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[T] Who is Gennaro Postiglione?

[G] Gennaro Postiglione is “Un
scugnizzo’, a typical expression to define a

[T] Why rescued by architecture?

[G] Because otherwise | would be
a kind of street boy. This is where my origin
is, a guy in the street living life responsive

to the situation. Then | got passionate with
art, architecture and we could say beauty
or aesthetics, thanks to a professor at the
high school who really opened up for me a
new world, an unknown world that | got very
fascinated with. Poetry, literature, contem-
porary art and then it's architecture. When |
finished the high school, | had two passions.
One could have been to study history of

[T&Y] Hahahah!
[G] No ambition at all. We did even

the logo. We had a stamp. It could be con-
fused with the Frank Lloyd Wright stamp. We

Interview/Words
Claudeverett

[T]=Tao
[Y]=Yoko
[G]=Gennaro Postiglione

kid in the street in Naples, who escaped from
the street, rescued by architecture.

arts and the other to study architecture. And
then, probably due to the fact that my best
friends, my classmates with whom | was
working in high school chose architecture,

| finally decided that architecture could be
also my field. And | think it was quite a good
choice. | did the school of architecture in
Naples with the same classmates from the
high school, with whom | founded my first
office, FGP studio, in memory of Frank Lloyd
Wright.

were very much devoted to the craftsman-
ship of Frank Lloyd Wright.


Gennaro Postiglione
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[T] Why Frank Lloyd Wright?

[G] It was a passion of our pro-
fessor, our main professor in design class
whose name is Nicola Pagliara, a very
talented architect, also very clever and let's
say educated architect. He had a big office.
He was very much connected with Austria
and Vienna. His family was from Northeast of
Italy. So as our main source of references as
a student, we had Adolf Loos, Otto Wagner,

[T] 1:50 is quite smalll.

[G] Yeah, 6H was our pencil. We
could draw very thin and precise lines. We
could draw the plaster, the masonry, the
joints, every single breaks, and the veins of
the marble. Actually we could draw every-

then we had... Now | can’'t remember the
third one, but all these Viennese secession-
ists plus Frank Lloyd Wright. So it was very
much about craftsmanship, arts and crafts,
materiality, construction. We could draw
1:50. All the construction line of a wall and of
adoor, the handle, the hinge. We could do all
the single pieces of a door where it closes
and opens. And the windows.

thing to 1:50. This was our our main scale of
representation. Anyhow, | think this world
somehow attracted me, absorbed all my
energy and this is why | say it rescued the
scugnizzo from the street.

[T] But do you still keep something from the street with you?

[G] Yeah, | think very much. | think
this is the very controversial aspect of my life
that | keep this very strong character from
the street and | don't define myself as an ac-
ademic. And | am quite impulsive and react
in a sometimes even brutal way. From this
street boy, | think | have preserved curiosity
and responsiveness. If | see something, | im-
mediately react. I'm continuously in motion.

| would say this restless is typical of aguy in
the street who has not really a secure house
to return. So you have to invent every minute
of your day. And still | am like that, which
means that | need a lot of energy everyday
to survive. But it is also what | guess brings
me a lot of let’s say freshness and allows

me to see things that others don't see, and

[T] And then you went to Norway.

[G] | went to Norway because | met
agirl when | was at high school. Maybe a
year before | finished university, | met again
this person, Astri. And then we decided to
live together, to get married. And | started to

also maybe to see in a different perspective
that is also fragmented. In the lives of many
colleagues, there is a very coherent line, very
homogeneous, very compact, very solid,
very stable, which gives security—I could
even say that | really envy this solidity—
while my life is an archipelago of “OK, where
| can jump? The tree or the stone?” But

this makes me discover a lot of unexpect-
ed findings that people or colleagues with
much more stability and even knowledge
cannot see. So this has been you could say
my weakest point which is also my strongest
point in my life. They are two faces of the
same token. | would say that this is part of
my origin as a street boy.

go let’s say regularly, several times per year,
to Norway. As an architect, you start to look
around and you are very curious about a
new world where people behaving in a differ-
ent way with a different tradition.
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[T] You met the girl in Naples?

[G] I met the girl in Naples because
she spent ayear in Italy when she was in
high school. She was in Lecco where she
enjoyed very much. She was in love with
Grigna and Grignetta, Resegone and all the

[T] By coincidence or...

[G] | had friends who were in this as-
sociation called AFS Intercultural Programs.
There were some students in my school
who were part of this exchange. They were
from the States, from California, Los Ange-
les at the time. And then they said that there
was a friend from Lecco coming. You have
the so-called exchange week, so you could
visit other cities of the same nation. Then |
said, “Yeah, but my family can host someone.
I have two sisters. We have an extra bed. So
either a girl or a boy. He or she can either
stays in my room or my sisters’ room.” So
Astri came and this is how we met and then
started the very let’s say strong friendship,
alot of letters. We have been romantically

in love for maybe ten years before we really
spent time together. So | started to go to
Norway regularly and see things that | had
never seen before, things that had never
been taught to me in the school. The mod-
ernism in Norway, traditional architecture
made of wood and great contemporary
architects whom we didn’t know anything
about. This was a source of research. With
Nicola and Paolo, my two colleagues, friends
and classmates, we started to say, “Yeah,
we should really share this knowledge with
the others.” Then we started to write some
articles. We did several small school ex-
hibitions. We had no interest in finding the
original drawing. We could blow up a draw-

mountains in the area. I've been myself on
Grignetta once probably on the first day of
the year. So we had a very early morning
walk. Anyhow, | met her in Naples in 1978
probably.

ing from a magazine and make an exhibition.
Documents that we could find in other books
and articles and maybe our own pictures
worked just fine. We had no this fetishism
with exhibiting a piece that has a lot of value.
It was really hands on. The interest was to
understand what was there. We found a

lot and also we found that in Norway there
was not so much let’s say discussion about
what they produced. We could not read so
much about what was there. This is how we
started to be engaged in promoting Norwe-
gian architecture in Italy. Since we could not
find really good books or something organ-
ised on some topics, we said, “Yeah, but we
could do a book!” In Norway, everything was
very easy. If you want to access an archive,
you have the door open. If you want to ask
money to make a book on something they
thought to be interesting, they would give
the money to do the book. Coming from a
difficult city as Naples where everything is
impossible, we thought, “OK, wow, we do
everything, whatever. Yeah, we go to... The
moon! Ah yeah, let's go!” We produced much
more than expected, because it was a place
of possibility and trust. They really trusted
you. They were trusting the young gener-
ation. They endorsed every idea we pro-
posed. It has been a big discovery, meeting
great guys like Norberg-Schulz.

[T] You proposed to Norwegians to publish something in Italy.

[G] We proposed to Italian maga-
zines to publish Norwegian architecture. We
also arranged publication by ourselves with
publisher houses in Italy about Norwegian

architecture. And then we did several small
exhibitions for students at school. We were
very much fascinated by modernism, let's
say 20s, 30s and 40s, and by contemporary
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Norwegian architecture, so these were the
two main focus. For modernism, the main
source was the museum of architecture
where we could borrow the original draw-
ings. They were giving us original drawings
and we could go to a copy centre to do Xe-
rox laser copy of original drawings. This was
amazing. While for contemporary architec-
ture, we were visiting the offices. We met this
Sverre Fehn who was this master on Norwe-
gian post-war architecture and somehow, he
accepted our invasion. | think once he said
that he didn’t expect us to be so stubborn.
When we firstly met him in Venice Biennale
maybe in 1992, we said to him we wanted to
do a book on his work. And he said, “Ah yes,
you can come and visit me.” A few months
later, we were in Oslo, knocking on the

door and saying “Hi, we are the Neapolitan
architects.” And then he said “No...”“But you
said that we could collect some documents
to make an exhibition in Naples.” The Nordic
people really plan everything in advance,

[T] Why this name?

[G] Since it was a summer when we
visited the place, we had this impression of
this long shadow. So this is how we start-
ed and almost we never stopped. It lasted
maybe 20 years. We worked with him and
then we had a book on Oslo modernism.
We had one book on two masters from
modernistic time, Arne Korsmo who was a
functionalistic architect and Knut Knutsen
who was an originalist therefore much more
connected with tradition. Then we did sev-
eral publications on contemporary projects
in magazines. We were fascinated by this
diversity of thinking, also this very quiet and
slow dimension: compared to Naples where
everything goes very fast and very chaotic,
in these Nordic countries, there was time to
do everything. It was a slow design process.
Many small offices with two or three people
working. A lot of craftsmanship in the work.
A lot of young professionals, even students
that had not finished yet the studies could

S0 you cannot improvise anything. Then he
said, “No, | don't have anything in the office.
You have to come back. We have to arrange
areal meeting.” We were very young by
then. We had done 2500 kilometres by car
to collect the documentation and also to

go and see the buildings to take pictures.
And we said, “Yeah, but is it possible that
maybe you have something in the office?”
“No, | don't have anything.” He insisted. So
we started opening the drawers, “Now here
| can see, there is a drawing. This for us is
fantastic!” Then, he gave up and set us free.
It was really impossible to resist this tsunami
or energy of these three Neapolitan guys
opening these doors. We picked something
and said, “Yeah, we can do these!” It was like
five houses and a museum, something like
that. We did the very first publication on his
work called The Architect From the Country
of Long Shadows. Larchitetto del Paese delle
Ombre Lunghe.

win competition and run the office besides
being a student. So this was really amazing.
Akind of paradise for professionals. The
most probably renowned case was Snghet-
ta. It is huge now. | don’'t know how many
offices around the world. They became
famous because they won the Bibliothe-

ca Alexandrinain Egypt. Maybe it was in

the 90s. When they won, it was a group of
students, not one of them being a graduated.
The competition at the time was one of the
most amazing international competition in
the world because of this famous Alexandria
Library seenin the mythology as the centre
of knowledge in Western and Middle East-
ern culture. Yeah, Norway has been with me
almost all my life. | think the very last initiative
| curated involving Norway was in 2009. |
curated a special issue of Magazine Area
devoted to Norway. | have not done anything
else since then.
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[T] What was your relationship with Christian Norberg-schulz?

