and which
can be considered a compendium of Scarpa’s creative
legacy is the Castelvecchio Museum located in Verona
(where he completed the sculpture section in 1964). His
work at this museum is based on the ancient remains
of a fourteenth century castle, and involved designing
and installing innovative double-steel sashes for the
numerous classical window openings in the garelia on
the ground floor; and dismantling a grand staircase, built
to block invading troops in the days of Napoleon, in order
to create an outdoor exhibition space for a key piece, an
equestrian statue of Cangrande. Scarpa’s delicate yet
bold technique here demonstrates fully his characteristic
artistic style.

Scarpa’s designs often attract attention mainly for
their craftsmanlike attention to detail, but his persistent
fascination with “edges,” I believe, clearly displays his
“physical limits,” as one might put it, vis-a-vis the given
spatial conditions. His work is in this sense similar to a
painter framing his or her own picture for mounting on a
whitewashed wall. Within a renovated Scarpa space, old
and new elements are in complete harmony. But rather
than being a blend of various elements simply mixed
together at random, each element both graces its own
particular space and is linked to other elements. Such
linkages are often plotted with essentially narrative tech-
nique, revealing glimpses of places somewhere ahead
along one’s path or views looking back over ground
already passed. Although you are in a certain space at
the time, these rich and skillful techniques make you feel
as if you are in a different space altogether, external to
the one you actua]ly occupy.

At the Brion Cemetery (1969-), one of the very few
works which Scarpa began as the original designer, the
accumulated essence of his unique abilities has been put
to use throughout. The new construction of the cemetery
and chapel is by no means a work of renovation, nor does
it display the same skilled techniques he used in his
exhibition or renovation work. Instead, it could be said to
be the culmination of Scarpa’s views concerning archi-
tecture and design. At the Villa Palazetto (1974-75),
located in Monselice, Scarpa experimented and devel-
oped design ideas he later applied elsewhere.

Scarpa did not often have the opportunity to be in-
volved in constructing entirely new, original works, but
he had undergone training among the glassware crafts-
men on Murano island in his youth. And later, through
his involvement in numerous design projects in various
fields, Scarpa seems to have developed the unique
technical skills which stood out so conspicuously in an
era of modernism. His works attracted wide attention and
greatly influenced many genres of design activity, from
architecture, interior and furniture design, to tableware,
textiles and graphic design.

In compiling a chronological list of approximately half
of Scarpa’s 230 lifetime works, I have consciously fo-
cused on three different types. First, works that were the
starting point of Scarpa’s highly unique views on archi-
tecture, as explained above. These include his important
exhibition and renovation schemes. Second, works that
demonstrate the wide range of non-architecture-related
activities he pursued, e.g., design of glassware, yachts,
bridges, etc. Third, works that were actually completed
and that are available for viewing. Within this category,
I have included works completed by Scarpa’s associates
subsequent to his death. While some cannot be con-
sidered 100 percent Scarpa, and often vary in taste,
I have included them because I believe that at minimum
they are worth seeing.

Again, fundamentally, I have included works that
may no longer be extant but that Scarpa did complete.
It is my hope that through these works the reader will
gain an accurate feel for the spirit. which underlies
Scarpa architecture.

My greatest regret is that many of the projects in
which Scarpa was involved at the time of his death may
now never be completed. The reason is quite simple:
it was Scarpa himself who worked constantly on site,
thinking and rethinking designs, sketching, and revising,

over and over. That Scarpa is no more.
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Scarpa with Frank Lloyd Wright. © Archivio Scarpa
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Works & Projects
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1932 Sfriso Silverware Shop, Venice
Collaborator/Mario De Luigi

Scarpa designed a compact silverware
showroom at the request of Mario
Sfriso. Small lacquered shelves are af-
fixed to the walls, while the showcase,
which also serves as a sales counter,
are finished with the same cloth which
adorns the wall. The small shelves pro-
truding from the walls are seminal ele-
ments of Scarpa’s later display designs,
with links at the Canova Museum,
with its sculptures protruding from
the walls. During his lifetime, Scarpa
undertook the interior design of eight-
een stores, including some projects
still in the planning stage. The stores
he worked on looked less like places
to sell merchandise than showrooms
to exhibit it. In this sense, they had
many elements in common with his
other general exhibition spaces.
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1935-, 55- Restoration and

