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Gennaro Postiglione
EkO€toviag apxitektoviki: Tpia napdsofa
Exhibiting Architecture: Three Paradoxes

IXEUKA PE UG EKBEDEIG

Kd&0e @opd nou ouzntdue yia 1oV oxedlaoud twv eKOECEWV Yiveral
Pavepd OU Sev UNAPXOUV APKETEC KPITIKEC HEAETeC. Onwg BeBaiw-
vel 0 Sergio Polano oto Mostrare (1988), undpxel kdnoia diagopd
avAPEDSa OToV OXE8IA0UO WV €KOETEWV WG QUOIKA Spactnpidtnta
N wG €KPpaon pIag AUEONG EVEPYEIAG TOU OXESIAO0TA, APeVOC, Kal
ot0v OX€E81Q0UO HIAG €KOEONG WG AMOTEAECHA TEXVIKWV AVAYKWY,
apetépou.

MetaBaivoviag and tn Bewpia otnv Npdén pnopoUue va npoodiopi-
OouUpE ta €ENG Tpia NoAU caPn OTOIXEIQ TA ONOI0 XAPAKINPIZOUV KABE
Spaotnpidinta ekBeciakoU oxediaopou:

- NPWIO OTOIXEIO, 10 AVUKEIPYEVA, akoOpa Kal étav autd eival duia n
xpnoigonoloUvial w¢ S1apuecoAapNIEG ToU VONUATOG,

- 6eU1€p0, 0 1O6N0G, WG NAaicIo HECA OTO OMOIo Yiveral n €KBean Kal

- 1pi10, 10 €KOECIOKO oUUNAEYUa, T0 omnoio o Tony Bennet, 10 1988,
opizel BewpnuKE WE 10 8IKTUO TwV OXECEWV AVAUECA OE AVUKEIUEVT,
XWPO KAl avOpwnougc, Kal 1o onoio evepyonoleital yéoa ano tov ekOe-
OI0KO OXESIAOUO.

Xpeidzetal eniong va 1oviooupe TG S1aPOoPEC KAl T0 XAoUa NMou Xwpi-
ZE1 UG EKBECEIC AVUKEINEVWY N/Kal €EpywV, APeVOC, and UG EKBETEIC
nou avanapiotoUv B€uata Kai/n yvwon Kal oG OMNoieg ta avikeipeva
eU@avizovial anAwg we oNtkéG NApactdoelg h epyansia pe okond va
PEPOUV OTOV VOU TNV napouadia autoU nou 8ev PNopel va napoucia-
otei. H Uon tou nepiexopévou, aigdntn n vontn, eniépd €viova oto
€KOEO0I0KO CUUNAEYUA: TNV NPWIN NepiNtwon PIAGUE Yia napouciacn
avUKEIYEVWV/EPpYwY, SNAASA 10 MPOCPEPOUE OTN YOVIUN OKEPYN Kal
katavénaon tou Koivou, evw otn SelUtepn, oPeiAOUPE va HIANGOULE Yia
avanapdotaon Ogpdiwy Kai/n duAng kAnpovouidg. Mpénel SnAadn va
avanapaotnooupe KA nou 8gv gival Napov, KAU Nou &ev PNopei va
BpioKetal EKEl: va avadnpUIoUpyYACOUE 10 VONUA Tou Kal Katd kanoiov
1d4MNo TNV Napouaia tou.

Mapouaiaon kal avanapdotacn

O1 8npioupyoi €KBECEWV 01 OMOIOI EMIKEVIPWVOVIAI OTN QUOIKNA
napoucsia twv avUKEIPEVWV/EPYwV €XOuv MANpn ouveidnon tou
VOAUQATOC MOU HPETAPEPOUV auTd KAl YVWPIZOUV TOV OTOX0 TwV OXE-
S100TKWY TOUG NPoTtdoewy. SNV NePINtwon auth, v npdkeital yia
i dnuloupyia piag apnynong adAd yia tnv e€elpeon twv nAéov
KatdAANAwY AUCEWYV YIA TNV NAPOUCIAcNH AVIIKEIMEVWY KAl €PpYWV OTO
KOIVO Kal TOV aywva evavia otnv nAéov onPaviikn napduetpo nou
unodnAwvetal o€ onoladnnote €kBeon: tnv PeatoéNIon nou ugiota-
0l KABE aVUKEIUEVO/EPYO MPOKEINEVOU va eKiebel. Mia petagopd
-0€oNn¢- SnpIoupyel autAv TNV €AAEIPN KATAvONOoNG TNV onoia KaAeital
VA CUUNANPWOEI 0 EKBECIOKOG OXESIAOUOC HEOW TWV EKDEUATWY, Kal
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About exhibiting

Every time we discuss about exhibition design the lack of an ade-
guate amount of critical studies becomes evident. Since, as Sergio
Polano affirms in his Mostrare (1988), there is a sort of indifference
towards the exhibition design that is often perceived as a natural
activity, or reflects an immediate action of the designer, and exhibi-
tion design as a result of technical needs.