[G] Christian Norberg-schulz of
course for us was a myth because we have
studied his books as a student at school. He
was really almost an everyday reference in
his poetic way to storytell about architecture
and the design process. So when | was in
Norway as a graduated, | really thought that
| should meet Norberg-schulz. | remember

| was knocking on the door, | didn't know
that he could speak Italian and he said,
“Buongiorno, come stai?” He started to
speak Italian with me and | then discovered
the wife was an Italian. He had been living

in Rome for many years. Then we started

a kind of friendship. With a scholarship, for
six months, | was in his office. He shared this

office with me. | was a guest. He had a two-
room office. | was in one room. Normally we
had lunch together, a coffee break together
in the morning and a coffee break together
in the afternoon. He was telling stories about
the history of architecture that he had ex-
perienced by himself directly, meeting Louis
Kahn or talking to... Ah, once he said, “l spoke
to Le Corbusier.” | said, “Wow, what did you
say, professor?” “Yes, we were helping Arne
Korsmo...” It was at CIAM meeting. Korsmo
had a car out of petrol, so they had to push
it. Le Corbusier came by and said, “What are
you doing, guys?” He said, “We are pushing
the car!” This was the discussion with Le
Corbusier.

[Y] Hahahah, fantastic!

[G] Yeah, it was a moment of sharing. He was an old man, a bit sick.

[T] How old was him by then?

[G] Not extremely old, in his sev- in Norway totally ignored who Christian

enties | would say. But he was sick. He was
discovered to have a cancer. He had also fin-
ished his job at school. He was still employed
at school. He could do his research but was
not teaching anymore. So he felt a little bit
like, dismissed. And finding this Italian who
was so enthusiastic to meet him and to say
“Hi professor!” addressing him not by “you”
but with this “Lei” made him super happy. |
think I made him extremely happy by show-
ing him that he still had an influence. Once
he made a lecture series on the book called
Stedskunst, the art of place, one of his latest
books. He presented the book in chapters.
One chapter per lecture. Maybe there were
five lectures. | remember at the first lecture
there was three persons in the classroom.

| was shocked. | thought, “This is Chris-

tian Norberg-schulz! Thisis crazy.” Then

| helped him to make flyers to put around

in the school. Once | said to him, “It's very
strange, professor. No one came!”, but then |
understood the new generation of students

Norberg-schulz was. No legacy at all. It's
amazing... But yeah, | think because of Italy,
because of the Italian and because of this
specific situation, our bond was made stron-
ger. He introduced me to old generations

of Architects in Norway, also in Oslo at the
time. This was very special. | felt really lucky
to have this opportunity. At the time, in 1995,
| was working on the book on Sverre Fehn
with the contract with the publisher house
Electa. | was spending my day in Sverre
Fehn archive. The archive was in his private
house, in the basement. So | spent all my day
in this house, alone. The wife was out and he
was in the office, so | had the key. | could en-
ter the house and go down in the basement,
but | had to enter the house. So sometimes |
was looking around a little bit and then went
down. In the evening, he was back after the
job, so we could discuss what | found in the
basement. Then for dinner, | would go home.
But actually | went back in the office that
was the office of Norberg-schulz. So | spent
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those days 50% in Sverre Fehn archive and
50% in Norberg-schulz office. And | felt like
“What a luck!” | could not believe that | had
two keys, the key of Norberg-schulz’s office
and the key of Sverre Fehn's house. He had
an alarm, Sverre Fehn. He had a beautiful
villa that was from his master Arne Korsmo.
It was an Art Deco villa called Villa Dam-
mann. It was in Havna allé, a private road
fully packed with villas by Arne Korsmo. This
Villa Dammann was the last one. Number 15.
Havna allé 15. And the alarm code was 1515.
The wife of Sverre Fehn was a piano player,
very talented, a great pianist who did not
make her career but following the husband,
typical post-war let’s say life. The first time
they gave me the key they explained to me
that if | made a mistake with the code, there
is a speaker and a microphone and | have to
say a word to avoid the alarm to start. “As old
people, you tend to forget.” They said, “We
found two words that we know we will never
forget whatever can happen. Architecture
and Music. We are sure that whatever can
happen to us, these are the two words that
we will ever remember. There is nothing that
can detach us from architecture and mu-
sic.” It was super poetic. Yeah, | lived there
3years, not continuously. | had a 5 year-old
child who is now a grown up guy at your age

probably. To be with him, | got this scholar-
ship and contract. | spent a lot of time visiting
buildings and got in touch with the cultural
architecture in Norway. So it was a country
making you feel very powerful: if you want

to do something, you can do it. And actually
everything depends on if you want to do and
if you are really able to match your own let's
say dream with your possibility. Maybe you
have a dream that is bigger than your possi-
bility, but everything is very much related to
you—the will and the skills—there is nothing
else really impacting. Sometimes we say,
“No, | don't belong to a certain social ladder.”
or “l cannot really ask for that.”, but you can
do everything. You can call. You can knock
on the door of Norberg-shculz. You can
have the key of this strong and very powerful
architect. With a very normal and humble
profile, you can do your stuff. This has been
for me a very powerful and energetic school.
Probably this is how | ended up in winning
the position at school. Because | really be-
lieved it must be possible. | don't have to let's
say have contacts. | had been working in the
school in Naples, but | can say | didn't have
this academic network. | was a totally free-
lance guy, running crazily between different
schools, applying for at least four teaching
positions before winning in Milan.

[T] But what happened to your partners?

[G] We did our PhD in Milan while
running the office in Naples. Then we finished
the study and started working at school as
assistants in the class supporting students’
tutorials and promoting this knowledge

of Architecture from Nordic countries to
Naples and to Italy on the certain extent. Our
main focus was really Neapolitan students.
We started imagining that our future could
have been in Naples. But slowly we under-
stood that we had to broaden our chances
and | was the one who wonin Milan. Then |
had to split, so | left the office after ten years
of shared partnership. We were mainly doing
renovations. | think we had a big passion for
architecture, but we were not so ambitious

in terms of being theoretical, let's say making
some theoretical statements. We were hap-
py if we were able to deliver a very good job
for the client. So our first main concern was
the client. At the same time, we were very
concerned about having something properly
done, so we were spending a lot of time on
the working site, dealing with people working
on site, listening a lot, changing the drawings,
learning from different craftsmen involved,
and understanding that many things we had
designed were not really possible or would
require such an effort and cost. We learned
alot by working. In those ten years, we really
improved a lot and also did interesting small
interventions. When | left the office, | think we
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were growing very much. We had some larg-
er commissions, transformations for housing
blocks. Probably this is where | think we lost
a little bit the contact with our background.
We thought or they thought we could do
larger competitions like city development,
waterfront, metro line and they invested a

lot of energy and money in huge competi-
tions. We were the second in this waterfront
competition won by Stefano Boeri. We were
the first for another project. But then you get
the money from the municipality which never
give the money in time, so we had to ask the
bank for money. It became a nightmare and
slowly imploded. Ten years ago, the studio
closed. Each of the two partners are running
small projects individually. It has been a pity.

Maybe the dream was too big. We were

in three and had students to help. But the
age gap was very small, so we were able to
attract a lot of good energy. We were very
good as tutors. Students loved us. We had a
very nice client who was very happy to work
with us. We had this international network
of exchange. All these made you feel you
really could make a jump to another level of
the activity. | think this has been the mistake
so to say. We could have kept the size of our
practice small, doing small projects that you
can follow on the working site in a crafted
way. This would have been corresponding
much more to our personality and profile.
We lost a little bit the orientation by success,
if we can say so.

[T] What made you into teaching back then?

[G] Nicole and Paolo, soon after
the diploma which they finished maybe 6
months before me, immediately started
working with the professor at school, making
tutorials. The professor was taking his stuff
from the office to the school. | did the same
with another professor called Filippo Alison.
I was working in the office with him and then
it was natural to follow him in the tutorials.
We got alot of fun. We liked to be with
students and we had loved to be student
ourselves. We were very slow students. We

really chose carefully every single course
and we wanted to do everything at our best.
For me, it took almost eight years to finish
and for them almost seven and a half. But we
really enjoyed every single exam and every
single course. We learned a lot. We were in
love with the history of architecture, archi-
tectural design, drawing and representation,
construction statics, etc. So there has been
nothing that really made us feel “oh shit, we
have to do this exam”.

[T] Did you need to calculate the structure?

[G] Yes, but we enjoyed everything.
We transformed everything into a pleasure.
Many times we were studying more than
what was demanded by the course. Among
the three of us, | was the worst. The first was
Nicola who got only 30 and 30 with honour.
Paolo the second. He got some 27 and 28,
but on all 32 exams, he had 20 of them 30
with honour. | had a mix of good grades and
very bad grades and the performance was
more unstable. Despite the grades, we did
everything at the best. Normally the best

course for us was the one everyone was
speaking very badly about the professor: “Ah
no, it's too much. They ask for ten books.”
And we said, “We take it!” We were always
working together in these seven years. We
could say that we never met anyone. It was
like us and the professors. Someone thought
that we were a little bit arrogant, but honestly
we had no time to look at the others. Maybe
this was bad, but we were too fanatic about
what we were doing...
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[T] You didn’t go to parties?

[G] No. No party.
[T] Apertivo?
[G] No. We could say that our aper-

tivo was... This professor with whom all three
of us took our diploma, Nicola Pagliara, had
a special class on Saturday morning. It was
from 10 o’clock to 1 o’clock, a three hours
lecture. It was like going to a movie. For five
years, | think we had been going every Sat-
urday morning to this class. Normally, after
this class where you got a lot of information,

beautiful images and stories—he was really
a storyteller—you could not do anything
else but walk, because you were so filled
and packed with emotions and thoughts that
you need a two hours walk to elaborate and
digest what you had seen and heard. So |
went home by walking. | was living quite far
away from school. This was our party.

[T] How did you apply for a position at the university by then?

[G] There was a national call for a
position as aresearcher; you firstly had to
sendina CV.If the CV was accepted, then
you had to attend and pass two tests, the
first was about writing an essay, and the sec-
ond was about a project: you have to deliver
acomplete design in 6 hours. If you had
passed the previous steps, there was a third
and final test, an interview. This was the pro-
cess, we can say the toughest of the whole
academic career. So | found myself in aca-
demia but with a very strange background. |
was not an academic but a practitioner with
avery strong interest in doing architecture
and in understanding architecture. The
books | published together with my office
partners lack a real academic structure.
There s, let’s say, a canon on being academ-
ic. Those books were about enthusiastic
architects discovering fantastic buildings,
unpacking or sharing their way to see things.
Very simple, also very difficult on the other
hand. Very linear. But this is not how aca-
demia works. What has become problematic
over the years is that the memory of the
practice has become smaller and smaller.

