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Art and architecture have always been 
closely knit. This has surely been true 
since ancient times, but especially from 
the beginning of the 20th century. As is 
well explained in two significant articles 
of the Essays section of this issue, this 
is mainly due to the close relationship 
between artistic research and architects’ 
work. It is no coincidence that one of the 
first houses telling the story of Modern 
architecture – according to many critics, 
from Nikolaus Pevsner on – is that of 
an “artist’s house”: specifically the one 
designed by Philip Webb in Bexley 
Heath (1859-60) for William Morris. 
From this episode on, the artist’s house 
has attained an extremely important 
role over the 20th century. Moreover, a 
relevant theme for the architects during 
the same period has been the design 
of their own houses, which have often 
been a manifesto of their language. 
Finally there is a third important topic 
marking the relationship between art 
and architecture, that is the collector’s 
house, which involves particularly the 
relationship between artworks and the 
inner space of architecture.

Thus, the focus of this 24th issue of 
Compasses is devoted to the art[ist] 
house, where the brackets enclose a 
double meaning since we look both 
at the artist’s house and at the house 
for art, that is the one designed for 
collectors. The main keyword is INSIDE, 
that remarks the aim to really look at 
the inner space of these houses, where 
the artistic creation starts (the artist’s 
and architect’s houses) or leans to 
(the collectors’ houses). In this sense, 
it is a sort of journey «in the belly of 
the whale», as the main article of the 
focus – devoted to the house-studio 
of the world-famous Italian artist Luca 
Pignatelli – is entitled. Therefore we 
have planned this issue trying to answer 
to the following questions: is there a 

continuity between the way art and 
architecture have been connected 
during the 20th century and the present 
outcomes of their relationship? How do 
artists live and design their homes in 
the first decades of the 21st century? Do 
the artworks still play a relevant role in 
the interior design of collectors’ houses?

Quite exhaustive answers can be found 
both in the Essays and the Focus 
section of the magazine. As we have 
inaugurated with the new layout of the 
23rd issue, the Essays section deals 
with historical and theoretical matters 
of the question, in a strict relationship 
with the projects presented in the 
Focus. Considering that the topics of 
the artist’s house and the house as 
artwork (or better as Gesamtkunstwerk) 
start with Art Nouveau, the Essays 
section opens with a relevant article 
by Fabio Mangone, full professor of 
History of Architecture at University 
of Naples Federico II and one of 
the main Italian scholars on the 19th 
and 20th century architecture. In his 
article, Mangone tackles this topic 
highlighting two important concepts 
concerning art and architecture at 
the dawn of the 20th century. These 
are the relationship between the 
creator and his artwork, that is the 
kunstwollen, introduced by Alois Riegl 
in 1893, and the relationship between 
the artwork and the community, that 
is the Einfülhung (a German word 
introduced by Robert Vischer that has 
been translated in empathy), according 
to the sense proposed by Theodor 
Lipps in 1903. Beside them – Mangone 
states – stands out the relevant role 
of art psychology, involving both the 
theoretical and practical experiences 
of architect’s houses in the early 20th 
century. This is testified, in different 
ways, in the houses of Van de Velde, 
Behrens, Olbrich, Horta, while other 

cases stand out as clear examples 
of manifesto-houses, like the ones in 
Belgium by Edouard Pelseneer and 
Paul Cauchie. The topic is further 
discussed by a second article, written 
by Giovanni Menna, associate professor 
of History of Architecture at University 
of Naples Federico II, which deals with 
all the «houses for artists, by artist, 
with artists» focusing on the period 
between 1922 and 2016. Starting from 
the Modern Movement’s masters and 
their specific design for artists’ houses 
(as Le Corbusier’s first works) the 
author introduces the more stimulating 
and less-known subject of the houses 
designed by the artists on their own. 
From the diverse manifesto-houses 
of Schwitters, Kirchner and Mondrian, 
the article illustrates the cases of the 
many «houses-not houses» designed 
by artists in more recent times, like the 
Cellules by Absalon or the experiences 
of James Turrell. The latter finally 
designed a real house in the late 1990s: 
the addition to the Sheats Goldstein 
Residence (1961-63), designed by F.L. 
Wright’s student John Lautner for the 
collector Jim Goldstein in Beverly Crest, 
near Beverly Hills, intended by Turrell 
as an installation entitled Above the 
horizon. As Menna clearly highlights, 
this small architecture, thanks to 
thousands of (invisible) bright LEDs, 
«displays the enigma of an immateriality 
that becomes a material, physical and 
concrete substance that surrounds 
and seduces those who temporarily 
live (in it)». The article ends illustrating 
two artists’ houses designed by two 
relevant architects of our times, both 
dealing with solid geometry: the Tracey 
Emin’s house in London by David 
Chipperfield – «whose stereometry 
seems to be the result of “subtractions” 
and “cut outs” from a brick cube» – and 
the Maison d’artiste by Odile Decq, 
a «black monolith» that is the result 
of the assembling of a long flattened 
parallelepiped with a pyramid truncated 
at the top by a cube.

The second part of the Essays section 
is introduced by a sort of late book-
review: an interview made by Francesco 
Lenzini to Gennaro Postiglione on 
his book The architect’s house, firstly 
published in 2003 and reprinted for 
the fifth time in 2014 by Taschen. The 
conversation offers the opportunity 
to reflect not only on the architectural 
matters concerning domestic interiors, 
but even on the topic of familiarity and 
intimacy that always involves the interior 
design. Postiglione points out that the 
merit of his book is highlighting the 
relevance of the architects’ houses as 

pieces of cultural heritage worthy of 
protection for which he provides some 
examples. This topic is well depicted 
in the two last articles of the section, 
concerning two iconic artist’s houses 
(the Casa Azul and the house-studio in 
San Angel commissioned and inhabited 
by Frida Kahlo and Diego Rivera, both 
in Mexico City) and one very famous 
architect’s house: the Casa de Vidro in 
São Paulo, designed by Lina Bo Bardi 
for herself and her husband Pier Maria 
Bardi.

In strong relationship with the Essays 
section, the Focus of the issue is 
devoted to a quartet of art-houses: two 
actual house-studios, both strongly 
marked by the presence of the real 
artists’ workshops (Luca Pignatelli 
in Milan; Jimmie Durham & Maria 
Thereza Alves in Naples) and two 
collectors’ homes (Gori’s Collection 
in Fattoria di Celle, Tuscany; Index 
Tower Penthouse, Dubai). The mix 
among these four cases is intriguing 
and contrasting: we start looking 
inside “the belly of the whale” of the 
magnificent interiors of Pignatelli’s 
house-studio. Here the maze of spaces 
and artwork, illuminated by the game 
of light and shadows, surrounds us as 
a film set. Interviewed by Maria Vittoria 
Capitanucci, the Master Pignatelli – 
formerly an architect – tells about the 
construction of the atmospheres for this 
workshop and refuge, from which he 
draws inspiration for his art. Then we 
move to Naples, looking at the interiors 
of another house-studio nested in the 
historic centre, owned by the world-
famous artists Jimmie Durham and 
Maria Thereza Alves. Even here the 
relationship with history is strong, both 
for the location and for the sense of the 
artworks exposed within it. Interviewed 
by the director, the two artists speak 
about their love for Europe and Naples 
and explain how history and life of the 
surroundings inspire their work. The 
second pair of houses are collectors’ 
ones. Actually the first – the Gori’s 
Collection in Fattoria di Celle – with its 
30 hectares width, is not only a home, 
but a huge property dealing with the 
enchanting landscape of Tuscany. It 
contains a park, a historic villa, a farm 
and other small buildings, where the 
owner – since 1982 onwards – has 
progressively gathered a surprising 
number of site-specific artworks. The 
result is an intriguing contemporary 
version of a Renaissance garden 
– comparable to the 16th century 
Bomarzo Sacred Wood in its symbolic 
values, as the iconic sculpture Death 
of Ephialtes by Anne & Patrick Poirier 

Looking INSIDE 
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clearly expresses. In contrast with 
this, the Focus section ends with a 
minimalist interior located in Dubai: the 
Index Tower Penthouse, designed for 
a collector by architect Abboud Malak 
and his Studio M. Answering to the 
client’s request of having «no colour 
with exception of art», the architect has 
conceived a «museum-like space» 
where the only colours displayed, as 
highlighted in the article, are «the black 
of some partitions and furnishing, 
the grey of the fabrics and the 
overwhelming white of the pavement 

and most part of the walls». The result is 
the maximum visibility for the artworks, 
which become the real protagonists of 
the interior design.

Moreover, beyond the Essays and the 
Focus, almost all the projects gathered 
in the issue deal with arts and interiors. 
We could easily find a red thread that 
connects all the sections and even the 
Architecture&Plan one – opened by the 
astounding engawa roof of ArtLab at 
EPFL in Lausanne by Kengo Kuma, a 
building conceived for art exhibitions 

and digital humanities. As previously 
mentioned, the keyword is INSIDE 
and the wish to look thoroughly at the 
interior spaces, that are the spaces 
of living, thinking, creating, dreaming. 
Thus, from night to day, from snow to 
sea, from West to East, the panorama 
illustrated in the following sections of 
this issue is a journey, which starts 
from an evening in a cosy chalet in St. 
Moritz, travels through a crazy night in 
the psychedelic lights of the Chameleon 
Club in Dubai, awakes resting on a 
sunny swimming-pool in Bali and ends 

coming back to a city apartment on the 
waterfront of the Mediterranean sea. In 
addition to that, the Materials&Interiors 
section highlights three other relevant 
points of the interior design: lights – 
testified by an extraordinary interview 
with Ernesto Gismondi and Carlotta 
de Bevilacqua, the founder and vice-
president of Artemide – furniture and 
fabric design. The result is an overview 
of the whole topic of interiors: a look 
INSIDE the beauty of living.