New layout of Ca'Foscari, Venice
Collaborator/V. Pastor, G. D'Agaro
Scarpa was involved in the renovation
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of this great hall on two occasions,
one project starting in 1935 and the
other in 1955. To improve the building
functionally and architecturally, the
fittings and glass surfaces were first
set back away from the Gothic-style
windows facing onto the canal side.
This made the openings themselves
look clearer, and was a technique
which he consistently used later as
well. It appears repeatedly in several of
his renovation projects, including the
Castelvecchio Museum and the Bank
Popolare di Verona where it can be
seen in the round windows in the wall
of the new building. This Great Hall
contains other unique designs of
opening features such as the panel
doors made of a combination of dif-
ferent woods that can be opened and
shut in the gallery area and movable
sliding panels in the ceiling.
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1945- Layout of the Gallerie
dell’Accademia, Venice
Collaborator/V. Pastor

This work was initiated at the request
of V. Moschini, the curator of the mu-
seum in 1945. The first stage of plan-
ning was completed in 1948. In order
to develop a space plan suitable for
each of the pieces to be displayed,
Scarpa’s first action was to come to
terms with the specific characteristics
of the item and to conduct a study of
the space it would occupy. The very
innovative color scheme was deter-
mined based on the style, subject mat-

1926

1926

1928

1930

1931

1931

1931

1932

1932

1933-47

Restoration of Villa Angelo Velo

Fontaniva (Padua)
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Villa Aldo Martinati
Padua
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Showroom interiors for the Murano Glassworks Cappellin & Co.
Florence
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Study for interior design for the Murano Glassworks Cappelin & Co.
Paris
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Interior design of the Cafe Lavena
Venice
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Furnishings for living room in the Pelzel apartment

Murano (Venice)
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Furnishings for bar and children’s bedroom in the Ferruccio Asta apartment

Venice
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Competition project for the Accademia bridge

Venice
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Sfriso silverware shop

Venice
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Artistic collaboration with the Venini firm
Murano (Venice)
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Glassware for the Venini firm
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1935-37

1939

1940-41

1941

1942

1942

1943-44

1944

1945-

Project for furnishings for Ferruccio Asta’s Yacht
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Restoration and layout of Ca’Foscari

Venice
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Interior design of the “Flavio” perfumery and hairdressing salon
Venice Lido
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Vettore Rizzo tomb

San Michele Cemetery, Venice
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“Flavio” salon

Plan for the “Il Cavallino” art gallery
Venice
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Rearrangement of the Pelizzari house
Venice

&Yy Y7) B

TIAVAT

Exhibit design for the “Arturo Martini” exhibition, the XXIIIth Biennale
Venice
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Capovilla family tomb

San Michele Cemetery, Venice
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Transformation of the Bellotto house
Venice
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Layout of the Gallerie dell’Accademia
Venice
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ter, and period of each item. In order
to secure more space for wall displays,
radiators were installed in the center
of the rooms along with floor heating.
The entrance was renovated in 1952,
and at that time a vestibule made of
oak, steel and glass was added. Part of
its elements were transformed into a
railing and connected to the horizon-
tal counter. This design demonstrates
his idea of allocating an independent
section of the wall to each item on
display.
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1948 Exhibit design for the “Paul
Klee" exhibition, the XXIVth Biennale
Scarpa had worked on exhibition plan-
ning for the Venice Biennale a total of
twelve times beginning in 1948. A
great number of his resulting efforts
are in the Archivio Storico delle Arti
Contempornee in Venice. A particu-
larly important one is the design for
the "Paul Klee” exhibition. Six oil and
twelve water-color paintings were
mounted on panels wrapped in black-
and-white-colored fustian cloth after
the manner of independent folding
screens. Each panel was placed at a
different angle, creating a distinctive
space for each individual work. The
last panel, featuring a quite distinctive
technique, is purposely positioned so
as to protrude from the wall. This in-
stallation shows Scarpa experimenting
with his idea of having a separate wall
for each display, a concept that was
subsequently employed at the Gallerie
dell’Accademia. We can see that the
basic Scarpa display method of giving
each item on display its own space has
its origins in his work for the Venice
Biennale.
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1953-54 Restoration and Layout of
the Palazzo Abatellis, Palermo
Collaborator/R. Calandra