In the beginning, | had this fresh practice
background. As the years passed, | never

really felt like starting a practice in Milan.
Instead, | brought this practice-based ap-
proach to both design studio and research,
which | think has so far been very success-
ful. Somehow | won a lot of research grants
unexpectedly. My approach was very much
appreciated, especially at the European lev-
el, maybe because it was so unconventional.
| always say to PhD candidates that | see a
call as a brief for a project or face a call as if
there is a client asking “what should | do?”.
This makes the answer unique because you
really are changing the way of looking at the
problem. Instead of thinking as an academic,
| respond with a very design-based prag-
matic approach. You then are free to answer
with something that is even opposite to what
the client wants. It's a mix of being creative,
visionary, and realistic, pushing to design an
answer not yet foreseen by anyone. There is
alogical path that you can share, and if you
are able to convince the client that this is the
correct way to answer his needs, you win
the bid. | think for me this is a winning way

of approaching the research. This is how |
explain why | was able to get all these grants
without being a real academic.
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[T] At the beginning, you taught interior design, didn't you?

[G] Yes, and still |am teaching it...
Butitis not interior design. This is a bit mis-
leading because if you think about interior
design, you think of the school of design,
and then you think of a little bit of decoration.
Mainly, Interior Design is about the skin of
architecture. | teach what is called interior
architecture. | could say that | work between

transformations and furnishing. It is also real-
ly interesting how you can change the use

of space by just distributing furniture and
moving objects from one place to another.
So the furnishing, together with changing the
architecture of the place, is what I've been
teaching all the time since the beginning.

[T] How did you get to teach this very subject?

[G] | graduated with a professor

of architectural design, Nicola Pagliara, but
then | started to work with the professor who
was teaching interiors, Filippo Alison. He
was very much into furnishing and detailing.
We were drawing fragments of interiors at
very small scale, 1:10, 1:5 or even 1:1. When

| was working with him in Naples, students
had to design and detail a space typically

3 by 3 by 3 m (27 m?) for their own use, so
everything was always very small, referred
to yourself, as you could almost build it one
to one. When | came to Milan, there were no
interior studios. They asked me to teachin
an architecture studio. | didn’'t want, and still

| don't want, to teach as if | were an architect
trained in architectural and urban design.

| felt this was the other people’s field, and |
didn’t have to do what they did. So my ques-
tion was, how could | deserve my practice
as an architect, my interior work experience
at school and my PhD in Interior? My idea
was to transform this knowledge of the
interior into a possible architectural design
studio transforming and adapting what is
already built and/or making an addition to
what exists. For many years, “intervening on
the existing” was the slogan of my design
studio. | thought transformations and acting
on the existent environment were my big
challenges. Now it is even trendy to do trans-
formations. So after 25 years, | became even
trendy!

[T] By the time you started to teach interior architecture, were there interior
designers working very much like fashion designers or stylists?

[G] In Milan, what is good is that you
have the school of architecture and then the
school of Design. In the design school, the
design studio dealing with interiors is called
“Interior design”. They do what you said,
without the knowledge about the city or con-
struction. In the school of architecture, the
design studio dealing with interiors is called
either architecture of interiors or interior
architecture. None should ask me, “do you

teach interior design?” No, | don't teach inte-
rior design. | do teach interior architecture.
These are the two parallel worlds. Some-
times in Italy, especially in small schools, you
can have the same professor teaching in
both study programmes, like in Genova or
Naples or Rome. In Milan, you don't have this
friction, and there is quite a clear distinction
in the profiles of people teaching “interiors”
in the two different programmes.
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[T] As far as | know, in the 60s, everyone was trained as an architect.

[G] Yeah, at that time they were all
architects. There was no design, and there
was no urbanism. But once upon a time,
there had been no architects at all. They had
been either engineers, let’s say Brunelleschi
or artists and sculptors like Michelangelo or
Leonardo da Vinci. Then the world has gone
into specifying the skills and the knowledge.
In the 60s, despite all being architects, some
architects were more interested in architec-
ture on the scale of a building, while another
group of architects were more interested in
the city. Aldo Rossi wrote a milestone book
titled The Architecture of the City, which
interprets the artefact of architecture as a
piece of the puzzle of the city fabric, where
the main object of design is the city. So, in
his perspective (and that of his followers),
the city’s morphology is the main driver

for an architectural design. Those coming
from this field have very poor interest in the
architecture of architecture because they
are interested in the architecture of city. A
very strong typo-morphological approach
that has connoted Italian architectural
culture since the 60s, paying a tribute to our
culture of building memorable cities. The
connection between public space and the
volumes of the buildings is very clear. But
when you look at the building, very often,
there is no materiality, tectonics or detailing.
On the other hand, the group who used to
look only at the building scale sometimes
might have lost its connection with the city.
They were the ones who either developed
their career also as designers (I am thinking
of people such as Magistretti, Mangiarotti,
Castiglioni, among many others) or as archi-
tects for the bourgeoise Milanese society

(I am thinking of people such as Asnago
Vender or Caccia Dominioni, for instance).
Although being praised now as the golden
age of Milanese architecture, they had never
been well received by the academia which

was run by architects with a conservative
typo-morphological approach. Only from
2000, | would say, the legacy from the 50s
was suddenly rediscovered and became

a huge international heritage. Swiss and
British architects were the first to look at
this forgotten production. It was like some
trendy world-famous architects decided that
these Milanese colleagues were really great
colleagues, and thereafter, they became a
common shared heritage and even a model
for architectural design.

The whole story is to say many
architects belonging to this tradition were
the first to start creating the so-called “Interi-
or design” culture. They looked at the materi-
ality, being more interested in the construc-
tion and concentrated on the artefact. They
didn't look at the city, or better they looked
only at the interaction a building has with its
context, instead of thinking in terms of urban
morphology. Since in your work there is a
lot of interest in construction, materiality,
detailing and craftsmanship, you are too
involved with the object to see the city. This
is the point of departure of a trajectory path
between architects and interior architects.
In the latter’s work, being buildings and/
or furniture, you can recognise a product
attitude. You could see elements. You could
see clearly what is or not bearing, and which
are the prefabricated connections. There is
a lot of logical thinking that allows the knowl-
edge of industrial production to express
through architecture. Now, we just have an
even more articulated distinction. | would
say, we have on one hand interior design
that concerns very much styling of interiors
and/or outdoor spaces; on the other hand,
we have architecture dealing with the city;
and in the middle, you find interior architec-
ture that tries to look at the artefact with the
knowledge of the city but concentrating on
the building scale.

251

[yl Soitis about scale.

[G] Yes, the way you draw reflects the way you think about the construction.

[T] Giacomo told us that new graduates cannot understand or do almost anything
in their office because they have to face all kinds of things never being taught at
school. He said some offices absorb graduates to their competition department,
the only place that can connect with the university seamlessly.

[G] Because there is no connection with reality!
[T] Exactly. It feels like a prolonged university.
[G] | don’'t know if Giacomo as a unfinished knowledge. You and the oppor-

graduate, would be good for his own office.

I think it is a process. | don't know what is a
good output for the market as an architect.
What is expected that this person should
know? | think it depends on whom you ask.
Maybe Giacomo says the students should
be able to deal with very technical stuffs.
Maybe others would claim to need only
students being able to use Rhino or BIM.
Unfortunately, it's not Albori everywhere.
And you can see that different stakeholders
are all willing to have an architect precisely
made for them. | think the main goal of a
university is to deliver the ability for students
to be able to learn after they finish their
studies. You are programmed with a lot of
skills, and the rest depends on where you
land. No matter you land in Albori or Norman
Foster, in 6 months, you can become a great
guy at Norman Foster or Albori. The school
doesn't have to produce the outcome that
fits into Albori, Cucinella or Renzo Piano, etc.
I think it would be a big mistake to educate
students in such a predefined way. You have
to have all the skills. It means that you have

tunity will decide how to complete it. Maybe
you want to go to Norman Foster, but your
girlfriend starts to work at Albori and doesn't
want to come to London... | believe that may-
be a student freshly coming out of school is
unable to understand all the things at first,
but | don't believe that the same person s
unable to learn within a few months what

he or she needs to know. If that is the case,
then | think we have a poor graduate here.
Every year we meet the so-called POLIMI
stakeholder’s group. It is like a steering
committee of the school composed of thirty
different parties, like the building association,
architect association, producers, developers
and so on. The question, every year, is about
what the students should learn, and on this
topic, each of the committee members has
aprecise idea. At last, everyone agrees that
students should be able to do something
technically—but you can do beautiful per-
spectives without studying architecture. You
learn Photoshop. You don’t need to study for
five years to do a beautiful rendering.

[T] But | think very few students will be able to find a place where he or she can do
the things you said a sensible architect should do. Because you are going to face
these greedy developers and rigid building regulations.

[G] It depends. When | graduated,
| didn’'t go to work in offices but opened my
own practice with two schoolmates, Nicola
Flora and Paolo Giardiello. The intensity of
your reflection in what you do will decide if

you can do this shift. Maybe going to a big
office is the worst of all choices. Maybe you
can say that you took part in something, but
it is more and more like engineering firms;
you are an element of this clock-like engine.
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| think one has to select maybe first of all the
scale of the office. In my opinion, one should
only look at offices with staff numbers
between 3 and 15. You don't look at firms
having seven offices around the globe and

hundreds employed in each city, or maybe
you earn something, and then you escape;
otherwise, | don't really know what you doin
these big offices.

[T] We learned that some people go to big offices to get contacts of suppliers and
builders, for starting their own business in the future.

[G] OK. Then maybe you can cul-
tivate your own project even when you are
working in someone’s office. You can expand
the toilet of your uncle’s. For this, | learned
alotin Norway. There are a brother and a
sister, two distinctive architects, very clever.
Oneis called Carl-Viggo Halmebakk and
the sister is called Beate Holmebakk (her
practice is Manthe Kula). They do amazing
projects. Their first project was a maybe

9 m2library for the family. The father was
afamous art historian in Norway who had
alot of books and had to build this library.
They made a circular tower with bricks and
wood. You could immediately understand
that there is architecture here. The second
project was maybe a crematorium chapel.
Beautiful, really. It was very small, maybe 50
m2. Then he made a storage block or toilet
for ferries. In Norway, there are a lot of fjords,
so there are alot of ferries to connect, and
there are some services provided, maybe

atoilet or a storage for salt needed in the
winter. The sister made a small toilet pavilion
in the mountain with metal sheets. Amazing.
You could do this in a very brutal way, think-
ing it's only a toilet. Or you can transform the
toilet into a piece of architecture. It's on you.
| think the important thing is not if you are
asked to do skyscrapers or large projects; it
is how you are able to—and | think you are
very clever in doing this—transform every
single request into reflections on what to do,
why and how, and do it. | think this produces
architecture with the big A, even thoughiit's
avery small project. If you think the beauty
is just Mt. Everest, then every other moun-
tain is nothing. If you can see the beauty in
everything, you would say the beauty is the
mountain in itself. Maybe every corner has a
beautiful surprise for you to see. Maybe this
is what we should learn. To see beauty and
opportunities in everything that is around us.