Andrea Pane

Milan, Luca Pignatelli's house-studio, photo by German L. Bourgeat
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The constant close relationship 
between artistic research and architects’ 
work has always been extremely 
complex. It may take place on different 
levels: from compositional to formal 
ones, as well as on the material level 
of mere presence of artistic objects 
more or less coherently inserted into 
a building. This relationship has found 
in domestic projects, particularly in 
the more specific range of “artists’ 
houses”, an ideal field of application that 
has attained an extremely important 
role in the twentieth century, through 
experiences that strongly impacted 
the construction of the very identity 
of the Modern Movement. After all, it 
is not without significance that out of 
the twelve clients Le Corbusier had in 
Paris in the ‘20s, five were painters or 

sculptors and five were musicians, art 
lovers and collectors (fig.1)1. This is an 
important phenomenon, both for the 
large number of experiences and their 
intrinsic quality, to the point that it would 
not be difficult to write one of the many 
possible histories of contemporary 
architecture taking as examples only 
artists or art lovers’ homes. It is no 
coincidence that the point from which 
educative manuals - from Morris to 
Gropius - more often start telling the 
story of Modern architecture, from 
Pevsner on, is that of an “artist’s house”: 
the one designed by Philip Webb in 
Bexley Heath (1859-60) for William 
Morris. In the following decades other 
artists’ houses will mark important 
passages: from the White House (1877), 
built in Chelsea by ‘’Anglo-Japanese” 

Edward W. Godwin for James M. A. 
Whistler2, to the Bloemenwerf in Uccle 
(1895), which seals Henry Van de 
Velde’s final transition from painting to 
architecture, to the Kunstfreundhaus, 
a house for an art lover, that finally 
revealed also out of Scotland Charles 
R. Mackintosh’s talent (fig.2)3.

After World War I, besides countless 
experimental projects remained on 
paper, the first genuinely “modern” 
and rationalist house built in Europe is 
specifically designed for a painter, one 
of the protagonists of the art scene 
of the time. It is designed in Paris by 
Le Corbusier for his friend Amédée 
Ozenfant (1922-24)4 (fig.3-4), and is 
still under construction when in the 
same days in Rosenberg’s art gallery, 

L’Effort Moderne, the model of the first 
complete architectural formalisation of 
Dutch neoplasticism is being presented: 
we are talking about the Maison 
d’Artiste designed by Cor Van Eesteren 
and Theo van Doesburg5 (fig.5). 
Architecture is at a decisive turning 
point and houses for artists seem to 
aim not only at interpreting instances 
but also at creating experiences to be 
taken as paradigms. So, after the Berlin 
ambiguity of the Sommerfeld Haus, 
Walter Gropius fixes the paradigm of 
the sachlich residence in the “double 
houses”, designed for the families of 
his Bauhaus teachers-artists: László 
Moholy-Nagy and Lyonel Feininger; 
Georg Muche and Oskar Schlemmer, 
and above all Paul Klee and Vasilij 
Kandinsky (fig.6). Both enter into 
dialectic with spaces and volumes 
through chromatic choices that 
fulfill that correspondence between 
architecture, art and industrial design 
which was in the premises of Bauhaus. 
In the same months, in Paris, Adolf 
Loos starts one of his most compelling 
“chess games” with space, in one 
of the most enigmatic and fruitfully 
problematic city houses ever, that 
of the Dadaist Tristan Tzara (1925-
26)6 (fig.7). Just a few years later, 
always in Paris, tensions would start 
agitating the most restless spirits of 
architectural culture, as architects face 
the crossroad of disquiets that seems 
to have materialised. In the suburb of 

Meudon, in fact, once again two houses 
for artists, just a few tens of meters 
away, indicate two of the (possible) 
roads that the research on house - and 
architecture - is about to undertake. 
On one side stands the Maison atelier 
with which Theo Van Doesburg (1929-
31) decrees the definitive overcoming 
of the De Stijl experience with an 
exemplary application of Le Corbusier’s 
canon7 (fig.8). On the other side there 
is the Artist’s house designed shortly 
before by Sophie H. G. Taeuber8, that 
for a part of the avant-garde marks a 
possible return to stone and wood, but 
also to logics of an ancient civilization 
building to be reintegrated into the 
culture of modern project (fig.9). The 
ways through which in the following 
decades the internationalisation of a 

constantly evolving Modern style took 
shape are many and just as many 
artists’ houses registered its evolution 
from the intransigent rationalism of the 
‘30s towards languages more sensitive 
to the places’ nature and history. The 
houses referable to a trend still very 
linked to compositional methods firmly 
anchored to functionalist principles 
are: the beautiful “double house” 
that a young Juan O’Gorman builds 
for Diego Rivera and Frida Khalo in 
Mexico City (1931-32) (fig.10); Max Bill’s 
Studio house in Höngg (1932-33) and 
Haus Schlehstud, built in Obermeilen 
(Zurich) by Hans Fischli, a student of 
the Bauhaus, for himself in 1933 and 
based on the model of Mies van der 
Rohe’s Tugendhat house. At the same 
time a poetic that interpreted the lesson 

of Modern Movement Masters with a 
greater variety of accents according to 
a lexicon both international and regional 
had taken shape, becoming plainer in 
postwar years. So while in his second 
house in Zumikon (1967-68) Max Bill 
can easily track the thread that holds 
together the rationalism learned as 
a Bauhaus student in Dessau with 
what he had taught in the 50s at the 
Hochschule für Gestaltung in Ulm, 
in the Mediterranean sea rationalism 
shows his full ability to intelligently 
relate to local contexts granting high 
quality outcomes. In this regard the 
houses Josep Lluís Sert builds for two 
protagonists of the twentieth century 
such as Joan Miró in Mallorca (1956) 
and Georges Braque in Saint Paul 
de Vance (1959) or the one designed 

by Aris Konstantinidis for the painter 
Giannis Moralis in the island of Aegina 
(1974-78) are exemplary cases.

The houses mentioned so far are all 
artists’ homes designed by architects. 
But there are also other well-known 
cases in which the artist himself 
designs his home’s space through 
interventions that intentionally deform 
the exterior or the original site without 
the assistance of an architect. The 
artists pursuit two possible aims. The 
first one is to turn the house into a 
kind of three-dimensional diary that 
evolves and changes over time, a 
space in which to disseminate traces 
of his own aspirations or obsessions, 
and more simply of his “encounter” 
with the world. The house is therefore 

1 6

3 8

2 7

4 95

10

1	 Le Corbusier, The engineer's drawing board, 1922 (sketch with plans for the house for Amédée Ozenfant; Fondation Le Corbusier, 7845).
2	 Charles R. Mackintosh, Wohnhaus Eines Kunstfreundes, 1901 (competition project).
3	 Le Corbusier, Home studio for Amédée Ozenfant, Paris, 1922-24: old photo and the façade on the garden.
4 	 Le Corbusier, Home studio for Amédée Ozenfant, Paris, 1922-24, interior (old photo).
5	 Cor van Eesteren and Theo van Doesburg, Maison d'Artiste, exploded axonometry, 1923.
6	 Walter Gropius, Interior of the Doppelhäus for Paul Klee (on the right) and Vasilij V. Kandinskij (on the left), Dessau 1925-26.
7	 Adolf Loos, House for Tristan Tzara, 1925-26, Paris, façade on the street and old photo of the house from the backdoor garden.
8	 Interior of Theo van Doesburg’s Home studio in Meudon-Val-Fleury (Paris) in an old photo (1930).
9	 Studio-houses in Meudon-Val-Fleury (Paris) of Theo van Doesburg (on the left) and Sophie H.G. Taeuber (on the right, 1928-29).
10	 Juan O'Gorman, Studio house for Diego Rivera, the outdoor stairway, Mexico City, 1931-32.Art-Architecture 1922-2016 
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«one of the places in which the artist 
expressly proposes himself as his own 
observer; where he creates and exhibits 
a self-image that at the same time is 
that of a species (that of artists) […] 
and of an individual, of his specific and 
personal achievements and successes. 
By projecting himself on the shape and 
decoration of the house [...] the artist 
can carry out - as in a self-portrait, in 
an autobiography, or in a treatise on his 
own art - an exquisitely self-assertive 
operation»9. 

The most emblematic case in 
this regard is perhaps that of Kurt 
Schwitters, leader of Hannover’s Dada, 
who from 1925 transforms his house 
in Waldhausenstraße making it literally 
coincide with a work of art, the one on 

which he puts his maximum effort for 
many years: the MerzBAU (fig.11). It is a 
sort of totem made piling up fragments 
of wood, paper or other materials: 
these constitute splinters of reality 
that intercept the artist’s life and seem 
to self-organise into a structure that 
progressively occupies all the spaces of 
the house, finally overlapping it. It is an 
architecture within another architecture, 
as the terms used to indicate some of 
its parts indeed confirm: the Column 
of Erotic Misery, the original fulcrum 
of the structure began already in 1920, 
or the Great Cave of love, or the Pit 
of sexual murder, or even the various 
caves consecrated to the dearest artist 
friends, such as Van Doesburg, Hans 
Arp and Hannah Höch.