Scarpa executed a total of ten renova-
tions of existing buildings for perma-
nent exhibition projects. Of these, the
renovation of the Palazzo Abatellis as
well as that for the Gallerie dell’Acca-
demia and the Correr Museum are sig-
nificant in that they were executed in
his early days and set the course and
style of his later architectural activities.
The items exhibited include a large
number of “fragmentary” relics such
as pieces of tombstones and decora-
tive artifacts. In addition, the building
itself was severely damaged by bom-
bing during World War II. In Scarpa’s
eyes, the exhibited items and the
building itself must have appeared
as equally important "fragments” in
need of reconstruction. This work
draws together a multitude of “frag-
ments,” the items on display, the build-
ing, and the space itself—around a
courtyard covered with cobble stones,
which resonate polyphonically. Within
the gallery, the sculptures are placed
as if their respective locations had
been skillfully calculated. As one ap-
proaches the Laurana sculpture against
the light and turns to look at its face,
the green wall forms a splendid back-
drop. At the same time, a sculpture

1946

1947

1947-49

1948

1948

1948,50

1949

1949

1949

1949

Project for a cinema
Valdobbiadene (Treviso)
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Study for an apartment house
Padua
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Banca Cattolica del Veneto (completed by A. Masieri)

Tarvisio (Udine)
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Exhibit design for the “Paul Klee” exhibition, the XXIV th Biennale

Venice
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Project for a calculating machine booth
Padua Trade Fair
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Layout of the Pedrocchi Cafe
Padua
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Project for an apartment house
Felire
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Interior design of new “Il Cavallino” art gallery
Venice
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Booth for the press and cinema advertising
Venice Lido
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"“Ressegna d'arte contemporanea”

Exhibit design for the “Rassegna d’arte contemporanea” exhibition

Venice
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1949-50 Study for lobby arrangement of the Hotel Danieli
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1950

1950

1950

1952

1952

1953

1953

1953

Venice
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Layout of the Telve public telephone center
Venice
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Layout and furnishing for the Ferdinando Ongania’s antique shop
Venice
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Book Pavilion at the Biennale garden
Venice
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Exhibit design for the XXVth Biennale
Venice
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Exhibit design for the XXVIth Biennale
Venice
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Exhibit design for the “Toulouse Lautrec” exhibition, the XXVIth Biennale
Venice
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Project for Villa Zoppas
Conegliano (Treviso)
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Layout of the historic sections of the Correr Museum

Venice
BoR/av v iBits B RERR
VIAVAT

Exhibit design for the “Antonello da Messina e il 400 Siciliano” exhibition

Messina
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placed against the other backdrop
also come into view. Looking back
after moving into the next room, one
realizes that the same sculpture is
situated so that it can be seen through
the small opening. These “narrative”
techniques used in the composition
of exhibition space are characteristic
of Scarpa.
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1955-57 Extension of the Canova
Museum, Possagno (Treviso)
Collaborator/V. Pastor

In the bicentennial year of Antonio
Canova'’s birth, Scarpa undertook the
extension of the plaster-cast gallery.
Adjacent to the basilica and classical
old gallery built in 1836, he designed a
cubical room which has four glass
corner skylights and another room a
step lower and narrowed in width to
fit with the topography of the site. In
a later lecture, Scarpa once said, "I
wanted to cut a piece out of the blue
sky” The incoming sunlight creates
effective contrasts in the surrounding
space. Looking back on from a posi-
tion beyond, the statuary, which may
have been reduced to silhouettes in
the strong backlighting, will be clearly
visible when it from the front, and
light through the skylights causes the
small sculptures on the wall to stand
out as if spotlighted. Here again, the
placement of the sculptures is ingen-
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jous. They face in a direction opposite
from the approach, and are initially
visible only from the rear. Only after
moving in and turning to face the

pieces does the visitor feel the full

expansiveness of the space.
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1956- Restoration and reorganization
of the Castelvecchio Museum, Verona
Collaborator/C. Maschietto, A. Rudi