[T] If | force you to say three things that you think are a must to be taught to students
in the university, what would they be?

[G] Well, we've already discov-
ered one thing: You have to understand or
recognise the beauty in every opportunity.
Small commissions, like the toilet of your
uncle, can have the same power as the big
commissions do. It's very much up to you.
This is something that one should learn. Do |
teach this? Maybe... A little bit. For instance,
| always require students to put a lot of effort
into designing the toilet. The toilet is not the
last space in a building; actually, it is visited
by a lot of people regularly. Every single
room has the power of space, so it's not the
function that determines the importance

of architecture. You might say one doesn't
start a visit from the toilet; nonetheless, it has
equal value to any other spaces. This is the
first thing we must teach students. For the
second must, maybe | would say thinking
strategically on the one hand and spatially on
the other hand, like playing Ping Pong. You
have to have a strategy which sometimes
might cause you not to build anything. Also,
you have to have this spatial understanding.
The third one, | think, is that you must learn
to draw, from technical drawing to idea rep-
resentation. This is something that we have
to cultivate because drawing is the way an
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architect thinks. It is like words for a philos-
opher and notes for a musician. A drawing.
A diagram. A sketch. It's such an intensive
way to think (spatially, materially, strategi-
cally, etc.) and put together a lot of inputs.
A drawing can be very dense and charged

by values and meanings. This is how | think
we handle the complexity of architectural
phenomena. So this is a skill we must teach
as well, and that should cross the whole 5
years of education.

[Y] I think we understand pretty well the way you approach architecture, like the
artefact of the building, the craftsmanship, the power of architecture regardless
of its size, the beauty in every corner, and so on. But do you sometimes feel alone

in thinking this way?

[G] I think life is a process where you
continue to learn and shape yourself. You
are never the one of the days before, even if
you do the same thing every day. If you are a
reflective practitioner, you reflect on who you
are, what you're doing, why you do it, etc...
consciousness brings you a step further.

For instance, as the discourse about interior
architecture became extremely functional-
istic, | was more and more aware of, let’s say,
the poetry of the space being completely
lost. Something was going wrong here. And
slowly, | started to see that we transform
things previously used for other purposes
without really changing so much. Then |
came across this idea of typology and affor-
dance, and | understood that we are beyond

functions. We are thinking of uses more than
functions, which explains why we can appro-
priate a space. But there is a mystery about
how you conceive this typology, the starting
point. For me now, it's very clear the moment
of adaptation. If | consider the place where |
live and we are now, | came, and | occupied it
and transformed it to make the previous lab-
oratories become a house. But the architect
who drew the building could not think of its
future adaptations. He was asked to make a
research institute with labs and offices. So
for me, this is still a tricky moment. Maybe he
was a great guy, and he did a masterpiece,
maybe consciously or maybe not, so this is
about the consciousness...

[Y] | think it's your consciousness, not his. It's all about you. In my mind, the reason for
one to have a beautiful place to live is because one has a beautiful life. You have
alife, so you can come here and see the beauty of the existing things and then
incorporate them into your life. You cook and tidy things up. You are dealing with
materials every day, in a serious and material way. Nowadays, many people don't
live as you do. They don't have a life in the conventional sense.

[T] Now people are served. If you want a beautiful space, then you pay togotoa
hotel or live in a designer designed apartment or you buy designer products.
“Where should | put this drawing? | call a stylist.”

[G] This commodification, trans-
forming everything into a commaodity, as you
said, “served”, makes you forget about how
things are done or how to do things by your-
self. Going back to the Nordic countries, | like
the Nordic countries because they can man-
age both. People have a lot of commodities,
but they can build their own cottage. They

have not lost contact with this reality. | don't
know why they can do so. Because they
are attached to nature? Because they have
this very difficult weather? Maybe because
things are expensive. If | think of myself,
coming from this paradise-like Naples, this
garden of the Mediterranean. If you drop a
seed, it grows into a big plant. If you plant a
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lettuce, it gives you a lot of leaves. Then you
start to say, “l don’'t want to eat this leaf be-
cause it's too green.” You are so spoiled by
this gorgeous environment. When | went to

[Y] Grapes from where?

[G] I don't know.

[T] From Naples.

[G] Hahah, maybe. They had two

boxes, one for grapes in bunches and the
other one for fallen grapes. The fallen ones
cost half of the normal ones, and you could
make your own package. | thought, “We
would just throw them away.” But in places
like Norway or Sweden, the winter is very
harsh, and food is very difficult to produce.
People are very clear about the value of
things and how you produce them, and the
effort of doing so. Of course, now they can
go to the supermarket, and probably they
don't sell fallen grapes anymore, but this was
unforgettable for me. They have kept this
capacity to be attached to nature or, better,
to the whole environment they are part of.
Everyone | know has been building his own
summer cabin. Someone has built a boat.
They always have a “directness” with the
material world. | think in Italy, specially in ur-
ban areas, there is a great distance between
people and their environment. The more
you are urbanised, the more you have this

[Y] Replace one.

[G] Maybe we replace the middle
one which is this strategic and spatial. Keep
the drawing and the beauty. Contact with re-
ality is about visiting places. We should stop
looking at images in Google and say, “we
have to make at least one trip every semes-
ter to visit these places, which can be on the
other side of the world or the next corner.”
Select some places that you know that they
have architectural/environmental quality. | go
to SantAmbrogio because SantAmbrogio
has quality. It's not enough that | read about

Norway for the very first time, we were living
in a mountain school. In the village, there was
only one place to buy fruits. It was summer-
time, and they were selling grapes.

detachment. In the Nordic countries, social
housing from the 50s, the 60s and the 70s
don't have elevators. Of course, the elevator
is a good infrastructure because if you are
sick, you can take it. But it also makes you
sick. The less you use your body, the more
you lose the muscles. Maybe the effort to
climb this staircase is something painful and
demanding, but it is also what keeps you
alive and healthy. Why use the elevator that is
for sure very comfortable but kills your ability
to respond? | think it is the moment that we
should be aware of when to accomplish or
when to refuse. The opportunity should not
always be taken: There is an elevator, but |
climb. I totally agree that we live more and
more in a consumeristic environment. You
live to consume because now we believe
that if we don’t consume, we won't be able

to survive. But maybe we survive only if we
stop consuming! This connection with reality
brings me to the fourth must that | forgot to
say before, or maybe we can...

it.  have to visit it. | have to make the spatial
experience of it that is something activating
all senses at the same time. So this is a must.
This is a must because this experience of
architectural places and spaces is probably
the only thing from which you can learn how
to do architectural places. If you miss this
point, then you start to build abstract images.
Your outcome is not anymore related to

the real experience of space but to images.
You are transforming images into objects,
having the illusion that they will look like the

image you saw. You don't even have the will
to imagine how this would be experienced
because you imagine people taking pictures
of it. This centrality of the physical, personal,
bold experience of architecture or environ-
ment is really a must. | understood that this
bold experience of architecture had been
fundamental in my own education, but | com-
pletely removed it from my conscious under-
standing while now, reflecting back, | can see
the power of those experiences. Sometimes
there are things that you learn so naturally
that you don't understand what you are
learning, and they are so important; there-
fore, you are unable to tell others. | discov-
ered it again by meeting colleagues teaching
urban policy. They work very much with
ethnography, and they do a lot of fieldwork.
We have been teaching together for the

last six years. And one day, | thought, “Well,
this actually is what | was doing during my
education and also during my research on
Nordic architecture.” Of course, this experi-
ence alone is not enough. You have to reflect
onit. There is a famous Italian poet called
Petrarca. He is from the 13th century and is
probably one of the first to write in the Italian
language as we know it today. He has written
beautiful poems, and there is a famous one
called “ll Ventoso”. It's a kind of short story
that tells about his trip up to a mountain

where it was very windy, and his return back
home. | discussed this with an art historian
many years ago, and he said, “You know,

he was not the only one going to the moun-
tain and experiencing it, that already was
something special, but he was the first one
reflecting on it and telling the others what he
experienced. This makes the difference.” So,
we have to reflect on what we experience.
You take a note, write something, sketch a
drawing, take a picture, etc. This system of
recording and sharing is needed and must
be embedded in the experience. We could
say that the event is visiting something, and
the experience is the reflection of the event.
As aresult, we become aware of the expe-
rience we did. For example, the first time |
visited St Petri church in Klippan, Sweden
by Sigurd Lewrentz, it took a long time to un-
derstand that | was in a silent dark room and
that it took time (short and long at the same
time) before | started to see the space while
| was able to hear the water drop from the
baptist fountain. Something almost impossi-
ble to hear, and that disappeared as soon as
| started to see the space of the church. This
was a great and unforgettable experience.
This is a must. If | simply go to a place and
then go away without any further reflection,
maybe | even forget that | was there.

[T] This reminds me a quote from Ettrore Sottsass. It says, “Ognuno avrebbe dovuto
fare solo una cosa: Raccontare la sua vita e scrivere diariimmensi.” !

[G] | didn't know this. Beautiful. So these are the three things. | have to remember
them because | may tell my students the next day | meet.

1 The only thing one should have done is to tell one’s life and write a lot of diaries.
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[T] Tell us one of your worst experiences in teaching.

[G] It happened last semester

and was somehow surprising. As you have
said, there are a lot of rumours about my

bad temperament and so on, but | think |
became much more patient due to my age.
When you become older, you don't have all
these hormones going around. | also have

to thank Sabina, my partner. She has a very
calm approach; she cannot handle quick or
stressful conversations, and if | rise my voice
too much, she would say, ‘| cannot talk with
you if you are so angry.” So | really learned

to control my temperament. It was the worst
because at the very end the work was of
average quality, even though we were unable
to really build the classroom atmosphere.
Students were very frustrated because |
was—as they said—imposing a way to draw
since | suggested the kind of representation
we have been fine-tuning during the last sev-
en years of studio teaching. | asked to add
texture to the materials and people moving
around, and | was very concerned about how

[T] Master students?