Different is the case of the artist who 
conceives his home not as his own life’s 
display, but as a kind of personal art 
manifesto, an extension of his poetry in 
the third dimension of architecture. Also 
in this case the artist believes that he 
can do without the architect. One could 
cite the case of Haus in den Lärchen 
in Davos by Ludwig E. Kirchner, one of 
the founders of Die Brucke. Through 
paintings, but also furniture, carpets, 
decorations and fabrics, starting from 
1918, he transfigures the lodging in the 
inhabited microcosm of that fantastic and 
primitivist universe in which one of the 
wildest Expressionists had imagined the 
scenario in which art and life could finally 
coincide (fig.12). 
Similar, but with an analytical and 
rational language of opposite sign, 

that of geometric abstraction, is the 
analogous (re)definition of a domestic 
space operated by Piet Mondrian, a 
“pure” artist that since the foundation 
of de Stijl had sought a connection 
with architects, going as far as explicitly 
stating in the essay Le Neo-Plasticisme 
(1920) that the ultimate goal of twentieth 
century art is the creation of a new 
physical-spatial environment for modern 
man and, therefore, a new architecture. 
He then designs his own Parisian 
home-studio in rue Du Dépar10 like 
a three-dimensional work of art that 
becomes architecture (fig.13). Once 
again art and architecture find the way 
to experiment the invoked re-foundation 
of modern man’s everyday life spaces in 
the concrete form of a “neoplastic” home 
(fig.14)

The reflection on space - and its 
architectural definition - has become 
one of the pillars of contemporary 
art research, especially in the last 
decades. Within these researches 
the theme of domestic space has 
become increasingly important, thus 
a topos frequently chosen by artists to 
express sub specie artis their personal 
reflection on human condition, with a 
wide range of representations, which 
may be sometimes allusive, other times 
evocative, metaphorical or philosophical. 
The conceptual dimension, in particular, 
goes through the re-signification of 
the 1900 masterpieces in site-specific 
works, as the artist Dominique 
Gonzalez-Foerster does in Rotterdam 
in his Opera House in the functionalist 
masterpiece Sonneveld Huis designed 

by Brinkmann and Van der Vlugt in 
1933. This process arrives to the point 
at which the art object itself coincides 
with the desecration, up to derision, of 
iconic houses of the Modern Movement, 
as Tom Sachs, Rirkrit Tiravanija or Eric 
Wurm (fig.15) do.

It is impossible to make a full account 
of the endless production of these 
“houses_not houses” designed by artists: 
they are all imaginary, possible, potential, 
and all of them in their own way “real”, in 
some cases they have even been built. 
Among these it is worth remembering 
the completely white Cellules made over 
several years by Absalon, an Israeli artist 
who died way too young. These are nine, 
fully furnished, different accommodations 
for a single inhabitant (two of them 

on two floor levels), designed to be 
located in various cities and thought 
of as temporary dwellings for an artist 
with no roots, constantly traveling 
around the world, who interprets that 
contemporary condition of nomadism 
which increasingly informs metropolitan 
life, not only for artists (fig.16-18). In 
these cells the question of the minimum 
living space is not addressed as a 
search for the maximum optimisation 
of volumes and surfaces, but as a 
definition of a minimum environment built 
around its inhabitant, with the adoption 
of a principle of style made of pure 
volumes and white surfaces, in which the 
functionalist aesthetic blends, not without 
irony, with the typical space capsules of 
the science fiction of the ‘60s.

Among some very interesting 
interventions on architecture are those 
carried out by artists on parts of already 
completed houses, actions which may 
be decisive because they complete the 
“meaning” of the architect’s intentions, 
actually helping to make them more 
coherent, more explicit and more 
readable. In the Maison Lemoine 
(1994-98) in Floirac (Bordeaux) by Rem 
Koolhaas, the interior space of a house 
deconstructed in three overlapping 
prisms, each differently connoted, is 
altered by a floor that can be raised 
or lowered on command. The aim is 
to use technology to transmute in a 
mobile element, floating in space, a 
basic element of the permanent house 
structure that has always expressed its 
anchoring to the ground. By the same 
logic the studio Inside/Outside by Petra 
Blaisse, an Anglo-Dutch artist and 
textile designer, recently intervened on 
the same house working on another 
traditionally fixed element, which is the 
outer walls, installing a sophisticated 
wide curtains system (fig.19-20). 
The artist’s action is therefore 
complementary to the one of the 
architect, both challenge the traditional 
conception of the wall that separates 
the house from the outside world as 
an immutable barrier, and transmute it 
into a diaphanous, infinitely fickle and 
translucent diaphragm: «the boundaries 
between ephemeral and static form 
become fluid. 

11	 Kurt Schwitters, MerzBAU on the Waldhausenstraße, Hannover, 1925-32.
12	 Ludwig E. Kirchner, Haus in den Lärchen, Davos, 1918.
13	 Plan of Piet Mondrian’s Parisian apartment in rue Du Dépar, 1919.
14	 André Kertész, Mondrian Studio, 1926.
15	 Erwin Wurm, Fat House/Moller Haus (Adolf Loos), 2003.
16	 Absalon, Cellule no. 3 (New York), prototype, 1992.
17	 Absalon, Cellule no. 4 (Tel Aviv), prototype, 1992.
18	 Absalon, Cellule no. 6 (Tokyo), prototype, 1992.
19	 Inside_Outside (Petra Blaisse), intervention on Casa Lemoine (R. Koolhaas 1994-98), in Floirac (Bordeaux), bedroom interior.
20	 Inside_Outside (Petra Blaisse), intervention on Casa Lemoine (R. Koolhaas 1994-98), in Floirac (Bordeaux), exterior.
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The classic modern idea of the “curtain 
wall” is pulled from the metaphoric into 
the literal: the wall dances, a foil and a 
folly. Rooms are drawn in space with 
the same improbable lightness as an 
architect drawing a line on a white sheet 
of paper»11.

«My work focuses on space and on the 
light that dwells there. It speaks about 
how that space can be confronted and 
completed. It is a way of perceiving, 
as when one remains speechless 
watching the fire». James Turrell is one 
of the most important living artists and 
deals with themes that are central in 
architects’ work. In over half a century 
the experiences that led him to outline 
environments that are all potentially 
habitable and seeds of a spatiality that 

can even aspire to establish itself as 
“architectural”, are not few and are all 
captivating12. In fact the prefigurations 
of true architectures aren’t just one or 
two: he works on spaces and building 
envelopes - as in Boullée Boola, Flat 
World, Strait Up (fig.21-22) and the 
other Autonomous Spaces of the 
late ‘80s - that will fatally lead him to 
build, together with an architect, a true 
architecture. This is an addition to the 
Sheats Goldstein Residence (1961-63), 
designed by Wright’s student John 
Lautner for the collector Jim Goldstein 
in Beverly Crest, near Beverly Hills, 
which appeared in many films, including 
The Big Lebowski of the Cohen 
brothers. Thanks to Duncan Nicholson, 
who came on the scene after the death 
of Lautner in 1994, Turrell’s installation, 

titled Above the Horizon, was realised 
overcoming many technical obstacles 
(mainly related to the foundations) 
and just as much administrative 
issues («The city planning commission 
was getting proposals for some 
strange project that they just couldn’t 
understand», remembers Goldstein). It 
is a building placed on a steep slope 
below the house (fig.23-24): a shell 
of reinforced concrete and steel with 
two rectangular openings. One of 
these is located at the intersection of 
two perimeter walls, and is an open 
window on the landscape (fig.25). The 
other one is a hole in the ceiling from 
which contemplating the sky, like a 
modern square oculus that delimits 
the templum. It stands for the cosmos 
portion through which the augur 

predicted the future and from which 
sacred architecture originated, not just 
etymologically. Thanks to thousands of 
(invisible) bright LEDs, the interior is 
flooded with coloured light (fig.26). This, 
iridescent and powerful, transforms the 
hypertechnological box in a device that, 
broadening the concept and perception 
of the relationship between space, light 
and matter, displays the enigma of an 
immateriality that becomes a material, 
physical and concrete substance that 
surrounds and seduces those who 
temporarily live the drawing room of this 
small architecture.

Robert Wilson is one of the greatest 
writers and theatre directors of 
our time as well as one of its most 
versatile figures. He is able to 

constantly perform at the highest 
level also in other fields13. These 
go from set design to pure design, 
from aesthetic theory to architecture, 
which he studies also thanks to his 
meeting with Paolo Soleri in 1966, a 
few months after writing the unfinished 
film “The House”. Wilson obviously 
does not consider the house in 
terms of spaces and functions as an 
architect does (fig.27). He rather aims 
at expressing what we all very well 
know a house, every house, beyond 
specific architectural features, always 
is: the magical and disturbing box 
of secret dreams and inner ghosts. 
Thus installations conceived as 
houses respond to the artist’s need to 
represent them, by putting it into form. 
In 1993 at the Museum Boymans-

van Beuningen in Rotterdam, the 
Texan director-artist presents Portrait, 
still life, landscape: ten installations 
conceived as just as many rooms 
along a house corridor (fig.28). A 
few weeks ago, at Villa Panza in 
Biumo (Varese), Wilson revived the 
“house” already built in 2000 in Wanås 
(Sweden) as a tribute to American 
writer, critic and poet, Edwin Denby. 
The work is significantly called A 
House for Giuseppe Panza and is 
a fully-fledged isolated house in the 
garden, potentially habitable but in 
fact inaccessible, like a treasure chest 
safeguarding a mysterious work of 
art that one can watch only from the 
outside, peeping through the windows 
(fig.29). As man begins to “inhabit the 
world” by providing his body a shelter, 

only in a true-fake home the artist can 
imagine to “give home” to fantasies 
and desires, as in the Dream House 
designed by Marina Abramovic in 
2000. It is the only way to prevent their 
dispersion in the immaterial territories 
of imaginary, in some way rooting 
them in the physical one of a space 
enclosed by walls and covered by a 
roof, divided into corridors and rooms, 
complete with furniture and decorative 
items, open on the real world through 
doors and windows. Wilson’s house is 
the reassuring and troubled world of 
a burrow, which takes the form of the 
absolute archetype of the hut-house 
as it was built by the primitive man, as 
the anonymous builder still does in the 
woods and prairies, but also as any 
child imagines it in his early drawings.