Of the 238 projects Scarpa undertook
during his lifetime, some 80 percent
were either renovations of existing
buildings or designs of exhibitions for
a specific space. In other words, for
most projects, a certain space existed
prior to the planning, and he achieved
new multiplied effects in the process
of considering how best to deal with
it. These prior conditions seem clearly
responsible for the emergence of his
unique architectural approach, so un-
like that of any other architect of his
generation. However, looked at from a
different angle, even projects involving
an entirely new building are based on
a site within a specific local context
and past history. No scheme can ever
be contrived completely from scratch.
It is this consideration which, | believe,
gives Scarpa’s views their contem-
porary significance. Nevertheless, his
work here represents renovation on a
grand scale. The fully developed exhi-
bition space that resulted can be seen
as the epitome of his handling of archi-
tectural expanse. The ideas this project

1953-54

1954-56

1954-56

1955

1955-56

1955-56

1955-57

1956-61

1956

1956

Restoration of Palazzo Abatellis as the Sicily National Gallery

Palermo
&AE 25w« T oS 7 ) A NLEREE
2NV I)VE

Exhibit design for the first six halls at the Uffizi Gallery
Florence

BIR V74004 EMEE DERANDOE
T4vVx

Venezuelan pavilion at the Biennale garden
Venice

L,/ TLARXLT ST I

VI AVAT U= A

Venezuelan Pavilion at the Biennale garden

Interior design for the “Manlio Capitolo” hall of the Tribunal of Venice

Venice
N/ Tz A4 TEHF = VA A b—n IEE
T AVAT

New layout of the great hall of Ca’Foscari
Venice

W2 H e 7+ AHY
ES Sy

Interior design of the council chamber of the Provincial Administration-of Parma
Parma
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Extention of the Canova Museum
Possagno (Treviso)
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Veritti house
Udine

W/ T2y 7488
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Project for an Olivetti vacation colony
Brusson (Ivrea)
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Exhibit design for the “Piet Mondrian™ exibition

Rome
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1956-

1957

1957

1957-58

1957-60

1957-60

1958

1958-60

1959

1959

Restoration and reorganization of the Castelvecchio Museum

Verona
WfE B,/ AR T VT oy X F FE S
vzu—7

Layout of a Fusina camping site
Fusina (Venice)

HE/ 7F XYY
29F (TzAYAT)

Castelvecchio Museum

Project for the Taddei house
Venice

FHEZ, Xy T AR
VIAVAT

Olivetti Showroom

Venice

W AV T2y T 4 a—v—2L
T AYAT

Renovation of the painting section at the Correr Museum
Venice

- BoR,av v iEiE B
VIAVAT

Renovation of the drawings and prints collection at the Uffizi Museum

Florence
Bk, V74 VAEMEE ToFrrsavriar
AvYV

Exhibit design for the XXIXth Biennale
Venice
BR/E29E T AT T F—r

VI AVAT

Salviati Glassware Showroom

Alberto Viani exhibition, XXIXth Biennale

Venice

W/ s 7—T44 B IREETa—v—L4
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Second prize at the competition for silver cutlery
Boston

SREZaEE
AR

Exhibit design for the “Vitalita nell’arte” exhibition

Venice
BoR,/ [ ZEMoiE & ]
VI AVAT

inspired Scarpa developed on yet a
higher plane at the Brion Cemetery,
which is neither a renovation nor an
exhibition.
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1957-58 Olivetti Showroom, Venice
Collaborator/G. D'Agaro,

C. Maschietto
The Olivetti showroom facing Piazza
San Marco is about 5 meter wide, 21
meters deep, and has a ceiling 4
meters high. Within this box-like space
are a wooden balcony and a marble
flight of stairs. At this site, the exhibi-
tion of Viani's sculpture effectively
held precedence over the display of
Olivetti typewriters. In addition to in-
dependent element-like components
such as the marble stairs and lattice
doors, the scul;iture, merchandise,
and architectural elements appear as
equally stressed items that form a
united, complex space which we
would call a store. Here again, the
design of the exterior patchwork-like
wall on the side, the mosaic floor
made of small pieces of colored glass,
and other elements represent an ex-
periment in the use of architectural
finishing “fragments.” The common
element with other exhibition spaces is
that the various items have been allo-
cated their own respective indepen-
dent spaces, yet the feeling remains
that they are like grains intercon-
nected into the whole.
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1961-63 Reorganization of the
Querini-Stampalia Foundation, Venice
Collaborator/C. Maschietto

