











part of the project. The Berlin castle had been demol-
ished in the 1950s by the socialist government and of
course it is a political issue to decide to rebuild the castle.
Our point was that you cannot rebuild a castle which has
been absent for half a century as if it were a work of ordi-
nary city repair. Rather it means initiating an experiment
of conscious architectural reproduction, being aware that
issue of reproduction itself today has achieved a major
role in all parts of our society. We proposed a model of
the historical castle, 1:1 scale. As full volumetric model of
the historical event, it will interact with the surrounding
structures, above all Schinkel’s Altes Museum. It will be
able to engage Schinkel in his yet to be realised plan for
an active relation between Museum and castle by open-
ing the new facade instead of reconstructing the histori-
cal fortress-like terraces on this side. A massive two meter
thick brick wall will give form to the huge architectural
model and appear in the urban space as a relief without
decoration. In the event of successful fundraising by
private initiatives in favour of historical reconstruction,
stone ornaments and stuccos will be applied in a second
building phase, thus putting the reproduction process
itself on display. The project obtained a special mention
but did not win due to vetoes by the political represent-
atives, as again the display of a historical facade revealed

itself to be the political point of conflict.

Use

Komuna Fundamento is our 1:1 contribution for the Venice
Architecture Biennale 2012. Curator David Chipperfield’s
motto Common Ground meant for us that you aim at
disappearing in the exhibition, entering the exhibition
space and, somehow, mingling. We realised a big bench
made of grey brick, a pediment in front of the Palazzo
delle Esposizioni blocking the usual way into it. The
construction incorporates a tree that was already there.
Many visitors did not even recognise the construction
as part of the exhibition. In fact we asked not to put any
label on or next to this object. The intervention became
architecture just because people sat on and started using
it. We think of physical use as a real r:1 experience that

distinguishes architecture from most other arts. Inside

The space of the exhibition as a field of action

Reconstruction of the Berlin
Castle, competition entry, 2008.
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Komuna Fundamento, installa-
tion view, Venice Architecture
Biennale 2012.
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Komuna Fundamento, installa-

tion view, Venice Architecture
Biennale 2012.

The space of the exhibition as a field of action

the Palazzo delle Esposizioni we realised another object
as the counter-image or counter-space of the first one.
The space outside of the Palazzo delle Esposizioni is a big
sculptural intervention creating space around it, while
the space inside is a place you can move through, a hol-
low intervention creating space within, used to exhibit
photography by Candida Hofer and Armin Linke, two
photographers we have worked with for many years, who

share our interest in the relational presence of space.

Curatorial Design

Making the exhibition Carlo Mollino. Maniera Moderna

at the Haus der Kunst in Munich in 201, I asked myself
what it means to make a monographic exhibition.

The architect Carlo Mollino is quite recognised in both
the art and design worlds but paradoxically largely
ignored in architectural history. This was a good starting
point for us and it was important to exhibit Mollino in
an art museum. We wanted to create a real experience as
I do not agree that architecture cannot be exhibited as a
one-to-one experience in an exhibition. Architecture is
not only about building or about space making but also
about the narration and perception of reality.

Carlo Mollino is an architect who uses many conceptual
tools. This is what we decided to show. Of course that

is still not enough to render an experience, so a further
step was to ask Armin Linke to co-curate the exhibition
and to be engaged in the show as an artist. I think that
this decision was important in terms of curatorial design
because it dealt with the issue of what it means to make 87
a concept interact with direct authorship. Armin Linke
travelled all the Mollino places and made large format,
colour photographs of the buildings and spaces as he
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found them, more often than not abandoned or unti-

dy. This was a way for us to take a new look and open
new perspectives on the work of Mollino, allowing the
visitor to reach a closeness to the work of the architect
and make an experience in the exhibition. I would argue
that, although these photographs are not life size, the
perceptive experience that they deliver is r1 as it is not

at all illustrative.
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Let me take as an example a picture by Linke of Mol-



Carlo Mollino. Maniera Moder-
na, installation view with Mol-

lino's antifascism monument

Carlo Mollino. Maniera Mod-
erna, installation view with

furniture treated as sculp-

photographed by Armin Linke,
Haus der Kunst, Munich, 2011.

tures on high pedestals, Haus
der Kunst, Munich, 2011.
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lino’s antifascism monument. When he went there, he
happened to assist and photograph the ritual meeting of
the partisans’ relatives and followers who regularly meet
there to commemorate. The antifascist monument is not
represented as a piece of sculpture but as something that
is being used, in a political way, for the commemoration
of the partisans. The picture witnesses an active use of
Mollino’s structure and I would say that this is very im-
portant for an exhibition, because it actually shows the
kind of update it is able to produce.

We had a limited number of furniture pieces by Carlo
Mollino on exhibit. We constructed a sort of a theatre
for these objects putting them on high pedestals and
fully treating them as sculptures. The objects lost their
closeness to the earth where they are expected to be used
and we went a step further and transformed them into
objects that you almost look at on eye level - in this way
these objects become theatrical and architectural and
this is another way of making a r:1 experience. Since you 89
cannot sit on or touch and use them, you have to create -
another and even alienated way of translating one-to-one.
Then we had one room of projections, where we used
Mollino’s photography of his interiors. Next to the
original framed vintage prints exhibited on the wall

we projected a number of photographs on three large
walls, giving the visitor the freedom to move into these
interiors. The pictures changed in a slideshow and the
visitor could move in these historical environments seen
through the eyes of Carlo Mollino. This is a way of hav-
ing a 1 experience using Mollino’s photographs.

In the exhibition we had a sculptural wood-part of a table
that we exhibited without the glass surface in order to
move one step further in showing it as a sculpture; not
only did we take off the glass top but we also placed it on
a pedestal so that the object became something like an
historical structure, a skeleton. You could see on the wall
behind this object the original documentation includ-
ing the technical drawings as we generated a relation
between the work (how you draw and make the table)
and the piece itself.

We showed a film made by Armin Linke about how peo-
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ple live with Mollino’s artefacts. There is a last villa left



Carlo Mollino. Maniera Moder-
na, installation view with with
room of projections as 1:1
experience, Haus der Kunst,
Munich, 2011.

that is fully furnished and completely designed by Molli-

no and the owners are still using it as a holiday home. In
Linke’s video you see how they move the table through
the garden. The video shows a gentle and unspectacu-
lar way of living within the spaces designed by Mollino
and with Mollino himself. You can look at this film and
almost feel that you are invited to lunch in this house.

In different ways we added a series of layers of reality to
the show as we did not see it as a form of documentation

but as a form of direct experience.
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