Houses of the purest shape are also 
those made of marble, wood or earth 
by Not Vital14, a Swiss artist trained 
in the effervescent New York scene 
of the 80’s, where Basquiat and 
Grace Jones, Keith Haring and David 
Byrne worked. These houses are not 
simple machine-à-habiter, but rather 
machines to use to watch the sunset 
or the stars, such as the tower-houses 
built in Niger (fig.30-31) or the caves 
carved into the rock in Patagonia. The 
House to Protect Against the Wind or 
the House to Watch the Sunset and the 
other houses designed by Not Vital in 
Agadez are houses that, as an act of 
meditation upon themselves, invoke 
the reinstatement of the contemplation 
of nature’s elements in the domestic 
dimension, with a broadening of the 
notion of living, not only referred to 
practical and physiological needs, nor 
to the depths of the unconscious, but 
connected to the cosmic dimension of 
our being. After all, as Otto F. Bollnow 
reminds us recalling Mircea Eliade, 
every house is always a temple: «Every 
house building is the establishment of 
a cosmos in a chaos […] is an ‘imago 
mundi’, an image of the world as a 
whole. The world as a whole is mirrored 
in the house. And for this reason 
every house that is built, and even 
more so every temple that is built, is a 
repetition of the creation of the world, a 
reconstruction of the work done by the 
gods at the beginning of time»15.

21	 James Turrell, Boullée Boola.
22 	 James Turrell, Blue Sky and Straight Up, 1989.
23 	 James Turrell and Duncan Nicholson, extension of the Sheats Goldstein Residence of John Lautner (1961-63), Beverly Crest, California.
24	 James Turrell and Duncan Nicholson, model for the extension of the Sheats Goldstein Residence of John Lautner (1961-63), Beverly Crest, California.
25 	 James Turrell, Above the Horizon, room of the extension of the Sheats Goldstein Residence, Beverly Crest, California.
26	 James Turrell, Above the Horizon, room of the extension of the Sheats Goldstein Residence, Beverly Crest, California.
27	 Robert Wilson, sketch for the scenes of Le Martyre de San Sébastien, Bobigny-Paris-New York, 1988 (production commissioned by R. Nureyev for the Paris Opera Ballet).
28	 Robert Wilson, Portrait, still life, landscape (Museum Boymans-van Beuningen, Rotterdam), Room IV, 1993.
29	 Robert Wilson, A House for Giuseppe Panza, Villa Panza in Biumo, Varese, 2016.
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Turrell’s concrete cube, Wilson’s wood 
cabin, Not Vital’s tower houses, perhaps 
this is what present artists seem to 
want to suggest to architects: evocation 
of archaic myths, creation of symbolic 
forms, references to the depths of 
the unconscious and the vastness of 
the universe are themes that cannot 
stay out of architects’ concerns. That 
because a house, just like a temple, 
has the duty to condense into spaces 
and envelopes also an immateriality of 
deep ancestral drives that gather in the 
emotional life. It’s precisely because 
of this complex and inextinguishable 
polysemy, that modern house projects 
can break free from the main stream 
of alluring scenic designs and once 
again the house can express itself in 
clear, strong, and above all “inclusive”, 
patterns, perhaps only as the perfection 
of Euclidean geometry can guarantee.

These considerations on the highest 
meaning that may constitutes reference 
to absolute, simple and archetypal 
forms, lead us to conclude these 
reflections with a couple of houses 
for artists designed by two major 
architects of our time. Both are a good 
expression of a line of research that has 
existed for a long time and on which 
it might be worth to continue working. 
The first one, designed in London by 
David Chipperfield, is an addition to the 
existing home of the artist Tracey Emin 
and unfortunately it is very unlikely it will 
ever be realised because of the veto 
placed upon it by competent authorities 
(fig.32-33). The house interiors are 
encased in a box whose stereometry 
seems to be the result of “subtractions” 
and “cut outs” from a brick cube, using 
Leon Battista Alberti’s process “per 
via di levare” (by cutting out) through 
which the sculptor gives “life” to an 
inert block. The second one has been 
designed by Odile Decq in the park of 
Tour Saint-Ange, in the Grenoble valley. 
The maison d’artiste has three levels 
and comes from the assembly of a long 
flattened parallelepiped and a pyramid 
truncated at the top by a cube close on 
two of its faces and traversed by a glass 

wall overlooking the landscape. The 
volumes fit together into a single faceted 
block, lined in wood and covered with 
asphalt black as the shutters of the 
few openings (fig.35). At night, when 
the shutters are closed as eyelids and 
windows disappear from sight, the small 
tower becomes even more silent. It 
turns into a black monolith, disclosed by 
the large glass wall open to the outside 
world, but raised to shelter, defend and 
nourish the inner world of the artist who 
lives and works within it. These are both 
necessary characters of what we call 
“home”: essentially the nest in which 
to find protection and nourishment and 
from which to soar above the horizon.

Giovanni Menna

translated by Giovanna Russo Krauss
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FL: The editorial success of the 
volume “The Architect’s Home” (first 
edition 2003, fifth re-printing 2014) 
reflects people’s curiosity regarding 
the domestic space, seeing it as a 
précis of human living intended in the 
existential sense. By looking at where 
some of the greatest architects live 
their everyday lives, we are given a 
glimpse of the intimate link that exists 
between buildings’ architectural form 
and man’s ability to take possession 
of it, not only materialistically, but – as 
Heidegger suggests – also poetically. 
For those inhabiting it, a home does 
not merely represent a shelter, but a 
memory, a concrete recollection of 
the conventions and modus vivendi 
of the very culture to which it belongs: 
thus architecture becomes a tool to 
strengthen them and make them more 
immediately perceptible, providing 
a constant flow of concepts and 
traces of daily customs and actions. 
The connections between cultural 
attitudes, behaviour and architecture 
are reflected in a particularly clear 
way in the homes that architects 
design for themselves, in many ways 
representing their most genuine and 
significant expression. Are they really 
recognizable as a sort of manifestation 
of spatial anthropology in which we 
can identify a result vaster than the 
mere – though brilliant – resolution of 
strictly functional matters?

GP: Today the interdependent 
relationship that connects man 
to the place in which he lives has 
been understood thanks to in-depth 
interdisciplinary studies exploring 
the complex relationships that exist 
between the material environment and 
the behaviour of its inhabitants. These 
studies highlight how the customs of 
individual people – which in general 
terms reflect broader and more widely-
shared cultural values – are contained 
and materialised in the organisation 

and use of the built environment and, 
in particular, its interiors. Form and life 
of the domestic space are intimately 
connected and this connection also 
represents its deepest peculiarity: we 
cannot survey the significance of its 
forms without also and immediately 
calling on the person, together with 

the amount of needs and emotions 
that they carry with them. The home 
falls outside the boundary of the 
intimate and private place – within 
which it has been all too often 
erroneously relegated – to represent 
the materialisation of living intended as 
a cultural practice. Within this concept, 

we should consider a home as a 
place of events rather than an event, 
a container rather than an object. This 
is especially true for the architect’s 
home as it represents the result of the 
successful combination of client and 
designer. Places of experimentation 
in corpore vili, even when not exactly 
masterpieces, architects’ homes are at 
the same time both the author’s work 
and his biography. The exploration of 
them is neither a voyeuristic practice 
nor an intimist matter, but rather a 
need to better understand the poetry 
and policies that have gone through 
the history of architecture, allowing 
us to trace the continual flow of ideas, 
values, and thoughts that accompany 
modernity.

FL: From this point of view, the 
domestic interior is a privileged 
interpretation of the culture that 
generated it as it is a fragment of 
the organic memory of the entire 
evolutionary process to which it 
belongs. From Dutch Renaissance 
experiences, through the subsequent 
Anglo-Saxon ones, the modern 
domestic space originates from and 
gradually configures itself as an answer 
to the changing conventions of living. 
The separation of domestic activities 
coincides with the formalisation 
of it and generates functionally-
characterised domestic surroundings: 
thus the promiscuity that characterised 
medieval chambers – where people 
and animals would often cohabit in 
a single room – gives way to a new 
form of living based on the disjointing 
of human needs and the spaces 
dedicated to them. This, in some way, 
shows the existence of a way of life 
and living that is able to impress its 
own character onto the form of the 
house through imprints based on 
conventionally-shared activities and 
gestures. This generating element of 
the dialectic between customs and 

Architects’ homes 
as places of cultural integration
Francesco Lenzini interviews Gennaro Postiglione
on his book “The Architect’s Home”
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In the belly of the whale:
Luca Pignatelli’s 
house-studio in Milan
An interview with the Master

The last exhibitions at the Uffizi 
in 2015 and at the Capodimonte 
Museum in 2014 have defined him 
as one of the most important artist 
in Italian contemporary art. Luca 
Pignatelli, born in 1962, begins to 
explore the arts at a young age: 
his father Ercole, a well-known 
painter and sculptor, influences the 
future decisions of his three sons, 
filled with culture and pragmatism, 
like Pignatelli's choice to study 
architecture, which will then lead him 
to dedicate solely to art. He has since 
become an artist with international 
recognition, highly quoted work, 
worldwide prizes and exhibitions in 
the major and most museums and 
galleries with monographs written 

on his works by the most important 
critics and curators.
Due to these high recognitions, 
the risk is big and it isn’t simple 
to talk about the atelier-house of 
Pignatelli without getting lost in 
the maze of his art. A very dense 
art, unreal, classic and modern, 
material, pictorial, figurative, but 
also abstract and conceptual, where 
light and shadows clash together or 
are in symphony with each other, 
exactly as it happens in the location 
of his atelier. It isn’t easy to move 
around esthetical and philosophical 
thoughts of this master with such 
broad passions. You could say he is 
a renaissance man in his capacity 
of being an artist and experimenter 