When stepping from theory to practice it is possible to identify
three very clear elements that are characterising any exhibition
design activity: the objects, even when intangible or used as media-
tor of meaning; the place, as the context in which the exhibition is
on show; the ‘exhibitionary complex’, theorised by Tony Bennett
in 1998, as the network of relationships activated among objects,
space and people by the exhibition design.

There is also the need to highlight the differences and the gap sepa-
rating exhibitions presenting objects and/or works and the ones
representing themes and/or knowledge in which objects appear just
as simulacra or tools to evoke the presence of what cannot be pre-
sent. Also the tangible or intangible nature of content has a great
impact of the exhibitionary complex that can be simplified recurring
to two different modalities: in the first case, we can speak about
presenting objects/works, that is to offer them to the fruition and
the understanding of the audiences; in the second one, we have to
speak about representing themes and/or intangible heritage. That
is to evoke something which is not present, something that cannot
be there; to re-construct its meaning and somehow its presence.

Presentation vs Representation

Authors of exhibition designs who are focused on the presence of
the objects/works are fully aware of the meaning these carry and
they know the goal of their design proposals. In this case, it is not
about building a narrative but about finding the most appropriate
solutions to present objects and works to audiences and about
struggling against the most relevant aspects connoting any exhibi-
tion: the displacement every work/object is subjected to in order
to be exhibited. A transfer - of place - which produces that lack of
understanding the exhibition design is in charge to fill through its
exhibits, and most of all through the whole exhibitionary complex.
This is achieved by bridging the distance between the object/work
and its home, its audience, its new space and its neighbours.

Somehow this is similar to the work of the translator. The designer
however, has to overlay his interpretation and understanding but -
as much as possible - to let the work/object speak by itself.



navw an’ 6na p€ow 10U cUVONOU ToU €KBECIaKOU CUPNAEYUaToG. Autd
EMITUYXAVETAl YEQUPWVOVTIAG TNV andotaon avAueoa oto avUKeiuevo/
£€PYO0 KaI TOV PUOIKO TOU XWPO, TO KOIVO TOU, TOV VEO TOU XWPO KAl TOUG
YEITOVEG TOoU.

Autd poldzel, kKatd kanolov tPOMNo, HE 10 €py0 TOU petappacth. O
0Xx€8100TNG, OpwWG, emnAgov, oPeinel va unv enifAnnel tn 81KN tou
epunveia kar aviiAnyn, aAAd va apnaoel, 600 yivetal, 10 avUKeiuevo/
€pyo va pinhoel and pévo tou.

AvtiBeta, ol Bepatikég ekB€oelg, Nnou agopouyv, yia napddeiyua, tnv
€MNIOTAKN A TNV NVEUPATIKA KANPOVOUId, €xouv avantlEel pia evalapé-
pouca Sigpelvnon tou ekBeoIakoU ouunAEypatog. Mpowbouv ekOE-
uata kal YnPiakd y€oa WOTE va avanapaotnoouV owaotd 1d aVUKEIUE-
va 10 onoia 8ev €Xouv QUOCIKN NAPOUCIa. Y€ QUTEG TG MEPIMIWOEIG, O
€KOECIOKOG OXESIAOUOC YIVETAI TAUTOXPOVA AVIIKEIUEVO KAl UNOKEILE-
VO, onpaivov Kal onuaivouevo: pia apnpnuévn avanapdotaon evog
duiou nepiexopévou. Onwe PBePRaIwWVOUV 0l €KOECIOKEG EUNEIPIEG
otnv Eupwnn wv apxwv tou €1koatol a1wva, N €YKatdotaon NG €kOe-
ong oe autd 1o NAaiclo KAtdAAYel o€ €va eKNANKUKO KAl SUVaApIKo
nedio QPXITEKTOVIKWY AVAZNTNOEWV Kal Nelpapdiwy. H yvwon auth
ennpedzel NV APXITEKTOVIKN €poOooV Sev €ival ndvia Suvatd va xpn-
OIMOMOINCEl KAVEIG tny avdBeon oxedlaouoU oav eukaipia diepel-
VNONG VEWV TPONWY OKEYNG KAl SNUIOUPYIAG apXITEKTOVIKOU XWPOU.