In this project, the plan involved the
ground-floor remodeling of a 16th-
century building to accommodate a
small hall that could be used by the
foundation for lecture and exhibition
purposes. The ground floor was made
into a series of Scarpa-inspired, fan-
tasy miniature gardens. Key compo-
nents include a bridge made from teak
wood, brass, and steel that spans a
narrow canal, an entrance floor fin-
ished with colorful stone mosaic, cubi-
cal stairs leading up to the entrance
from the canal, a cast-iron lattice door,
a marble hall with a geometrically
carved marble door, and a small gar-
den with a narrow watercourse and a
marble labyrinth basin. Starting with
the gently arched bridge that forms
the approach, steps have been skill-
fully installed here and there. The en-
tire sequence is reminiscent of a walk
through Venice, over its canals and
along its narrow paths, scaled down
for replication within the building.
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1960

1960

1960

1961

1961-63

1961-63

1962

1962

1962-63

1963

Zilio tomb
Udine

B V4V ADE
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Exhibit design for the “Frank Lloyd Wright” exhibition
The XIIth Milan Triennale

B/ [75v2-ufR-94 MNE
®w12EIF/ NS —

Exhibit design for the XXXth Biennale
Venice

R,/ H0E T = AVAT U F—
VIAYAT

Brancusi exhibition, XXXth Biennale

Exhibit design for the “Il senso del colore e il dominio delle acque” exhibition

Turin
BoR,/ TR KO R E |
)

Reorganization of the ground floor and courtyard of the Querini-Stampalia Foundation
Venice
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VI AYAT

Gavina Showroom
Bologna
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Exhibit design for the XXXIth Biennale Gavina showroom

Venice
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Exhibit design for the “Cima da Conegliano” exhibition

Treviso
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Renovation of the Italian Pavilion at the Biennale garden (First project)

Venice
W /T F VAT L F— LA R THE (LK)
TIAVAT

Transfomation of the Scarpa apartment
Venice
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1963-64 Project for the Cassina house

1963 -

1964

1964

1964

1964-

1965-72

1966

1967

1967

Ronco di Carimate (Como)

FHE% Hyy—F BB
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Project for reconstruction of the Carlo Felice theater
Genoa
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Restoration of the Balboni house

Venice
efg SR —=IR
VIAVAT

Exhibit design for the XXXIIth Biennale
Venice

BoR/ER2MT AL T T F—
TIAYAT

Exhibit design for the “Giacomo Manzu” exhibition

Venice
B/ TVxat - <rA—&]
VI AVAT

Renovation of the Zentner house
Zurich
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De Benedetti house

Roma
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Exhibit design for the XXXIIIth Biennale
Venice
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Exhibit design for the “La Poesia” exhibition,
Montreal Expo’67
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Exhibit design for the “Arturo Martini” exhibition
Treviso
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Giacomo Manzu exhibition

"La Poesia” exhibition
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1961-63 Gavina Showroom, Bologna
This project involved the remodeling
of the ground floor of a three-story
building located in the center of
Bologna to convert it into a furniture
showroom. The original cluster of
small rooms was boldly remodeled
both in- terms of structure and func-
tion. On the exterior, a concrete wall
with three different-shaped openings
was added as a mask-like arrange-
ment. The twin-circle and circular win-
dows were affixed with small, twin
circle-shaped, cast-iron and brass
studs flush with the wall. The windows
take in sunlight during the daytime
and serve as effective show windows
at night. Inside, the columns are all
different, with white Venetian Stucco,
cobalt-colored stucco, red-gold resin,
bush-hammered, and black-colored
enamel lacquer with a hole shaped in
the twin-circle motif. The showroom
begins at the entrance, then proceeds
to the living room, library, and space
with a water basin. In essence, the
overall scheme is based on the analogy
of a home.
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REBBEH IS B DS 1967-69 Project for a monumental cemetery
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1964- Renovation of the Zentner
house, Zurich