Luca Pignatelli
Work 
House-studio of Luca Pignatelli

Location
Milan, Italy

Project Year
2003

Architecture and Design
Luca Pignatelli, the Artist

Architect
Luca Pignatelli

Size and total area
1200 m2

Image credits
German L. Bourgeat
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in different fields and disciplines, 
while concentrating on painting as his 
main form of expression. This is how 
Luca Pignatelli describes himself, 
and with reflections, memories, 
and thoughts he entraps you in the 
narration of the big and scenographic 
rooms of his location suspended in 
time and space. The atelier is a work 
place, a former factory located in a 
suburb area of the city which is still 
a historical artisanal and industrial 
site. He decided to respect the 
soul of the location and of the lab, 
revamping all the surfaces and the 
original functions of it, emphasising 
the zenithal lighting entrance 
and restoring the skylights which 
illuminate a wide central area of this 
atelier-house. It is a space with a 
huge impact in terms of scenographic 
intensity, which would have pleased 
Visconti, yet with a popular and 
productive origin. In other words 
it’s a two-faced area: a simple work 
space on one side, but also a whole 
universe made up of art pieces, 
antiques objects, modern pieces 
and most of all books and music. 
A universe composed uniquely by 
Pignatelli, who was an architect 
close to the inter-disciplinary cultural 
world of professor Daniele Vitale 

and also under the “court” of the 
honourable Giorgio Grassi, from 
whom he certainly gained his passion 
for the classic and a compositional 
rigor which is clear also with the few 
interventions in the former laboratory, 
now house/atelier. Here, the pillars 
become columns in the big central 
room with a shed ceiling, while 
on the studio-library wall stands a 
renaissance cornice taken from a 
palace in Puglia that contours the 
room. A light and suspended bridge 
connects the night time area on the 
upper floor, which overlooks the 
area underneath it poised between 
the lunch-kitchen and a part of the 
living. Next to this living room (the 
second one, smaller and functioning 
also as lunch area) another space 
opens up, a special and darker one, 
with dark brown coloured walls, very 
cosy and warm, which functions as 
the projection room with a big screen 
on the wall, another owner’s passion. 
Instead in the central space of the 
house there is a beautiful living room, 
which acts also as exhibition gallery 
or as warehouse. Pignatelli describes 
it «like the main hall of a Broletto», 
adding: «for this house/atelier I wasn’t 
interested in having a big open space, 
but rather a series of wide separated 
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spaces, one after the other, full of 
light and each with different stories».
Each area and space here is 
something diverse. It is as if a 
constant flow of emotions and 
cultivated references of every period 
in time and language – from the 
archetype to the antique, to the 
contemporary – takes possession of 
the area’s succession. After all, the 
artist calls himself an “accumulator”, 
fascinated by the history that the 
objects and furniture might have had, 
and above all by the determined story 
given by the encounter between the 
object and him. Many of these items 
in fact tell the stories of an origin, a 
memory, a journey, a meeting point, 
just like the furniture and the beautiful 
doors from Piedmont and Marche – 
the blue ones – or the amazing and 
traditional ceramics from Puglia or 
Sicily. In the lunch area, but also in 
the hall and in the library, we find 
many big tables, antique and modern 
items, that the artist uses like a 
desk, a shelf, almost as if they were 
ready to be moved and to let the big 
paintings shine, as they are the true 
protagonists of such a special atelier.
Many are the elements that suggest 
the original mechanical workshop 
and the hardness of the painter’s 
works, also to avoid a risky post-
Dandy virtuosity. These hard and 
metallic elements are represented 
in the window frames, the pillars in 
reinforced concrete, together with 
the pavement, the windows open to 
an anonymous courtyard from the 
1930s, or above all the manhole as 
entry for the “private” atelier, which 
is underground such as the memory 
of his first art spaces: «A belly of a 
whale» like Pignatelli said. In here, 
his universe wraps itself with colours 
and areas for music, with the drums 
and the trumpet (his instruments) he 
plays for himself, in the intimacy of 
the artistic inspiration.
Introducing us in his house/atelier he 
says: «I’m fascinated by the western 
culture, the genius loci also reflected 
in my work as an artist, my references 
are attributed to Western Europe, 
but also to the Mediterranean, to the 
Greek myths, to the Roman world 
and North Africa. I always aspire to 
connect the south with the north».
In a certain way, it is what happens 
in these enveloping and aulic 
spaces:
«Here the light comes from above 
as in the Pompeian house, a space 
where lights and shadows are the 
main protagonists and each presence 
has its origin. 
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The series of antique doors that from 
the big atrium lead to the central 
atelier space, which gives a strong 
character to the whole, come from 
a residence in Piedmont, while the 
tiles that cover one of the chimneys 
and part of the kitchen wall are from 
Puglia and Sicily, the wooden floor 
from Umbria; and furthermore, the 
“Scandinavian” furniture comes from 
Naples, while the chairs are made by 
the sophisticated 1900s painter and 
architect Gabriele Mucchi».
At a first glance, you feel 
entrapped in this production where 
the main protagonist seems to 
be the old tradition, but actually 
the feeling is that of a beautiful, 
surprising and extremely modern 
space:
«For me it evokes a recent 
archaeology in which each element 
becomes evocative also for 
another world. I wanted to show 
contemporaneity through historical 
times, for me time is also circular, 
liquid, a concept that in this space 
has been merged with the building’s 
industrial character, a work place with 
an inexhaustible energy».
There is a continuous feeling of 
everything ready to be reinvented, 
to be moved at any time, maybe 
due to the big frames just standing 
on the walls of which many are 
even turned backside, or maybe 
due to the infinite piles of books on 
the antique and modern furniture:
«As in art, I’m interested to the effect 
given by the interaction between 
technics and language, just like 
in here the works, furniture and 
other items flow together like in a 
carpenter’s warehouse. I always have 
Picasso’s atelier in rue Saint Augustin 
in my mind, and from that derives the 
separation of the rooms together with 
their continuity, although the climate 
is different, it is colder…And I love 
simple materials and packaging».
What are your references in art? 
Your cultural passions? In your 
works we can see myths, history 
and literature, elements that we 
can also find in these spaces, 
together with works from other 
artists…
«My cultural references are 
numerous: from the Villa of Misterys 
in Pompei to the mosaics of Piazza 
Armerina in Sicily which I see on the 
street asphalt and in my abstract 
works. I can also think of the works 
of Maso di Banco or Leonardo of the 
Adoration of the Magi, together with 
the whole Conceptual universe. Here 
on the walls you can find a couple 

of works done by Alighiero Boetti, 
also by Nicola De Maria, which is 
the protagonist of Transavanguardia, 
anonymous artists’ photos and also 
a self-portrait of my father Ercole. 
Just like music’s spirituality and its 
elusiveness, music is the soundtrack 
of life as light and space are. Also 
literature and cinema are fundamental 
in my universe – behind these light 
blue doors there is the projection 
room, but my interest isn’t just 
inclined to the spiritual intellectual, 
but also to the actual workshop’s job 
– and of course also architecture.
When I think of Tugendhat house I 
see a temple with its warping, as in 
my paintings».
This isn’t the only space you’ve 
designed…
«No, certainly all my homes have 
been my designs, just like the new 
atelier, other than this one, which is 
still a work in progress, but soon to 
be finished. I’ve had much pleasure 
and worked hard on the recent 
renovation of the M77 Gallery in 
a former industrial space in the 
suburbs of Southern Milan, where 
the Caproni workshops were once 
located. I’m interested to the creation 
of atmospheres».

Maria Vittoria Capitanucci
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Kengo Kuma and Associates (KKAA) have recently 
completed the new ArtLab building, a new campus for 
the Swiss Federal Institute of Technology in Lausanne 
(EPFL). Under One Roof – this is the project’s title 
– consists of three distinct spaces covered by a 250 
meter long slate roof. The aim of this project is to offer 
a new common space for students, while promoting 
the dialogue between science and culture through 
three distinct spaces: the Montreux Jazz Café, the 
Experimental exhibition space and the Datasquare, 
probably the most interesting feature of this project.
According to Patrick Aebischer - president of EPFL 
- «Beyond its architectural envelope, ArtLab is a 
research initiative through which EPFL, together with 
its partners, is setting off to explore a new world: 
that of digital humanities. It’s an emerging field full of 
scientific questions and challenges that play out at 
many levels». 
The ArtLab is another addition to the list of signature 
buildings of the EPFL, together with the Rolex 
Learning Center (SANAA, 2010) and the New 
Mechanics Hall (Dominique Perrault Architecture, 
2016). Acting as a backbone for the whole campus, 
this building aims to become the new core of EPFL 
by offering a pleasant experience through art and 
science, hence providing fresh social and cultural 
stimuli for the academic community. It is conceived as 
an architectural element with urban value and plays 
the role of unifier for the campus structure.