EkO£toviag apxitektovikh: peta€l Mapouaiaong kal Avanapdotaong
Otav OpwG NPOKEITAl YIa EKOEON APXITEKTOVIKNG, AVIILETWNIZOUUE Tpia
napd8o€a Nou XxapakIiNPizouv tn GalvouevoAoyia tng.

To npwto Napddo€o, 6tav eKOETOUPE TNV APXITEKTOVIKN, EIVal T €XOU-
ye €va antd avukeipevo, €va npaypatkéd npoiov tou unikol noAiu-
opoU, 10 onoio aduvatoUPe va NApoUCIGOOULE wC TET0I0 EMEISA Ol
(PUCIKEG TOU 8100TA0EIG NAVIa UNEPBAIVOUV TOV XWPO CTOV 0noio npod-
KEITAI va eKTeBel. To yeyovog ou eival pizwpuévo o€ €vav téno kabiotd
adlvatn tn PETAKIVNONA TOU Kal autdg Kabautdg o AEITOUPYIKOG NPOo-
PIOPOG ToU 10 ePnodizel va xpnoipgonolindei Siapopetikd. OAol autoi ol
napdyovieg KAVOUV TNV apXITEKTOVIKN, 0€ 6,U apopd tnv €KBEON NG,
va Poldzel nepiooodtepo Pe 1a duia napd pe ta uAikd €pya.

To 8eltepo napddo€o ouviotatal 010 YeEYovog OU OTNV APXITEKTO-
VIKA 10 Qaivopeva €ival eVieAWG €v8oYeEVA. H apXITEKTOVIKN €ival
1auUTOXPOVa 10 AVUKEIMEVO Kal 10 HECO avanapdotacng: yia va tnv
avanapactNooUpE, XPEIGZETAl VA XPNOIUOMOINGOUNE 10 8§10 aUotnpa
Kavovwy Kal UG i81eC apXEC PE EKEIVEG TG onoieg kKaAoUPaote va
ekBéooupe. Etol, katadaBaivoupe OU o i810¢ 0 0XeS8IAOTNG €PNAE-
KETAI AUETO OT0 £pYO0 TOU PE €vav TPOMO NOU OUSEMOTE NAPATNPEITAI

AOMEZ 02/18

In contrary, thematic exhibitions, such as the ones concerning sci-
ence or the ones concerning intangible heritage, have developed an
interesting investigation on the exhibitionary complex, by pushing
on exhibits and digital devices due the lack of presence of objects
and the need to represent them properly. In these circumstances,
the exhibition design becomes both object and subject, signifier and
meaning of the show. As exhibition experiences in Europe at the
beginning of the XX Century very well testify, the setting up, within
this framework, turns into an incredible and powerful place for
architectural investigations and experiments. This knowledge has
an influence on architecture as it is not always possible to use the
design assignment as an occasion to explore new ways of thinking
and building architectural space.

Exhibiting Architecture: between Presentation & Representation
But when it comes to exhibiting architecture, we are faced with 3
paradoxes that characterize its phenomenology.

The first paradox of exhibiting architecture consists in facing, on
the one hand, a tangible object, a real product of material culture,
and on the other hand, an impossibility of being able to present
it as such because its physical dimension exceeds always that of
the staging that must contain it. Its rooting to the place makes it
impossible to move and its same functional destination prevents
it from being used differently. All factors that make architecture,
in terms of exhibition, more similar to intangible assets than to
material ones.

The second paradox consists in the fact that the phenomena is
entirely endogenous to architecture, where architecture is at the
same time the object and the media of representation: to represent
it, we need to use the same discipline and the same principles of
what we are called to show off. Therefore, there is a direct involve-
ment of the designer that is impossible to reproduce on other exhi-
bition occasions.

The recourse to architecture to represent other architectures
seems like an unforeseen challenge, as demonstrated for example
by the countless installations at the Venice Architecture Biennale
and by the many other biennials and triennials that have begun to
grow over the last twenty years: from the Rotterdam one to that of
Lisbon, from the Oslo one to that of Chicago, and so on.