[G] Second-semester master
students. They were very much complaining
at every stage. The program was not clear
to them and we have been unable to help
them to understand what we were doing.
We had an ethnographic approach, but they
could not understand why ethnography was
useful for the design. Every supplementary
information was not enough. Of course, still
today | don’t have a clear clue about why
this happened, but | think it could be missing
the necessary trust in the teacher/teach-
ing. This has alot to do with how students
understand being in the school, and about
their own place in the world. If a student
chooses a studio and the corresponding
professor, somehow you have to trust that
there is a certain goal behind whatever the
professor asks. Maybe it's not what you are
used to doing, but you should have the will to
learn something that you didn’t know before.

to draw windows. All these details on how
to represent architecture are due to along
process of understanding which is the best
way to make the drawings express different
meanings and communication goals. On one
hand, they were unable to make clear use

of the scale they were using for giving every
drawing a specific meaning, and allowing it
to have a specific goal. You have to draw ac-
cordingly to the meaning you want to assign
to your drawing. It is also about the scale
and what you want to communicate. You can
do, for instance, a very large drawing—like
1:20—and you don't draw anything about
the wall stratigraphy because you want to
tell about the floor, the tiles, the furniture, the
usages of the space, etc. For them, this was
very difficult to understand. Actually, | don't
think they really understood even at the end
of the semester. For them, there was a fixed
and simplified relationship between specif-
ic scale drawings and what these should
express and communicate.

If you only want to repeat paths already
known, what should a new course teach?
It's not an exercise concerning the function
(architecture is always beyond function; it
is about space, structure, materials, people,
and behaviours) —yesterday | might have
drawn a school and tomorrow in another
course | draw a hospital—but the process
to reach the final program answer (the
project); Each course has a different pro-
cess and it has its own way of thinking. For
instance, we decided to do something that
| think was very beautiful, but it came out as
a catastrophe. The exercise was to choose
a fragment of your project that has a strong
spatial character and make it into a large
maquette, let’'s say 1:20. You do the maquette
with whatever material, but then you print
the texture of the materials you used on
paper selected according to the material
colour. You print using a plotter since it has

a better quality in texture. When you have

all the surfaces of your spaces, you glue
them in your rough-maquette construction,
which acts almost as scaffolding. It is like
building a scenography and then covering

it with images related to the materiality of
the space you want to represent. When
everything is mounted, you take pictures

of its empty spaces, as pure architecture
(the one before use), since it is the inhab-
itant that decides the destination of every
single space of his house: it could be used
as an entrance or aliving room, etc. With
these atmospheric pictures, you catch the
quality of that space. Its unique expression
is independent of any future use. Or, better,
that it will influence any future use since it
will give it a specific atmospheric quality. The
next step was to transform the picture into a
wire-frame drawing, like Tessenow’s per-
spective drawings, as the base-drawing for
starting imagining its possible usages. Each
student was totally free to imagine for which
activities that space could have been used.
Following this approach, you could make for
each space an investigation on the quality
of both its spatiality (via the picture of the
magquette) and its possible usages (via per-
spective drawings). Unfortunately, everyone
was protesting on this. They were unable to
understand the aim of the instruction, and
probably we have been unable to explainitin
a convincing way and were claiming for more
freedom. They said this was a too strong
limitation to their free expression. Of course,
| have responsibility of this failure. | haven't
been able to make them understand this
limitation as something good. But there was
also another thing very upsetting. | arranged
lecture series. Every week, two guests, one
international and one Italian. The interna-
tional guest was online and the Italian was in

[T] Was it also an architectural studio?

[G] It was an architectural studio
without the goal to do design. We decided 6
or 7 years ago to have a studio whose main
goal was not to design but to understand

the classroom. The lecture series' title was
“This is Architecture”, to exactly underline
the independent quality of architecture from
its function to gain direct contact with its us-
ages, meant as a sort of Affordances of the
space. To arrange this program, | had to split
the studio into two days, and focus all the
tutorials on Tuesdays and all the lectures on
Wednesdays. The total amount of working
hours was the same as all the other studios
but ours was arranged on two days. The lec-
ture sessions were in the morning, from 9 to
12. Most of them were coming late and many
also were leaving the class earlier. 50% did
not attend the class. We are talking about
first-class international renowned architects
that | knew personally, and that | could ask

to join without paying any fee. Some of them,
liked so much the theme of the lecture series
so they came to Milan even though we could
not refund their expenses. Nevertheless,
many students didn't show up. | mean, this is
not about me asking about how to represent.
This is about architecture, and the need

to respect people and their craft. | found
many of these students really immature,
childish and most of all arrogant. They were
so ignorant that they could not understand
they were ignorant. Very sad. In fact, | had
two studios last year. The other one was for
undergraduates. I've been running this pro-
gram for the last 7 years. It has been always
very successful. In one year, | think we only
gave 30 and 30 with honour because stu-
dents were very reactive and we built really
acommunity. Last year, | think the result was
very nice, but the behaviour of the students
was strange. In this program, we always have
invested a lot of energy in fieldwork and site
visits, spending time on site to make direct
and bodily charged observations.

“people, places, and practices” in the area.
One might eventually also do a project. So
it's about learning how to observe and un-
derstand the context in a very empathic way.
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It's very much about fieldwork observations,
reports and post-production reflections. No
design or sometimes the design is a simple
sentence, a vision for the future. To activate
amulti-layered understanding of a place, we
have also used TV-programmes or movies.
If you study, let’s say a neighbourhood built
in the 60s for the working class, then you
can look for movies in which the setting is
taking place in a similar neighbourhood. So
you get into the atmosphere of that time and
you can compare it with what you see now.
This year, the class was very small, maybe
20 or 25 students. They did quite a good
job, but I don’t think they were as good as
some of my colleagues claimed. They were
coming to the class just for the tutorials and
then as soon as they had done their session,
they were leaving. The studio was quite like
a supermarket, where you go and buy what
you need, than a community of practice
where you want to learn from each other.
This was crazy. This is not the school where
| want to teach. | don't want to be in a class

[Y] Could it be related to the pandemic?

[G] For the undergraduates, we
were discussing very much the effect of the
pandemic on their behaviours. They only
had classes during the pandemic; it could
be difficult for them to switch back to the
old way since they missed experiences of
in-presence teaching. But for the architec-
tural lecture series arranged for the students
attending the master, despite students
arriving an hour late, leaving an hour early
or not showing up at all, | even had to teach
them how to make a question. They never
addressed the speakers with a “thank you”
or any other similar phrasing, and typically
they would immediately present their ques-
tion, without any basic education on social
behaviour. This is amazing if you think that
these were master students. So, when [ fin-
ished last semester, | was really depressed.
Even though | had goodwill and a lot of good
intentions, my words were not reaching my
audiences. | thought, “OK, maybe my time

where a student is arriving at 11, completes
his tutorials and then leaves at 12. This is
simply horrible and might be caused by
online teaching when students were show-
ing up only at a specific time. For me, this is
not a school. | don't know why. Maybe my
colleague was very helpful and supportive,
but accepting everything. In previous years,
every Friday morning, we always had this
so-called Instant Exhibition during which
everyone displayed the work being done
during the week before. The first hour of the
studio was spent on everyone looking at
the work of everyone else, afterwards, we
commented on the work in a collective way.
This was the routine before starting the day.
Last year was most likely a pop-up shop.
Allin all, it was not a good year
in terms of teaching experiences even, as a
paradox, many of the ideas and reflections
nourishing both studios have produced quite
big research outcomes, in terms of papers,
conferences, etc. This is very strange!

is over, the generation is changed, and I'm
disconnected from reality.” | even imagined
stopping running design studios to work in
other contexts with more gratification. Why
should | invest my energy in people who

are not really able to understand what and
how much they are receiving, and focus on
other marginal things? Fortunately, | started
this new semester in a completely different
mood. | had a good holiday, and also the
response from students has been encourag-
ing. | am the complementary professor, and
the main professor had not been appointed
yet when we had to present the program of
the studio. Since | am the oldest professor
in Italy teaching interiors, | was asked to do
a general welcoming speech for starting the
semester of the interiors studio. | decided

to do a general speech about interiors for
all the studios and to use it also as a general
framing of the studio | would be part of. When
the semester started, we asked students to
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rate studios according to their willingness of
participating. | thought that our studio would
be the last choice of all students because it
was a studio without a program and without
the main professor being appointed. The
result of our little statistic was that 70% of
students rated our studio as the third choice.
Given the fact that there are two famous

ones whom everyone was choosing, this
was unexpected. | asked them why and they
told me they liked very much my introduc-
tion. They thought if the introduction was so
good, maybe the course would be good too.
As a consequence, | thought some messag-
es had passed through and | am not as bad
as | thought during the previous four months.

[T] Have you discovered any collective changes from when you started teaching to
now?
[G] I think everything is much quick- in the international ranking, drops. The sys-

er. We are all forced to be quick. This is the
first big change. Back at my time, when | was
a student, we had a lot of time. As | told you, it
took me two years more to finish my studies
because | wanted to work at my speed and
deepen studios and courses | liked more.
Now, everyone is only obsessed with finish-
ing in 5 years. You want to be quick and you
are supposed to be delivering very quickly.
But none is really interested very much in
learning. For instance you could say, “Yeah, |
could finish this course in June, but | will take
my time because | want to make a bigger
maquette.” | don't see any passion like this.
And also, the teaching system, the school,

is very much based on performances and
speed. You are good if you're quick. The
school is judged by how many students are
finishing in time. If your school has 30% of
the students finishing a year later, the school,

tem doesn't like friction and detour. There

is the need to deliver information and you
have 60 hours for teaching; students have
50 hours for doing their work, altogether is
110 hours and then there is the next course.
Every time there is a friction in the system, it
means that there is something wrong: you,
and the school, are not so good in delivery
if the student is not able in his/her 50 hours
to finish the work and learn what the course
should teach. | think this is really bad. Of
course, it is good to have a rhythm, and to
know that there are deadlines and that you
have to deliver something in a specific time
frame. This is also a working experience. But
to have the freedom to decide the speed at
which you want to go is something com-
pletely lost. We, students and teachers, are
massified.

[T] Is it a gradual change or there were some sensible turning points?