Under one roof: 
the new ArtLab at the EPFL
Kengo Kuma & Associates
Work 
ArtLab building at EPFL
Client
École Polytechnique Fédérale De Lausanne (EPFL)
Location
Lausanne, Switzerland
Project Year
2016
Architecture and Design 
Kengo Kuma & Associates, Tokyo, Japan
Local architect: CCHE Architecture et Design SA, Lausanne 
Architect
Kengo Kuma
Project Team
Lead Architects: Kengo Kuma & Associates
Partner in charge: Javier Villar Ruiz
Project team: Nicola Maniero, Rita Topa, Marc Moukarzel, 
Jaeyung Joo, Cristina Gimenez
Lighting Design: L’Observatoire International
Engineering 
Structure: Ingphi SA (project phase); Ejiri Eng., Util 
(competition and preliminary phase)
Building Services: BG Ingénieurs Conseils 
Thermal & Acoustics: AAB
Woodworks: JPF Ducret
Additional Functions 
General contractor: Marti Construction SA, Lausanne 
Construction cost: CHF 30.900.000
Size and total area
Total volume: 17.586 m3

Total net surface area: 3.360 m2

Image credits
KKAA ©
Michel Denancè, EPFL
Valentin Jeck, EPFL

KKAA ©

© Valentin Jeck, EPFL

© Valentin Jeck, EPFL
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A few notes on its authors are important 
for a better understanding of the 
project. Kengo Kuma (1954) studied 
architecture at the University of Tokyo 
and at the Columbia University in New 
York, and then founded Kengo Kuma & 
Associates in 1990. His architecture is 
deeply rooted in traditional Japanese 
culture but also, in many respects, in 
European tradition. Architecture and 
nature are the key words to understand 
Kuma’s work. The Japanese expression 
mono no aware can be translated as 
“feeling of things” or empathy between 
man and nature. Architecture can trigger 
relations with the environment - both 
physical and social - through lightness 
and transparency. A deep knowledge of 

traditional values for Kuma represents 
the starting point to create a truly 
modern design. Building technology 
emerges as simple and natural, while 
addressing a deep research on cutting 
edge structures and materials. «The 
place is a result of nature and time», 
he declares. «I think my architecture is 
some kind of frame for nature. With it, 
we can experience nature more deeply 
and more intimately. Transparency is a 
characteristic of Japanese architecture; 
I try to use light and natural materials to 
get a new kind of transparency».
Out of 12 leading international 
architects, KKAA won the open 
competition launched in early 2012 
by EPFL to create the new campus 

commons in Place Cosandey. The 
construction started in August 2014, 
with the general contractor Marti 
Construction SA and a budget of 
35,5 million Swiss Franc. One of the 
reasons for the success of KKAA in this 
competition was the clear strategy that 
oriented the design. Javier Villar Ruiz 
- Partner and Design Chief at KKAA 
- has developed the awarded project 
since 2012 and followed its construction 
until the recent completion. «The design 
concept of the building was determined 
primarily by two factors», he says, 
«the development of the campus and 
the relationship to other architectural 
objects». Since the very beginning, the 
concept has been based on four simple 

strategies: 1- creating connection; 
2- maintaining the view towards the 
lake; 3- enhancing connections and 
permeability; 4- defining a new public 
space.
Looking at the ArtLab, one can 
remember the Hiroshige Museum of Art 
realized by Kuma in 2000. Dedicated to 
the works of the famous Ukiyo-e artist 
Hiroshige Ando, this museum embodies 
an interesting synthesis of art values 
in architectural design, materializing 
the unique spatial structure created 
by Hiroshige in his woodblock prints. 
While in the Japanese museum wood 
is the main material, in the ArtLab 
the traditional locally sourced wood 
is sandwiched with the modern 

KKAA © KKAA ©

© Michel Denancè, EPFL
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perforated steel plates. This probably 
comes in order to reflect the program 
of this space where art, science and 
technology inspire the academic staff. In 
terms of technical needs, this innovative 
sandwich structure allows to solve the 
challenges of such an exceptionally 
slender shape. By changing the 
proportion between wood and steel, 
the designers were able to conserve 
the same section for the 57 supporting 
portals throughout the building.
The engawa (covered hallway space) 
is a typical element of traditional 
Japanese architecture. In the book 
Kyokai: A Japanese Technique for 
Articulating Space, Kengo Kuma 
describes the boundaries that 
form building enclosures in Japan. 
These elements were used to create 
transitional spaces with several layers 
of transparency. In the ArtLab, the 
porches provided under the long roof 
resemble the engawa, thus providing 
permeability through the building and 
connecting the different activities. The 
stone cladded roof is another significant 
element of this project, which brings a 
touch of Japan-ness. The ArtLab’s roof 
stone takes inspiration from the typical 
Swiss houses but its origami shape is 
extremely modern and enhances light 
and shadow through the folds. This roof 
can be considered the most important 
component for two reasons: it connects 
all the functions, unifying a complex 
program under one simple shape, and 
its shape is intended to dismantle the 
image of the building as an object, 
rather creating an “Anti-object”. 
This is the title of another stimulating 
book edited by Kuma. Here the 
architect argues that an alternative 
form of architecture is not only 
desirable but also possible: avoiding 
objectification and creating a ‘weaker’ 
architecture, in opposition to the iconic 
and monumental design that prevails 
nowadays.
The accurate selection of natural 
materials – always exploring their deep 
potential, their aging and mutations 
during time – is one of the strategies 
commonly used by Kuma to achieve 
dialogue with nature. In the ArtLab 
façade, the wood was pre-aged in 
order to maintain a homogeneous 
texture during its life span. A profound 
understanding of the life cycle of 
materials is what makes the projects 
from KKAA greatly appreciated 
worldwide.
“Under one roof” three distinct spaces 
are conceived to inspire and enrich 
the experience at EPFL and attract 
the general public. The Montreux Jazz 
Café is dedicated to showcasing the 

© Michel Denancè, EPFL © Michel Denancè, EPFL

© Michel Denancè, EPFL© Michel Denancè, EPFL
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famous festival’s archives - inscribed 
in the UNESCO Memory of the World 
Register - through devices used to 
browse, visualize and listen the huge 
amount of digital recordings collected, 
while enjoying modern and healthy 
food. The archives include about 5,000 
concerts since the very first Festivals 
(1967), including artists like Aretha 
Franklin, Ray Charles, David Bowie and 
Prince.
The Experimental exhibition space is 
located at the centre of ArtLab. It is 
conceived as a flexible box in which 
to explore new means of enhancing 
artistic and cultural heritage. This space 
will host innovative art installations, 
showcasing cutting edge technology 
and innovative approaches. For 
example the first project, Outrenoirs 
by Pierre Soulages, involves the 
public in an interactive and immersive 
experience by using technology 
developed by five EPFL laboratories.
DataSquare, the most fascinating of the 
three pavilions, is designed to inform 
and educate the public, showcasing 
projects driven by big data. The “Blue 
Brain Project” and the “Venice Time 
Machine” - EPFL’s two most important 
research projects - are displayed at 
the centre of the space. These projects 
prove the potential of big data for 
sciences and humanities by using 
highly interactive presentations and 
innovative interfaces.
«ArtLab initiative is to build bridges 
between “hard” science and humanities, 
a field in which EPFL already has 
a college that continues to grow in 
importance». This mission – which was 
the starting point for the competition 
launched in 2012 – has been perfectly 
fulfilled by KKAA with this project. 
ArtLab is a place where students, 
professors, academic staff and general 
public can get together and team up, 
«living under one roof».

Matteo Belfiore

© Valentin Jeck, EPFL

© Michel Denancè, EPFL

© Michel Denancè, EPFL
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«The secret is not in the solution, but in the 
process which has occupied the mind» 
(T. Terzani). Located on the shores of 
the great lake of St. Moritz, the structure 
is called the “Cube” for its essential and 
modern shape which moves away from 
the typical local architecture, but retains 
the local character in the partial overlay 
made of wooden boards and masonry 
skirting-boards of rustic stone. The large 
floor to ceiling windows welcome light 
announcing the continuous dialogue 
between internal and external. The 
interiors have been entirely curated by 
Exclusiva Design. With branches in Rome 
and three other countries around the 
world - Russia, China, and United Arab 
Emirates - the company distinguishes 
itself by its way of interpreting the needs of 
its clients, following a sartorial approach, 
working with the talent and tradition of 
‘Made in Italy’ and unifying the dexterity of 
craftsmanship with new technologies and 
innovative materials.
The chalet is located on a steep incline 
that embraces the building’s three floors 
from top to bottom. 
A space filter leads towards the sumptuous 

The balance 
of the sketch beyond the idea: 
a chalet in St. Moritz

Exclusiva Design
Work
Mountain Chalet
Location
St. Moritz, Switzerland
Year of Completion
December 2013
Architecture and Design
Exclusiva Design srl
Design Director
Fabio Mazzeo
Design Team Leader
Monica Baldacchini
Design Team
Valentina Martino, Gianluca Bilotta
Artistic Team Leader
Luca De Felice
Graphics & Artistic team
Paola Bacchi, Francesco Pogliaghi,
Fabrizio Sartori, Stefana Andrici, 
Flavia Fefè, Fabio Meliota
Size and total area
1.200 m2

Image credits
Massimiliano Camplone
Assistant: Daria Forte 
Artistic Touch: ExOfficina srl
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salon, dominated by an imposing table 
made of a unique fossil oak trunk which 
is over 12 centimeters thick. The surfaces 
and the furniture aim to spark a tactile 
emotion. Close to the basaltic rock there 
are precious textures of warm winter 
colours. White underlines the slight 
piers and the false ceiling which creates 
geometric shapes, giving the illusion of 
a slim structure in which walls are close 
to one another. A modern element of 
tradition. On the light, wooden and glass 
stairs that link the three floors there is a 
high decorative panel, one of the several 
works realised by the artists of Exclusiva. 
These recall the motifs of the landscape, 
giving the internal rooms that quiet which 
can be found in natural scenarios. In other 
rooms leaves, mountains and trees are 
also depicted across the panels.
On the ground floor the bedrooms are 
divided and protected only by the light 
protrusion of the upper floor. The frames 
and the handles of the doors, the texture of 
the boiserie, the singularity of everything 
is the fruit of attentive research. The walls, 
which are painted in various shades 
of grey, are in contrast with the neutral 
and natural colours of the furniture. The 
craftsmen have transformed their drawings 
into unique custom tailored objects, like 
the handles of the master bedroom. On 
the lower ground floor the research for 
shapes and local tradition finishes in 