Typically, in architecture exhibitions we find presentations of

mock-up fragments and installations aiming to evoke and represent
the absence of real architecture. Most of all however, we find the
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oe dAAou tWinou ekB€oelg. To va NPooPeUYOUUE GINV OPXITEKIOVIKA
YO VO avanadpaotnoel auth dAAEG OPXITEKTOVIKEG anotenei pia anpo-
opevVN NMPOKANCN ONwC KatadelkvUouy, Yia Napddelyua, ol au€lpnieg
€YKATAOTAoEIG otn MnievvdAe ApXITEKTOVIKAG tNG Bevetiag kal noA-
A€G AANeG SIETeic N TpIETEiC ekO€TeIC Nou NANBaivouv ta teAeutaia
€ikoo! xpovia: and to Potepviapy otn AlooaBwva, and to OoAo oto
Zi1kdyo, kal oUtw KaBeEAG.

SUVABWG, OUC €KOECEIC QPXITEKIOVIKAG ouvavidue nponAdouata
KOl €YKATAOTAOEIC Ol Onoie¢ otoxeUouv OT0 VA avanapactnoouv
TNV anoucia tng Mnpaydatkng apxItektovikng. Mdvw an’ éAa dpwg
ouvavidue otoixeia and tnv npoéeuch tng: ox€8ia. To nepinAoko
Kal 1p1061801a10 PaIvVOUEVO TNG APXITEKTOVIKAG NEPIOpizetal atn 810+
Sidotatn avanapdotaon: ekeivn and tnv onoia ndviote yevviéldl n
UPXITEKTOVIKA.

Mpdkeital Kabapd yia 1oV eVEOYEVA XAPAKINPA AUTWVY TwV NoAU 161-
aitepwyv €KBETEWY, ONOU N APXITEKTOVIKA XPNOIYONOIEl 10 gpyaneia
Kal 1o nepiBdnnov tng Yovo kai pévo yia va napdyel tnv napouacia
Kd@nolou otoixeiou nou 8ev gival Nnapdv, KAl 1o onoio ival kar ndai
UPXITEKTOVIKA.

Y10 nAaiolo autd, n Siepyacia tou oxediacpol poidzel Neploadiepo
JE Bewpntikh Siepedvnon Kal XAvel €va HEPOG TNG AVUKEIUEVIKOTNTAG
nou anaitei pia oud€tepn napouciaon O6t1av EKOETOUNE €pya TEXVNG
Kal/n uAIKG noAItioPIkG avukeigeva. Ava@opikd pe tnv dueon kai
€0WIEPN CUHHETIOXN TOU OXESIA0TA 010 MNEPIEXOUEVO NG €KOEONG,
unopoUpe eniong va BEwPNOOUPE ToV 0Xe81aoud TNG €KBEONC WG Wi
pop®n €peuvag. Miag CUYKEKPIUEVNG €peuvac NapopoIag e TNV ano-
kanoUuevn &pactikn (operative) épeuva: pia €peuva nou anoneipdtal
vVa OUVSEDEl anopaaciotikd tn Bewpia Pe tnv Npdagn kai va npoosdiopi-
o€l HEAETEG MOU 0TOXEUOUV OTNV NPowenaon NG yvwaong aAid Kal atnv
avayvwpion yiag npaktkng. Mazi ye tnv épeuva péow oxediacpou, n
8pactikn €peuva €ival onpavukh 810U ouv8éel pia KaBapd yvwaolakh
Spaotnpidtnta (€peuva) Pe HIa KaBapd Aeitoupyikn Spactnpidtnta
(doknon oxediaopol). Autd annBelel ave€dptnta and 10 yeyovog
OuU n €vvola tnG 6pactIKNG €PEUVAC -MOU OXETLIZEWAI HE TN XPNON NG
10T0piag- €xel Bpel tn 81kN NG §1ATUNWON OTNV APXITEKTOVIKA WETA OTN
okEYN Kal 1o €pyo tou Manfredo Tafuri, tedeutaia oto Sokipid tou ‘Il
progetto storico’ (1980) 6nou &ivel eniong tov opiouo NG ‘La critica
operativa' - In¢ AEITOUPYIKNG KPITIKNG.