Thia i o The SR wne Dagi 1968 Arrangement of the woman partisan monument
Venice and an old acquaintance of Venice

Scarpa. The Neo-Rococo villa stands B R N

on a hill near the lakeside in Zurich. BoR St v L DL SR

Working under building restrictions ES SV

limiting changes to the external walls
on the three sides facing the road,
Scarpa concentrated his remodeling

1968 Exhibit design for the XXXIVth Biennale

Arrangement of the woman partisan monument

on the remaining side, facing the Venice

south. With its large vertically protrud-

ing eaves and the pergola suspended BR/BEUET AT T F =
below them, and a concrete balcony YL AVAT

protruding out into the garden, this

side of the villa has a dynamic com-
position that contrasts with the front. 1968-69 P roject for an urban theater

The balcony juts out into the garden Vicenza

from the side of the living room, with

its beautiful parquet floor. Inside, as Al RE T F V7 HAILEE
if in response, a dining room projects VY F VT

into the atrium like an inside balcony;

the garden and the indoor space thus L .
combine with continuity and fluidity. 1968-  Masieri Foundation

The long, narrow rectangular dining Venice

table designed by Scarpa, is inlaid

with stone fragments in a variety of ' FHEZE <Y ) B

colors—black, white, deep red, and yy‘:_j‘y/f-/—'

green—to form a central circle. The

owner notes that these were stones

Scarpa himself collected. 1969 Exhibit design for the “Florentine Frescoes” exhibition
London
B/ T74v YD VAAE |
| = NV

1969-  Brion Cemetery
San Vito d’Altivole (Treviso)
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19694 HE,/ TUA VRO, Fr T I TL—THY (e TLY)
Y TN DT a—TAL (KL T 1Y) Brion Cemetery
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DHEERMOBE L BREHOSHED 1969 Exhibit design for the “Erich Mendelsohn Drawings” exhibition
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EEESCEETRTOEIN—RIC 1970 Project for an organ loft in Frari church
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1971-

1972

1972-73

1973

1973

1973-

1974

1974

1974

1974-75

Project for an armament museum
Brescia
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Exhibit design for the XXXVIth Biennale
Venice
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Studies for renovation of the Franchetti gallery, Ca’d’Oro

Venice
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Project for a book depository and guest rooms of the Querini-Stampalia Foundation

Venice
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Exhibit design for the “Le Corbusier purista e il progetto di Pessac” exhibition

Venice
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Rearrangement of the central head-office and annex of the Banca Popolare di Verona

Verona
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Project for the National Art Gallery
Messina
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Project for an apartment house at Contra del Quartiere
Vicenza
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Exhibit design for the “Venezia e Bisanzio” exhibition

Venice
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TIAYAT

External renovation of Villa Palazzetto
Monselice (Padua)

W TR T 8TV 2y MOIME
E YV F (2SN T )

Banca Popolare di Verona
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1969- Brion Cemetery,
San Vito d'Altivole (Treviso)
Collaborator/G. Pietropoli,

C. Maschietto
Key features of Scarpa’s work are his
numerous projects involving the reno-
vation of existing buildings and the
experience he gained from planning
exhibition spaces. Although this ceme-
tery does not fall under either cate-
gory, there is no question that it is
an extraordinary example of Scarpa’s
genius. Plans for this project began in
1969 at the request of Onorina Brion
(bereaved following the death of her
husband). The Brion Cemetery is con-
structed along two sides of the local
village cemetery, and with the excep-
tion of the meditation pavilion, is open
to the public almost in its entirety,
including the chapel. The site itself is
L-shaped; at the bend in the L, which
can be seen from any location within
the site, the tombs of the Brions are
situated beneath an arch-shaped roof.
The two tombstones are set at an
angle tilted toward each other.