perfect harmony with the most advanced 
contributions of technology and innovation.
The zen garden with a primitive beauty 
and timelessness, keeps soul and nature 
in perfect harmony. The water of the 
swimming pool is lapped by the light of 
the skylights which open up angles onto 
a sky at night full of stars. An excellent 
smart home hub ensures the comfort and 
wellbeing of the chalet also thanks to the 
high-end system in the home cinema, as 
well as throughout the villa. In this project, 
architecture, art and design build together 
a tale of elegance. The chalet reaches the 
balance which has made Exclusiva design 
win the International Design Awards 2015 
of the “Society of British and International 
Design”.
We asked architect Fabio Mazzeo, 
design director, to tell us more about the 
company’s approach.
What is the keyword that defines your 
company?
«A word that summarises our approach 
is research: Exclusiva works around the 
clients, formulating every activity according 
to their needs and exploring the input 
received in the research of materials, 
systems and functions. We believe that 
the role of the interior designer is to work 
transversally by using the different skills 
of the players who daily attend our world 
(craftsmen, designers, technicians, project 
managers). 
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The project must not be self-referential, 
ignoring the client’s needs, instead it must 
be the result of a transversal approach: 
a daily task of fine tuning, based on the 
reception of emotional signals and clues 
which derive from the dialogue with the 
client».
How do you manage to interpret the 
client’s needs?
«Research, for us, begins by listening, 
getting to know the client’s world, and 
trying to provoke reflection. The type of 
client who often comes to us already 
has a clear idea of his needs, but our 
role is to accompany him through these 
new territories of knowledge, by igniting 
“different” reasoning from their status quo. 
The final result considers many factors 

manufacturing), reveals what we were 
expecting: an innovative update that makes 
human work easier without giving up the 
creative capacity of craftsmanship. While 
architecture appears to be unbalanced 
regarding the instrumental/technological 
aspect, interior design is more balanced. In 
fact, different dimensions assume different 
attentions: the more the aspect of an 
object is perceivable, the greater its value 
becomes. 
Perception plays a fundamental role in our 
capacity to define beauty in what surrounds 
us: an interior design object has to be 
investigated at a molecular level in order to 
give even more expressive characteristics. 
These characteristics are able to 
communicate not only the preciousness, 

(needs, necessities, sensitivity) which 
have to be fed by further knowledge and 
points of view, unexpected declinations 
that we as designers, as experts in this 
field, have the task and the possibility to 
ignite. It’s a game for two. Every project is 
a journey that has to be made together, an 
experience made by both parties. It doesn’t 
matter if it’s a flat in the centre of Beijing, 
a master plan in Russia, or a villa in the 
United Arab Emirates, behind every project 
there is always an interlocutor. Sometimes 
it’s an independent client, other times it’s 
an organization, political bodies or private 
groups, who represent a collective vision. At 
the moment, for example, we are busy with 
a new urban project in Saint Petersburg, 
the Lakhta Center of the Gazprom Group. 

singularity or stylishness of a treatment, but 
also a small invention linked to the details 
or to the light that strikes it. The technical-
project work becomes perceptive, almost 
psychological.
When we operate in the interior we 
shouldn’t forget that what we design has 
to be touched, lived, brushed and smelled. 
We cannot ignore such needs. Exclusiva 
has a structure dedicated to research in this 
specific field: a company which looks after 
high-end adornment, which investigates 
into the superficial aspect of things, their 
skin. The surface, as an intermediary 
between interiors and exteriors, is surely 
the principal object of observation for 
a designer. Moreover, we share our 
excellence with specialists from every 

Exclusiva is the key contractor for the 
interior design and it’s incredible how in 
over 600,000 m2 there’s a concentration of 
many of the citizen’s interests. Certainly the 
bigger the volumes are, the more complex 
proportionally the interactions are as well, 
with Exclusiva looking after many projects 
as well as turnkey projects. You have to 
better determine the proportions of the 
tools but the process remains the same: 
you need to keep the same pace and live 
the experience together».
How does your team manage to keep 
the craftsmanship and ‘Made in Italy’ 
tradition at the fore? 
«We strongly believe in the nouvelle vague 
which thanks to, as some people call 
it, the fourth industrial revolution (smart 

sector (masters of marble and texture, 
joiners and glassworkers) and with the big 
production companies of Italian design, 
alternating the innovation of materials or 
ad hoc manufacture with technology and 
ancient knowledge. This project is a clear 
example of our philosophy».
Preferring the use of not-mass produced 
objects, the interior design which 
characterises the “Cube” of St. Moritz 
distinguishes itself from many projects 
which are currently en vogue. And, when 
reconsidering the craftwork, Exclusiva has 
achieved a rare balance between tradition 
and modernity providing a significant 
example of the quality of Italian design.

Maurizio Perticarini
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When you think of the craziest night you could ever 
experience in your whole life, you might think of the 
blurred scenes of the famous late 1990s film “Fear 
and Loathing in Las Vegas”. Sight starting to fade, 
psychedelic colours swirling around, images turning 
into melted paint and merging into abstract figures 
are what you are probably expected to be thrown 
into. And if while sitting at a bar counter you would 
never think of getting caught into a wild scuffle in 
the middle of a “reptiles zoo” setting, then you have 
obviously never been at the Chameleon Club in 
Dubai.
The colour-changing reptile has in fact inspired 
the worldwide famous Italian architect Italo Rota 
designing his club with Alessandro Pedretti. Set 
in the uppermost level of the Byblos Hotel, the 
Chameleon Club is the architect’s second success 
in the hospitality industry in Dubai, after the Cavalli 
Club. His capability of pushing creativity to the 
edge of imagination, still reaching an extraordinary 
balance at last, couldn’t but burst into something 
stunning in such a challenging task. 

Karma 
Chameleon 
in Dubai:
t[o]ned 
to the rhythm

Studio Italo Rota
Work
Chameleon Club
Client
Byblos Hospitality Group
Location
Dubai, UAE
Project Year
2010-2011
Architecture and Design
Italo Rota, Alessandro Pedretti
Architect
Architect: Italo Rota
Architects in charge: Italo Rota and Alessandro Pedretti
Project Team
Riccardo Balzarotti, Carlo Ferrari, Luca Paris, Devis Venturelli
Engineering
Coordinator: Kambiz Azema
Size and total area
470 m2

Image credits
Gary McGovern www.garymcgovern.net
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between reality and giddiness, heart shaped ceiling arches all over recall 
the love-giving atmosphere of the 1980s chameleon song. The nightclub 
function is thus conceived in a totally new way, for the rapture of its music 
and the lively dynamism of its costumers doesn’t just fill the space, but builds 
it up. Architecture actively participates to the party experience converting 
impalpable excitement and vibrations to a flamboyant and fitted design.
In a few words, the Chameleon Club in Dubai synthesizes luxury, fun and 
extravagance. The club doubtlessly resembles the reptile’s nature not only 
in its features, with its ever-changing colour claddings, but mostly in its 
services, adapting to any request or desire. In the Chameleon Club, energy 
pervades the air becoming electricity that lights up the club and, of course, 
its house master reptile!

Damiana Treccozzi

All of his somehow magic works seem to break 
conformity with irony bringing fancifulness and 
absurd into reality.
Moreover, starring this middle eastern spread 
reptile, Rota has swept away other competing 
animals - such as scorpions and dragonflies, 
after which several clubs around the world have 
been named over time - choosing it as the perfect 
animal to host night lovers. His hulking chameleon 
holding on to a giant heart placed at the back 
of the dance floor, actually is the club’s patron, 
welcoming nocturnal creatures in his breathtaking 
crib with his 13 meter long outstretching tongue. 
Quizzing Rota why among many badges of 
amusement he has chosen a chameleon, he 
answers: «The image of the chameleon changing 
colour inspired me and then around it I designed 
this kaleidoscopic and fantastic place». He 
definitely achieved his goal! A scales-like cladding 
dresses all vertical and horizontal surfaces as if 
reptiles’ skin had been unfolded over every wall 
and ceiling. This irregular pattern of different sized 
bulging solids fills in the space and while lending 
it its unique character, it magnifies the disco light 
atmosphere. At night in fact, when the DJ from his 
booth pumps up the volume to get the right vibe, 
the 60.000 LED lights start blazing, shifting from 
one light colour to another and flashing in sync 
with music. Definitely in Chameleon Club Dubai, 
dancing is not just a one-sense matter, yet it is 
an all-sense perception! Rhythm is not just to be 
heard, but to be seen - thanks to the amazing 
lighting arrangement - and to be somehow 
touched as the music vibrations coming from its 
art sound system make people’s hearts flutter. As 
if that weren't enough, most surprisingly, here you 
can also eat while flavored by music!
As a matter of fact, the club also displays a 
restaurant where a menu of international and 
Japanese cuisines is served. You can choose 
among a wide range of courses going from 
traditionally dressed pasta to a great variety of 
pizzas, topped as you please. Finally, to get the 
party started, stylish energy drinks are served. 
After leaving the exclusive pre-club diner area, 
you may want to go for the narrow planned dance 
floor to mingle with the crowd, or if you’re more of 
a calm person looking for a lounging situation, the 
VIP area with its sparkling chandeliers dropping 
from the ceiling is the one place which best 
suits you. However, throughout the club, the eye 
contact with the real night’s idol can never go lost, 
for the giant 6.5 meters by 5.5 meters chameleon 
glows all across the club boasting its LED dotted 
multi-coloured shell. Getting up the stairs to the 
mezzanine floor, you may also take a closer 
look to it or even try to grasp the large tip of his 
tongue.
Unlike other clubs or discos flaunting more 
ordinary black furnishings, plainly considered 
more appealing to venues hosting nightly 
events, the Chameleon goes for a totally 
different approach. Its psychedelic ever-
changing appearance leaves its guests in 
astonishment and, just as a disco idol, the 
nightspot worshippers are cursed, falling into a 
music addiction status. Within this dreamy state, 
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MF: We are very interested in understanding your 
company’s path, your evolution, both in terms of 
design and in terms of market and strategies. Then 
we would like to know more about the combination 
between Artemide and Danese, two companies 
that are now under the same umbrella. How much 
are they complementary, or vice versa is there any 
cannibalization effect?