[G] You almost don't feel it. You can-
not say when did the speed and the massifi-
cation happen. There is also a second very
important change in the education system:
we could say students have become ex-
tremely technically skilled. They know how
to use alot of softwares. They can manage a
lot of complexity in dealing with the draw-
ings. But sometimes they get lost about what
to do with all this knowledge. Sometimes the
ability of using a software is not related to the
ability of spatially critical thinking which al-
lows you to achieve something really unique

in terms of design. It's very much related with
being able to do beautiful renderings or to
control the industry-driven technical details.
This phenomena is particularly strongin
some geographic areas. If you look at the
schools in the Middle East, you may find they
can do amazing drawings but are unable to
draw a plan of the house. They could make a
picture-like rendering of a space even if they
know nothing about it. You spend a lot of
time learning skills which you know can help
to get ajob. But, | don't know if you will turn
into an architect, if you find a job as a BIM-
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skilled drawing person. | have a colleague in
Ghent, at the KU Leuven school of Architec-
ture, where they only draw by hand. Both in
the studio and in the thesis cluster, they only
use pencil drawing. They are able to devel-
op a master diploma in 6 months without
computer! Although the rhythmis slow, it
seems that they learn more. It's very hard

to introduce this slow technique into such

a quick rhythm at Politecnico. Here, they
invest alot infilling the digital gap with other
schools in Europe. There are a lot of courses
under the umbrella of Digital Skills, and none
related to the craft of hand-drawing. You can
choose Grasshopper, Rhino or other similar
softwares. Before the pandemic, when | was
program coordinator, Politecnico launched
a support programme under the umbrella of
“Innovation in Didactic and in Pedagogies”.
The innovation was, | can say, only interpret-
ed as the wish to introduce digital tools into
the teaching. There was already the idea to
have online teaching, Flipped or Blended
Classroom: | give you a book to read and

instead of doing a lecture. l invite students to
make questions and we discuss (this system
was very used already in many classes in
the architecture education and not so much
in the education for engineers). Next step
was to introduce the Digital Skills teaching
modules for learning how to use softwares.
Maybe, today the innovation is to say to
students “let’s draw with a pencil”, “let's make
amaquette in the wood workshop”, “let's do
acourse that is only about visiting architec-
ture and making a small guidebook of five
architectures and you work one month on
one building”. It seems that we are going
back, but there is no awareness about what
we are losing. Generally speaking, | feel that
we are losing the contact with reality. The
reality of experiencing architecture, that is
people, places, practices, with our body. And
to reflect back on them. We should all fight to
bring back the roots of architecture expe-
rience into the education of architectural
design.

[T] What was their reaction to your idea?

[G] It was not taken in consider-
ation at all. Two years ago, | proposed a
new elective course. The goal was to visit
some relevant architecture places with
maximum 50 students. To have one tour to
one architecture every month. And to involve
professors with different background (like
building technology, urban design, etc.), so
to produce a thorough understanding of
every place we would have visited, and its
context. The answer to my proposal was
akind of indirect killing, they said “No, this

[T] What's the risk?

[G] There were problems in how
to manage the system. The rule is that
elective courses are only semester based.
Then they offered me the possibility to do
it as a workshop outside the program, and
| said no because for me this programme
has to be in the program. It is important to

elective cannot be activated because an
elective cannot last for one year but only for
one semester.” They were not discussing
the educational content but only brought up
a lot of administrative problems. Maybe, they
understood the beauty of the proposal, but
somehow they were not ready to say “Yeah,
let’s take risk. We find a way to do it because
it's so beautiful and good for our students
that we have to find a solution to overcome
the constrain of the system.”

show that there is something special and
unique that we believe in, and we care for it.
If you activate the elective as a workshop, it
get lost in the many workshops the school
offers, and as a teacher | also don't get my
time recognised as real teaching time, it
would be turned in a sort of volunteer work.
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The whole idea behind the course would be
weaken to such a degree that it makes no

sense torunit.

[T] So you as a professor are not completely free to choose what you want to teach.

[G] Not totally. You are free on a
certain level. If the system says that the
elective is four credits and last for one
semester, you cannot do it in one year

or you can do it illegally. | could say, “OK,
let’s do it in one semester but then no one
can take the exam at the first date but the
second one which is scheduled in the next
semester.” There are many shortcuts to
solve the problem, but | think taking them
would weaken the idea. The idea was that

a school, the Politecnico di Milano, could
believe that site visits on architecture once
amonth for a year is something really de-
serving. One month for visiting, one month
for working on critical reflection, and in 12
months, we would have visited 6 architec-
tures in Europe. | think it would have been
very emblematic. A landmark in interpreting
the teaching of architecture. Politecnico di
Milano could show its position as a school
of architecture.

[T] But you can still do three architectures in one semester.

[G] Students have alot of pres-
sure on delivering let’s say the compulsory
courses. | don't want to start a conflict. On a
year long, you can adapt. You fix a date for,
let’s say, the trip and then maybe you meet

every second week for half a day to check
what is going on and plan next meeting. It's
along process. | want to escape this idea of
being quick.

[T] Aren’t you already the head of the master’s program or something?

[G] Not anymore. In 2020, | fin-
ished the job. Now | am back in my normal
position. | did it for six years, and this is the
max. It was very energy consuming, and |
also had a lot of pain doing it, so | needed
a sabbatical to recover. But | think | did, as
Giacomo said, a lot of good things. | think

| did a lot for the international program,
making our school more international. |

[T] Did you invite Sejima?

[G] No, Sejima was invited by the
rector. She is now a permanent professor
at POLIMI. But she teaches only in work-
shop modules because she’s in Japan. | did
much more humble things at the level of
my study program, curating whom to invite,
and yeah, | think we created a lot of good
inputs from outside to the program. It was
a good push for the students. Also, | did
something else in the study program but
it's a kind of unfinished work, and it should

brought in a lot of visiting professors, and |
used the MIAW workshop for this purpose.
In the meantime, | also invented another
international studio module called MInDS,
Milanese International Design Studio. The
difference with MIAW is that MInDS last
three weeks and it should be compared
with a full semester design studio.

be further tuned, but you have to fight with
colleagues. | don't think, for instance, that
it makes sense to have a studio in building
technology. Building technology should be
an integral part of an architectural design
studio. It's not possible that you do some-
thing beautiful in one course and in another,
you design something buildable (as if it is
possible to design something unbuildable).
This is crazy. It gives a wrong message to
students.
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[T] This separation has been happening already since we were students.

[G] This is a Milanese problem.

[T] Not an international problem?

[G] No, no.

[T] So, where in Europe do you think is a good place to learn architecture?

[G] ETH in Zurich is an excellent school. Also, TU Delft.

[T] They have better systems?

[G] | think so. There is a crucial how the money is spread around. If lamin a

point. In Italy, not only here at Politecnico,
we must always confront teaching archi-
tecture with teaching engineering. The two
are very different. In engineering, they don’'t
have studio-based courses. So they cannot
understand why you cannot teach in front
of 150 students as they do. For them, to
have a class of 50 is already a gift. This is
about money and time. So, if | am a teacher
in engineering and | have 150 students, let's
imagine that | get €1500 per class. This is

class of architecture and | complain that we
cannot make it 150, then they say OK, you
three can collectively do a class of 150 and
you get paid €500 each. By letting people
split, the resources are cut. This strangles
the system. In reality, if you are a contract
professor, you get €600 per ECTS, which
means €3600 for a semester, before tax.
Then you have to take the 40% off, because
of tax.

[T] That's not a lot.

[G] No, that’s nothing.

[Y] It means that you cannot survive by only teaching.

[G] Maybe you don't live as I doin choose the professors very carefully and

front of the school and then you have to pay
for the transport. You have to pay for the
food. At the very end, you are teaching for
the glory of Politecnico. Once | was arguing
with a colleague, and | was told, “Yeah, but
this is the Politecnico, so you should be
happy to work here”. So, if | go to teach at
ETH, maybe | pay ETH because it's such a
great school that | pay them to teach there...
Eheheh. If | go to Harvard, | will pay even
more. This is a very slippery argument. It's

a crazy way to think, in the sense that the
school’s reputation decides that you can be
paid very little. | think in other countries the
situation is the opposite. Excellent schools

pay them alot. Of course, we could have
fewer students, but then we get less money
and the school shrinks. Having a lot of stu-
dents is good for asking for money from the
ministry and so on. It's a perverse combina-
tion. And there is another thing that made
me feel it doesn’'t work. If people are paid so
little, it means that they are doing the job for
other purposes. You do it because then you
can claim you are from Politecnico. More-
over, maybe you can do it because you have
a very healthy financial condition. If you are
from a rich family and you can say, “Yeah,

| spent two days at Politecnico teaching.”
But if you are a desperate practitioner
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running your business, you cannot afford

to spend so many hours in Politecnico for
so little money. | think contract professors
should go on strike, asking to be paid the
same as the average hourly fee of a practi-
tioner. This is the first, and then we should
amend the credit system. As you may know,
we are paid by credits. If | have a 12 credits

studio and | am responsible of 6, | am paid
by 6. But in reality, | am responsible for 12. 1
don't say, “OK, | am leaving because there
is the other professor.” | want to be there.

| want to tutor the students. Now there is
the election for the new rector, and | would
like to find the strength to write to the three
candidates about this topic.

[T] So, in this case, it is the rector but not the ministry deciding what to do.

[G] I think so. The rector gets some money and decides how to invest. Politecnico is
arich school.

[T] Where does the money go?

[G] Building new buildings, and student housing that they rent for €600 per room. |

mean, this is like...

[T] Still 6007

[G] Stilll? 600 is not...

[Y] But we are having this crazy inflation, you know.

[T] Say a Chinese student wants to study architecture in Europe, would you suggest

him or her to come to Politecnico?

[G] I think for someone coming from so far away, | would suggest a small, medium
size school. For instance, KU Leuven in Ghent and Brussels are excellent choices.

[T] KU Leuven is a small school?

[G] No, KU Leuven is a huge univer-
sity running two programs in architecture,
one in Brussels and one in Ghent. The
program doesn’'t have so many students.
I've been there as an external crit. The class
had like 12 or 15 students (and this is the
average of many other schools in Europe).

So you can get a very deep conversation
with your professors. It is the same is in
Delft and at ETH. Even if they are massive
schools, they manage to cut down cours-
es into such small modules. In these big
schools, you work as it would be in a small
school (for instance AHO in Oslo).

[T] They have fewer students, or do they have more studios?