The vertical glass door decorated
with ornamental counterweights on
the outer wall sinks into the water
tank underneath the floor. Entering
further takes you to the pavilion in the
pond. From this spot, you can see the
two tombstones across the pond and
over the concrete wall beyond them
the steeple of the chapel. Scarpa set
the height of the surrounding walls
to that of the eye level of a man of
average height standing, thus shutting
out the surrounding panorama below
the horizon. His plans are calculated
to incorporate the surrounding land-
scape that shows above the surround-
ing wall into the design of the garden
as “borrowed” landscape. The trade-
mark twin-circle opening on the axis
of the approach framed in red and
blue glass mosaic tiles, is said to sym-
bolize either two eyes or husband and
wife. And also it is said that the red
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depicts Jesus Christ and the blue, the
Virgin Mary. The independent wall
has a round opening located at the
entrance of the chapel as well as other
characteristic openings. It seems to
have two contradicting purposes: to
allow observers a clear view, and to
obstruct their view.
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1973- Rearrangement of the Banca
Popolare di Verona, Head Office

and Annex, Verona

Collaborator/A. Rudi

The plan for this project involved re-
modeling the existing central office
and dismantling of the two adjacent
buildings in order to rebuild the an-
nexes on the site. The symbolic facade
which Scarpa designed in order to
integrate the old and new parts also
serves to highlight the square in front.
The facade is punctuated by asym-
metrical and relatively irregular open-
ings of circular motifs such as used in
the Gavina showroom and at the Brion
Cemetery. The design of the facade is
independent and separated from that
of the main building behind it, and the
reverse side of the circular openings,
on the inside of the building is fitted
with rectangular window sashes. The
circular windows, rather than being
perfect circles are slightly elongated so
as to soften the appearance. As this
detail shows, windows have two pur-
poses: as “openings” to let in the wind

1974-78 Project for restruction and extension of San Sebastiano Convent for the new

1974-

1975

1975-76

1975-76

1976

1976-77

1976-78

1977

1977

head-office for the Faculty of Literature and Philosophy of the Venice University

Venice
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Ottolenghi house

Bardolino (Verona)
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Exhibit design for the “Giuseppe Samona, 50 years of Architecture” exhibition

Venice
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Project for extension of Villa Zileri dal Verme

Vicenza
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Project for three vacation houses

Quero (Belluno)
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Project for the Picasso Museum

Paris
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Project for the Banca Antoniana

Monselice (Padua)
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Design of the new doorway for the Faculty of Literature and Philosophy of the Venice University

Venice

San Sebastiano Convent
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Study for the Santa Maria delle Rose church

Rovigo
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Project for a Benetton condominium

Treviso
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1977

1977

1977-78

1978

1978

1978

1978

1978

1978

Plan for Palazzo “Steri” as offices for the dean and the museum of the Palermo University

Palermo
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Exhibit design for the “Alberto Viani” exhibition
Venice
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Zoppi apartment
Vicenza
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Project for the Banca Popolare di Gemona
Udine
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Preliminary studies for a large villa at Riyadh
Saudi Arabia
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Altar and floor of the Torresino church
Padua
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Galli family tomb

Genoa Nervi
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Altar and floor of the Torresino church

Exhibit design for the “Carlo Scarpa” exhibition
Madrid
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Exhibit design for the “Mario Cavaglieri” exhibition
Rovigo
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and light; and as “filters” to keep out
the wind and rain. Scarpa was always
quite aware of and emphatic about
the dual purpose of windows.
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1974-75 External renovation of Villa
Palazzetto, Monselice (Padova)
Collaborator/C. Maschietto

Scarpa is said to have actually stayed at
the seventeenth century villa situated
on the outskirts of Padova while re-
fining his ideas for actual renovation.
Work completed to date mainly in-
volves the exterior. Scarpa’s initial
renovation focused on converting the
separate barn into a garage with a
large hanging door. At the same time,
the place once used for threshing
wheat was converted into an undulat-
ing terrace and two circular Nanto
stones were set in place to represent
the sun and moon. A concrete bar-
becue terrace inlaid with glass mosaic
tiles was installed in the garden on the
side facing the villa's farmland. Thus,
Scarpa revived the once decaying villa
in a serene rural district. Here and
there throughout the site, one sees
certain experimental elements that
appear elsewhere in Scarpa’s work:
the ragged stone enclosing wall, the
low concrete walls buried in the
ground, the screen doors that open
vertically. Indeed, the project appears
in many ways a place of experiment
for Scarpa.
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