Otav o ekBeaIakdG oxedlaopog eppnveletal wG KPItikn Sigpedvnon
(critical investigation), pnopoUue va @aviactoUPe NV €kBean oav
€va Katolknaipo BIBAI0: KivoUuaote avAPeoa 0TOUG XWPOUC TNG €KOe-
ong onwc 6a Kivoluaotav avdapeoa oug oelideg evog BiBAiou. H iSia
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presentation of documents that are at the origin of architecture:
drawings. Thus, the complex and three-dimensional phenomena of
architecture is reduced to its bi-dimensional representation: the
one from which architecture is always born.

It is clearly the endogenous character of these very special exhibi-
tions, where architecture manipulates its tools and its environment
just to produce the presence of something that is not present: that
is just another architecture.

In this framework, the design activity becomes more like a specu-
lative investigation and loses part of the detachment required for
a neutral presentation when exhibiting works of art and/or mate-
rial culture objects. For the direct and inner involvement of the
designer with exhibition content, we can also consider the exhibi-
tion design as a form of research. A specific research similar and
connected to the so called operative research: a research endeav-
ouring a critical linking of theory and practice and defining studies
aimed at advancing knowledge but also at legitimizing a practice.
Along with the research by design, operative research represents
a crucial relational junction between a merely cognitive activity
(research) and a purely operational activity (design practice). This
stands true regardless of the fact that the concept of operative
research - related to the use of history - has found its own theoreti-
cal formalization in architecture within Manfredo Tafuri's thought
and work, lastly in his essay ‘ll progetto storico’ (1980) where he
defines also ‘La critica operativa’ - operational criticism.

When interpreting the exhibition design as a critical investigation,
the show can be understood almost as an inhabitable book: we
can move between the spaces of the exhibition as we would move
between the pages of a book and the show becomes a sort of hyper-
text at human scale, where digital technologies appear complemen-
tary and not so decisive as the contemporary trend enshrines in
almost every occasion.

Finally, in some situations, a further paradox is added. A third one.

In fact, there are exhibitions where the authors themselves are
called to put on show their work that is an act of reflecting on it,
staging a simulacrum of their activity.

In these cases, the exhibitionary system, using the same opera-
tional tools as the architectural project, transforms the exhibition
into a sort of theoretical sum of the author who is called to express
himself and to recount his own thoughts in a built-form, in absolute



n €kBeon yivetal éva eidog unepkeiyévou (hypertext) oe avbpwnivn
KAiJaka, Onou ol YnQIaKEG TEXVOAOYIEC eugavizovial cuhnAnpw-
HOTUKEG Kal Ox1 1600 KaBopIouKkEG 600 NpoBAEnel n alyxpovn tdon
oxedbv og kKGO nepintwon.

T€AOG, 0€ OPICUEVEG MEPINTWOEIG NpoatiBetal €va akéun napddofo.
To tpito.

Yndpxouv ekB£aelg énou ol iSlol o1 dnuioupyoi toug kadolvial va
€KBEOOUV TO €PY0 TOUC, OTNV 0UCIA va otoxaotoUv ndvw o€ autd, va
napoucidoouv €va opoiwpa tng §pactnpIdtnTdg Toug.

Y€ QUTEG UG NEPINTWOEIG, 10 eKOeTIaKd oUOTNHA, XPNOIPOMNOIWVIAG T
{610 AgitoupyIkd €pyaneia PE TO APXITEKTOVIKO €PYO, UETATPENEI TNV
€kBeon o€ €va Bewpnukd dBpolopa tou ouvoAikoU €pyou tou Snui-
oupyoU, 0 0MoioG KAAETAl va EKPPACTEI KAl va apnyndei TG OKEPEIG
T0U 0€ anth pop@n, oe andAutn NAPAXNoN PE TNV NPAKUKNA tou. ESw,
€ival owoté va YIANCOULE YIa Wi AUTO-0TOXACTIKA €pEuva PHEOW TNG
NPAKUKNG, EPOCOV N Agitoupyia ev ival anAwg ypaupikn aAnd nepi-
AauBAavel pia KpItukh diepedvnon NG 8IKNG Tou 8pactnpidtntag: €va
BPaXUKUKAWWA NOU CUYKEVIPWVEI OAEG TIC S§IA0TACEIG TNG APXITEKTO-
VIKAG Spaoctnpidtntag.

AOMEX 02/18

assonance with his own practice. Here, it is correct to talk of a self-
reflective research by practice, since the operation is not merely
linear but involves a critical interrogation upon his own activity: a
short-circuit putting together all dimensions of architectural activ-
ity.
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