[G] They have more studios. They
invest the money, | think, in professors
doing more teaching or hiring more profes-
sors. So | would look for small schools or
these famous places like ETH, where you
know things can’t go wrong. Or, you can

consider Portugal, also Spain. They have
relatively low living expenses, so it's very
easy to survive. The schools are excellent
though they are not ranked as super good.
Because they don't have international
professors, super facilities and so on,
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they never climbed the ranking. But they
are excellent schools. The International
school ranking is also a bit of a tricky tool to
understand. It's again about performances,
like how many square meters per student,

how many infrastructures, etc... Once, |
have been visiting professor at the school
of design in Eindhoven (DAE). | think it was,
and maybe is still one of the best schools of
designin the world.

[T] The head of the school is two Italians.

[G] Yeah, Forma Fantasma. | actual-
ly knew the previous director of one of the
sections that was called... maybe reflective
design? Anyway, the school had the best
professors on the market, and they were
also able to select very clever students.

So | was in an atmosphere with everyone
wanting to learn and do their best. This pro-
duces an excellent school. Having 50 m? or
more to make your maquette doesn't make
you a better student. DAE is in a rented
industrial building. It was a little bit renovat-
ed, and some spaces were a bit disorgan-
ised. Two students had to share a100x200
cm table to work. There was nothing that
impressed me like when | went to the ETH
campus and felt | was part of an enterprise
of knowledge. But nevertheless, they were
the best, and they still are among the best.
We should invest more in this kind of quality
instead of running after the ranking, that is
to look for excellent teachers and motivat-
ed students. They are the ones who make
the school. On the opposite, at Politecnico
and in many other schools in Europe (and
around the globe), many times strategic de-

cisions are taken to improve the position in
the ranking without paying attention to real
crucial factors in teaching environments.
Ah, let’s take Sejima. Why we enrolled
Sejima, that is teaching only in intensive
courses? Of course, it’s very good that she
comes to the workshop courses, | think,
twice a year. Does she need to be a perma-
nent professor for this? | don't think so. But
Politecnico wanted to have her as a per-
manent staff, because this would raise the
ranking. We have now at Politecnico three
Pritzker Prize professors. Souto de Moura
in Mantova Campus. Sejima in Leonardo
Campus, and now the third, starting from
this year, Alejandro Aravena, also teaching
in Leonardo. Aravena seems to want to
really make POLIMI one of his research
hubs. He will be here as well as people from
his office. He has an office in Santiago, the
other one in New York and let’s imagine the
third one at POLIMI producing for instance,
sustainable solutions for architecture in the
global south. Actually, this is a very interest-
ing project.

[T] How do you convert a Pritzker prize professor into credits for climbing the ranking?

[G] Mendrisio was maybe one of
the first schools that started to select bril-
liant practitioners around the world, paying
a lot of money to let them teach in Ticino.
Many years later, regardless of having

already been a great school, ETH started
to do the same. Now they have an interna-
tional teaching group, all foreigners, a lot of
international stars.
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[T] You have a deep understanding of different cultures. You also bring people having
an international background to Politecnico. But sometimes architecture, like what
Norberg-schulz described, is about locality, place and orientation. So how do
you compare architects who have an international background and architects
who stay in one place and know everything about their place and build locally, like

Peter Zumthor?

[G] Let me firstly say Zumthor

has also worked outside Switzerland
(e.g.in Koln and Norway). | think being a
local architect doesn't mean that you can
grasp the local quality. | can be a very bad
local architect. In fact, we could say a lot

of horrible houses in the Brianza area are
done by local architects that live there.
Being from the place doesn't mean that you
are nourished by the quality of the place
and that you know how to intervene. Many
years ago, | wrote about Glenn Murcutt, an
Australian architect. His idea about doing
architecture is that you can learn from
other people and from other places. If the
international colleague has a skill other than
a design solution, this skill can help him/her
understand the locality differently from the
local architect. People in the city can learn
about how to behave in nature from people
living very far from the city, like Pasturese. |
learned a lot about respect for nature from
Nordic countries. So you can bring some-
thing good from other specific contexts
which you think might work very well also
here. This sensibility is without boundaries.
It's not a question of border or nationality.
Back to Nordic countries, you see how
they are so respectful of nature and how
they have the experience of being in nature
every day. Then you can bring it in your own
context. You start to treat your own context
with the same respect. Something you
learn from a faraway place can be adapted,
not transferred as an object but adapted

[T] Sum of parts.

[G] Sometimes there are very

clever people doing things in a very craft-
ed way without being consciously aware
of it. But they know what to do, and every

to your context. This is why we can learn
from every opportunity on the global level. |
think we, as architects, are also very trained
in doing so. We look at the past, visiting
Michelangelo or Brunelleschi, etc. You must
be keen to understand and appropriate

the good things of other cultures. Being

an expert and knowing everything about

a specific place doesn't mean that you

can do a good project there. Because the
design process is a creative process, not an
algorithm, otherwise there would be soft-
wares in which | can put all the ingredients,
and get the result. At the opposite, there is
a black room that is our brain and sensibility
where all these inputs are used to create
something new. Even | don’t know if it is
really necessary to be consciously aware
of the place; maybe someone coming from
another place has an unconscious under-
standing of the locality and can respond
with a very good design, and you cannot
explain how. You have to accept that there
are things that we cannot explain, and we
should tell students that design, the real
one, not in the sense of the performances,
is something not fully explicable by words.
You can experience it. You can produce it.
But you are not able to explain the process.
It's very similar to an artist’s doing, like paint-
ing. We can tell what happens, but all these
words really don't explain how it came like

it is. When we explain a project, we can
explain a constellation of things to describe
it by approximation.

day they do it better. Maybe the farmer
that is preparing his soil knows that he has
to move the soil in a certain way to bring
oxygen to the roots, and maybe every time
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he improves a little bit. It's not about the one
who sits and contemplates knowledge as a
historian or a geographer. A cultural ge-
ographer who can explain everything very
well may not be able to produce something
that could fit in the very context that he is
explaining. Maybe the farmer can't really
explain anything about what he does but
knows how to do it. There is a so-called
tacit knowledge in every practice-based
activity. The reflection is not done by words
but by transforming reality. Our profession
is on the edge between this craft and, let's
say, a critical elaboration on what you do,
that builds a discourse, so there is both
consciousness and unconsciousness. We
now work very much on this consciousness
part. Everything has to be explained, as

we say, “to defend your project”. Some-
times | think maybe a project should not be

described. Maybe your description puts
things that are not there. The project should
speak for itself. Maybe | only ask questions.
You might have done very well, but you are
not aware. Since | asked a question about

it, you start to reflect on why you did do so.
This kind of consciousness process is good
because next time, you will know a little

bit more about who you are and how you
work. So, maybe a project should not be
presented. The risk is that communicating
the project becomes more important than
the project. It's a technigue, and maybe it's a
good skill for selling things, but maybe it has
nothing to do with doing architecture. Like
what we discussed before about meaning-
ful space. You do something that's mean-
ingful, not useful. Then it can be used, and
there’s a function and maybe the function
changes, but the meaning remains.

[Y] It seems that in POLIMI, the teaching system is not really supporting what should
be happening in a learning environment. In opposite, it kind of suppresses the
real human interactions. We created a system to help people meet and learn
from each other, but now it’s like everybody is just taking the job, playing the role,
and serving this giant machine to keep it going. This feels like upside down. So |
wonder in your mind, what would an ideal school look like?

[T] And do you think there’s any way you can change it?
[Y] Or you can change a place to teach.
[T] These three are the same question. Your ideal school, why not move to a better

place and is there any way to change the existing one.

[G] Honestly, | don't feel that | can
change much. More and more, | understand
my colleagues who do their own studio as
living on an island. Maybe it's perfect. | don't
know. What | can do is to do my studio as
best as | can, and thisis it. 'm more and
more, let’s say, in this line. I've been involved
in managing the school with the wish to
have a big impact on this system. But now

| don’'t know. | still do things to improve the
quality of the school. Although | said | don't
want to work, my design personality always
wants to deliver a possibly better alterna-
tive to what is around. For instance, we have

once a month a very boring meeting with all
the colleagues in my department. You have
to be there. It is compulsory. The democrat-
ic process requires that you listen for hours
about a lot of things that you cannot really
interact with. But they require you to say
yes, and you must do it. It's really horrible.
And | said, “Yeah, but we could make this
meeting funnier.” So | proposed to have
something called “Dopoconsiglio” or After
Work. Since we hardly meet and we always
say, “what are you doing?”, “we never have
the time to talk”. Therefore, | proposed, why
don't we, after the punishment, spend a
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little bit of time together? So | became the
curator of Dopoconsiglio, an event where
several colleagues bring maybe a book or
posters about something they are involved.
They don't have to deliver a speech. It’s like
going to an exhibition, a group of people
mingling around, drinking coffee and eating
a cake, and at the same time exchanging
ideas and comments. It has been a success
so far. We have to find a way to make this

[T] Is this event among professors?

[G] Among professors and also
people from the administration. Now we are
thinking of inviting PhD students as well.
For what concerns my ideal
school, | would go back to what | said before
about DAE, a place where you have very
motivated professors and students. It's not
about the place or the facilities you have.
It's about people. If you have a critical mass
of good professors and students, then you
have a great school. By understanding this,

sustainable, don't we? Later on, | think this
event changed my attitude. Now | go to

the department meeting because | think of
After Work, which turns the real thing small:
“Ah, we also have to do this boring stuff”.
After Work has become the real goal of the
meeting, so this is an example showing that
the design personality and skills are always
there, whatever you do.

you can invent your facility and transform
your space. Let’s say the school closes at

7 pm, in my “ideal school” none complains
about it or none would think the school
should deliver this service and treat you like
a client. You, the student, are proactive, say-
ing, “OK, the school closes because people
have to go home, but since itis our need to
work, we gather in the street, or in a squat,
orinapub, etc. and we work.” This kind of
intensity you should find in my ideal school.

[T] In this way, do we still need a school?

[G] Yes, the school is the attractor.
It is where students and professors meet
and exchange ideas, and produce culture

and artefacts. Without a school, activities
would be very spreading.

[T] I mean if it's just a group of people, then why do you need an organised
institution?
[G] Because it delivers diplomas. is there, it's an ideal place to be and to

You need school because there are some
administrative elements that you need.
Back to the ideal school, when Michele De
Lucchi and Ettore Sottsass started Domus
Academy, it was so powerful. They were
motivated guys who had very open minds
and founded a very innovative school. Then
it was bought by Americans and trans-
formed into a massive speculative school. |
think the crucial word is community. Where
you have this feeling that the community

belong. If | think of my colleagues in Ghent
whom | love very much, | feel they have it. |
have never been teaching at AA in London,
but limagine it has this kind of community
feeling: a feeling of belonging. A belonging
for something that is there and at the same
time you contribute to building with your
presence. In Politecnico, for me, this feeling
is missing or it is not strong enough. | would
ask for more.
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[T] Why you don't leave then?

[G] Maybe | don’t have the energy
anymore to do this big shift. Or maybe I'm
not interested in passively melting in some-
thing. | am more interested in transformation,
even though | don't want to put all my energy
intoit. | would like to build the community

of people that are able to make all needed
transformations. This is a long process. May-
be in 20 years, Politecnico can be a better
place where to teach. Nonetheless, | think
Politecnico is a perfect place for a professor
to doresearch, there are a lot of facilities and
supports from the staff, and a lot of oppor-

[yl Marginal.

[G] Yes, completely marginal. This
is very much true in engineering. For archi-
tecture, the business is to design buildings.
But the school of architecture cannot deliver
designs for it is not a private enterprise. So
what do you do? You invest a lot in research
and in producing knowledge. You make

tunities to apply for grants. In these terms, it
is really an incredible platform. And it's also
producing a lot of knowledge. But | think
they need to understand that teaching is the
main aspect of a school. Sometimes, | feel
that teaching exists because it allows you to
have a research enterprise. Politecnico has
an infrastructure that delivers professional
consultancy on many levels, so it’s like a
business, a company. You cannot have a
university without students. So the students
and the teaching are...

books and applications. You run research
grants. You grow your level as a scholar.

But none is asking how you teach, what you
teach, how good your students are, how
many of your students became successful
in your career, etc. These could all be a good
evaluation for a professor.

[T] But how to evaluate? How to quantify? The annual income of your students?

[G] Yes, they do this monitoring.
When you get the first job, they ask how
much you gain, but they don't ask what
kind of job you do. Maybe | got a job after 6
months, but maybe it was driving the bus.
How much do we know about previous
students? What have they achieved as
practitioners? This would be the elements
for evaluating a school because the main

goal of a school is to deliver practitioners
working in the private or public sector. | think
then you can be a genius in producing a lot
of knowledge, but it's secondary. Mendrisio
doesn't produce any knowledge in terms of
science because they invest only in teach-
ing. Itis only a school. ETH and TU Delft, for
instance, produce both knowledge and good
students. Something else to learn from them.

[Y] Ah, they don't do research in Mendrisio.

[G] They do a very small research
on their own archive. They have money.
They buy archives of good architects
especially from Italy because they have
money to invest while we don't. They have
the Zanuso archive, Vigano also. Both were
almost illegally bought because you cannot
buy something that is heritage. But if it is not
legally labelled “as heritage”, you can buy it. If

you are a good architect and you have your
own archive, you sell your archive before you
die. Typically, either to Canada, at CCA, or
Mendrisio. You create a monumental heri-
tage from nothing. You create your legacy
by saying you have your own archive packed
with the works of important architects (at
CCA, you can find the work of Alvaro Siza,
Umberto Riva, to mention a few). But why

269

should someone from Europe go to Mon-
treal to look at the drawings of an European

architect? This is crazy.

[Y] What's the relationship between your teaching activity and your research? |
guess it should be different from the university’s situation.

[T] Do you teach what you research, or do you research what you teach?

[G] It's a nice interesting question.
| think for the first time in the last couple of
years, | decided to teach what | research or
toresearch what | teach. It is symmetrical.
Before, my research had never really had
anything to do with my teaching. Because
my issue in teaching was about helping
students to learn about design and the de-
sign process, and in research, this is not an
argument you can work on. When | started
my first studio, it was about architects’ own
houses and how to do a small addition that
introduces you to the house, like an info
point, let’s say. And then it came the book
100 Houses for 100 Architects. In the last
few years, I've been working on this so-
called unconventional housing, very much
about co-living, people sharing houses, like
what | do here at home. Strangely, co-living
is what | teach and research and how | live.
These three levels are really integrated
into each other. Now | only want to work on
this topic, transforming existing buildings
into co-living. | would also like my future
practice to be about this, and we could
even expand more. | really want to have an

impact on reality. In the research, | think I've
had an impact. | did essays and books that
really expanded the knowledge on topics
of architecture that no one had touched
upon. In the teaching, | am not sure | had an
impact, | don’t know. | am only a fragment of
students’ education. Through research, stu-
dents’ work, publications, and maybe also
participating in competitions, | might have
educated people about different ways of
thinking about adaptive-reuse and housing.
So this is probably the main goal. Maybe in
afew years, there will be more and more
awareness on co-living possibilities and
typologies. Besides, | would be very happy
if, in the future, some housing investors
would be interested in testing my co-living
ideas. | designed, in fact, a manifesto where
you can find very precise principles to draw
what | think is the house of the future. In re-
sponse to sustainability and social inclusivi-
ty, we imagine that sharing will be the future
instead of isolating ourselves in single-room
flats and being self-sufficient. We will share
knowledge, time, space and support.

[T] Tell us how to draw this house of the future.

[G] Well, the first principle is that
you consider not anymore the family but
what we call the Nucleus, people bonding
together. The Unit is a space open to host-
ing a single or a couple Nucleus; for every
further person who might belong to the
same Nucleus, one simple room is added.
The second principle is that you don’'t occu-
py the main room with a bed, being it always
allocated in a niche, in an alcove where you
can hide it. There is neither bedroom nor

a private living room anymore. The space

is therefore freed for activities, and you
can furnish it with a table or some chairs
to create your own micro-social interac-
tions. The Unit always is constituted by a
bed in the alcove, a bathroom and a social
space. These are the three elements of the
Unit. If you have a larger Nucleus, let’s say
you have one or more kids, then you can
add “normal” rooms (without alcoves and
bathrooms). So the family is not anymore
hosted in a flat but in a room or a cluster of
rooms distributed in the space that | have
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called Aggregation (a system of Units and
Clusters). Every Aggregation hosts sys-
tems of clusters and/or Units. The shared
space is also the connective space that
allows you to move through the rooms. The
connective is the collective. It's like the city.
So when you draw, you don't have to do any
corridor; you have to think of it like a street.
And you can even add windows looking
inside the rooms, like the windows on the
street, or you can have little squares where
to gather, or larger areas for other activities:
you have never to sum all the living spaces
into one singular place, but you have to
articulate them into a system of spaces, like
the public spaces in the city. Every centime-
tre of the connective space is transformed
into the collective space, something that
can be shared by people living together.
The invention is to transform the family into
nucleus and host them into units. The bed-
niche can always be hidden with a curtain,
and you can have the bed in an alcove even
without a window because it is part of the
Unit space. With this basic idea, | want to
explore what is possible and which kind of
atmosphere of, let’s say, inhabitation one
can create. So | ask students to transform
existing buildings (housing blocks or build-

ings with other functions) into house-shar-
ing by just using these few rules. How many
different households configurations can
you have in the same space? Let'’s think of
the brick, a very precise element. But with a
brick, you can do a lot of different configura-
tions. So the standardisation of the minimal
piece allows a big variation of solutions. The
larger the brick is, the fewer variations you
can have. In the CIAM idea, the brick was
the flat, more precisely the family flat (there
was an equivalence between the idea of
the family and the design of the apartment
typology). The flat had a proportion de-
veloped on the number of its residents;
from this idea, all the building standards
and regulations on housing came out. With
my manifesto, you break this link, and you
create a shared space that gives birthto a
different idea of both housing and dwelling
(that is a different idea of how families can
live). As a conseguence, you use less space
for private usage and more shared activi-
ties, as well as for services and infrastruc-
tures. So | give the students a site and the
manifesto, and then they decide how to
intervene. And my tutorials are devoted to
check that they respect the manifesto. The
manifesto sets the rules of the game.

[T] This reminds me of A Pattern Language.

[G] Almost, yeah, maybe | should go
back to that book which | read at the begin-
ning of my career as an architect. Strangely,
the book had not a really good success.
Many people are enthusiastic about it, but
not in the world of the theory of architecture.
It's like Norberg-schulz. If you speak about
Norberg-Schulz in the area of architectural
theory, they say, “But this is not real theory.”
So the theorist is like people dealing with
theology. | remember once | was talking to
apriest. It was at the beginning of the Holy
Mother appearing in a place called Medju-
gorje in Bosnia and Herzegovina. | am talking
about 35 or even 40 years ago. The priest
was from the community in another place
where the Holy Mary appeared, Lourdes in

France. He said, “No, this cannot be, be-
cause when you have a miracle, the miracle
should be like this...” So they built the theory
out of an unpredictable event, and then they
even judged another unpredictable event as
impossible to happen. And this is the tension
between theory and practice. Sometimes
the theory is too strict about recognising

the quality of the practice. | think A Pattern
Language and the Norberg-shulz books are
very good for practitioners who are not so
interested in the coherency of the theory
but looking for something to help them to do
agood project. Maybe these books are not
scientifically correct, but this for you is not
anissue.
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[T] What gives you hope about the future if there’s any?

[G] Maybe the first hope is our-
selves. If one continues to do his or her own
work, let’s say, | continue to teach, and you
continue to do what you have been doing

in the last 10 years, this is already, | think, a

[T] How about the macro scale?

[G] When I think of the macroscale,
I would still go back to the microscale. It's
about exactly what we were saying before,
about commodity and this affected our abil-
ity to be responsive and proactive. So, if we
look at the microscale and we reappropriate
the meaning of what we do, | think this has
an impact on the macroscale. | don’t think
the other way around. | believe more at the
microscale, since we're able to decide not
to take the elevator but the staircase; we
understand that we do something good for
our own health, and for the one of the Earth

positive look on the future. Because it means
that you believe that what you are doing is
good and still good for the future. Would the
world around you react as you would have
liked? This | don’'t know.

since we also save energy and consumption.
It's very simple, but if everyone does, this has
an enormous impact. | think that we should
empower people to have micro and per-
sonal understanding of their actions. Maybe
this is what politics lacks. Politics is offering
solutions, often easy solutions, trying to
cover problems. | think one should address
one’s responsibility on a microlevel in a direct
way. We should become a little bit autistic. If
things start to mean what they mean, even
literally, and we take it seriously, maybe this
could generate a macroscale change.
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