CDB: They are completely different.

MF: You play various roles: academic, entrepreneur…

CDB: In fact, the course of life, mine surely, is often a 
journey full of encounters, discoveries and experiences 
that nourish our perspectives, changing and combining 
different roles. 

Thanks to my mother Franca de Bevilacqua, who 
worked as an architect in Milan, I started expressing in 
architecture my dream of designing. 
In the following years I turned it into business, thanks to 
the teaching of Ernesto Gismondi, founder of Artemide 
and companion of a lifetime, and the everyday 
experience with him.

Future in light: Artemide’s vision
An interview with Carlotta de Bevilacqua and Ernesto Gismondi

mi [materials&interiors]
MF: Among all these roles which one prevails?

CDB: In the fate of crossed paths the role that I have 
always tried to grasp is that of designing and creating 
the best life quality for humanity, for living beings. 
This thing seems militant, rhetoric, passionate, but 
it is true. This is the theme of my life. Any type of 
project aims to distribute cultural quality and everyone 
chooses his own. I chose architecture because it is 
the culture of doing: making architecture today means 
doing something for others, designing something in 
which humanity in all its forms - private, public - can 
live. Then life makes you come across personal 
stories, but also new research directions, that guide 
you towards the projectuality that you feel is most 
significant, both in terms of knowledge and of tool. 
Especially the great technological revolutions are the 
ones that have always created new opportunities for 
change and innovation. In particular, the century of 
electronics and quantum mechanics has changed 
humanity, creating a completely different dimension. 
Between late nineteenth and early twentieth century 
everything has been put into question, first from a 
scientific point of view and then from an industrial one. 
Edison’s light bulb, Freud, literature breaking down, 
Joyce, Nietzsche, are all part of an extraordinary 
moment: reinforced concrete and industrial discoveries 
generate a new possible quality of life; electricity, 
communications, products distribution with a more 
widespread delivery range and so on. Then the 
century of electronics gives way to the century of 
photonic. What I think can bear witness to my life 
is that I had the good fortune to intercept changes. 
When I was 27 I met this gentleman, Ernesto 
Gismondi. I had graduated a few years earlier, I had 
done apprenticeship in the studio of my mother - an 
extraordinarily cultured woman, daughter of the 
Milanese culture of brave architects – and at the same 
time I was already on my way. 
Those were the years of the cultural and political 
militancy and right then I met him and light in 
architecture, an issue that has always been 
fundamental, because there is no space without light 
and no light without space. Meeting Gismondi has 
meant to have more passion for the light theme, but 
at the same time to maintain my independent paths 
as an architect and a teacher. In the end business, 
design and culture coinciding together with the strong 
relationship between research and communication 
makes it possible today for business to truly change 
the world. We are ambitious and somehow try to do so. 
Of course since his debut he has been revolutionary, 
because he was a pioneer of the relations in the 
culture of the project (the one among the architects 
of the Fifties-Sixties such as Ponti, Aulenti and 
Magistretti), and later he has discovered new 
technologies, getting closer to the design of Richard 
Sapper and other major international architects; finally, 
going on still today in researches in fields such as 
electronics. 
Given a certain generational distance, in meeting him 
I gave a boost to innovation, today with a vision of the 
light phenomenon, not only as visible spectrum, but 
also as a corpuscular phenomenon.

MF: Which products show it more clearly? Since when 
can we identify this influence?

Interview by 
Marco Ferretti and Ivan Parati 
Image credits
Courtesy of Artemide, Ferrari Ph. and Luca Mallamo

EG Ernesto Gismondi (President of Artemide)
CDB Carlotta de Bevilacqua (Vice President of Artemide)
MF Marco Ferretti (Publisher of Compassesworld)
IP Ivan Parati (Design Consultant of Compassesworld)
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CDB: It is difficult to say. The actual moment of true 
changing took place when we decided not to produce 
lamps but to design light. This occurred with the 
“Metamorphosis Collection”, in the early 1990s. At one 
point we imagined that the form was less interesting 
because an important freedom of interaction on light 
- in that case it was the part of the light in terms of 
perception, which has a very important physiological 
and psychological effect on us - was developing. 
According to light entrepreneurs’ legacy, there was a 
clear separation between decorative and functional 
aspects in workspaces. Let's say that the onset has 
been imagining a light that would put man at the centre 
of the project, so that, wherever he is - at work, on the 
street, at school - he would be entitled to a good light. 
This of course has been the principle, but somehow 
it has also led to a change on the formal aspect: 
design simply means a designed object, conceived 
to do things and at the end return us empathy. In the 
end we need form and craftsmanship, but this must 
be the final outcome, where eventually if you have 
talent you have emotion. To me form is the expression 
of limits and technological opportunities, it is not an 
item end in itself. Designing light is not just drawing 
a shape, but investigating and managing both the 
more technical aspects and the ones of performance, 
however, always placing great attention to man, to his 
needs and well-being. Technological innovation must 
be confronted to a vision, must be filtered by the values 
of a new humanism that relates man to the necessities 
of life and its spaces, but also confront itself to the 
community and the future of the planet, with values 
and ethics.

MF: What do you mean by ethics?

CDB: Designing light is an ethical gesture, in fact light 
is like air and water: humans and nature cannot live 
without it. It is therefore a key element in contributing 
to life and its quality. Artemide is a company that has 
always paid great attention to sustainability. Being a 
“company of light” it is very careful to the life cycle of 
a product, both "upstream" - raw materials, energies 
that are used during production - and “downstream”, 
through a long life of the product, but also during the 
phase of usage, because light is energy. This long 
life means respecting resources. Ernesto has always 
cared very much about this issue. Tizio has been 
created in 1972, Tolomeo in 1986, but even today all 
the products designed and made aspire to a long life 
service. As Michele de Lucchi said: «Tolomeo was 
created with an Edison light bulb, then it became a 
family, then a world». In the many versions in which 
it has been produced over the years it has been able 
to evolve in order to accommodate different light 
sources, from the traditional incandescent and halogen 
ones, to fluorescents, up to the LED tunable white. A 
world capable of including variants that are extremely 
democratic, as the versions with a traditional E27 
Edison screw or highly sophisticated ones fitted with 
integrated LED circuits capable of varying intensity 
and colour temperature. It is therefore an ethical 
product for sustainability, accessibility and ability to 
provide answers to human needs in different spaces, 
to the point that the Politecnico of Milan tested it with 
excellent results for the LCA (Life Cycle Assessment). 
It is the same also for Tizio’s history: technological 

and mechanical innovation of the source. If you look at 
Tizio what is the first thing you see? When they asked 
me I didn’t notice. It doesn’t have the wire, this is the 
first major innovation.
In 1972 Gismondi found out that in cars they have used 
a very small 12 Volt bulb: he was already determined 
to make a light that went as far as possible in spatial 
extent and therefore he began working on this with 
Richard Sapper. It was the first time it was used a 12 
V light bulb: and so he takes the transformer, which 
becomes the base, the arm sticks, that conduct 
electricity, the press-studs, that are connection and 
joint, and thanks to the lightness of the bulb, it is 
possible to bring light in space without any balancing 
problems. This shows that the form does not produce 
the project, but innovation does. After the LED 
revolution, still ongoing, we are confronted with a 
new interpretation of light in its photonic sense, as a 
medium that is able to also manage the production, 
distribution and control of data. This means that we 
will have an increasing number of products capable of 
interacting with man in a smart way, not only through 
sensors to which we passively undergo the reactions, 
but also turning us into actors of interactive scenarios. 
Our life has changed; it requires freedom in rhythms, 
spaces and activities, in a flexible and open way, with a 
greater awareness in the use of the planet's resources. 
All our day-to-day is evolving into a dynamic and 
ethic interface of our lives, where the individual is the 
protagonist, increasingly free to choose and create his 
own environment, connected to the world.
Today, projectuality must therefore offer a better 
alternative to what we already have, an “interactive 
design” between technological frontiers and 
contemporary humanities. Light today is the 
protagonist of the century and by light we mean 
photonics, which can now carry data, signals. We 
are now in the so-called “Internet of Things”: this is a 
theme we are investigating, because it means that we 
can write the intelligence of light, we can make sure 
that it interacts bidirectionally, giving us messages. 
These intelligences that we attribute to objects are 
designed through what I call the parametric design. 
Therefore, starting from the qualitative values that we 
attribute to them, we can also give interaction. This 
means that it is possible to act in real time, unplanned, 
to be truly flexible and be able to give great support, 
both from the point of view of experience and emotions 
and for our rhythms of life, even in important issues 
such as health.

MF: In fact in some passages you speak of 
physiological and psychological well-being.

CDB: Yes, because light can be interpreted in two 
ways that are not in contradiction: this is the great 
fascination of light. As wavelength - therefore as 
perception of the visible spectrum by our nervous 
system, which means colours - light is measured in 
nanometers and we perceive them from 380 nm to 780 
nm, starting from blue, then violets, then red. But light, 
again, is a phenomenon that can also be interpreted in 
terms of quantum, which means the energy amount, 
and it can carry data. This to me right now is the most 
exciting project that may change the world.

MF: How does LED change the way of designing?
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CDB: LED should not be interpreted as a traditional 
source, but as the phenomenon of quantum 
mechanics. Quantum mechanics basically says that 
the atom is no longer seen as it was, but the electrical 
charges that the electron receives modify it and 
make it go from one orbit to another. At first scientists 
believed this would have changed the structure of 
the atom, thus it remained configured that way. Not 
only Einstein, but an amazing group of people, has 
worked so hard on this issue saying: «no, the electron 
returns into its original position, so if it has been loaded 
positively, it loses energy going back», the famous 
quantum leap. In this way electronics was born, 
because in this way we are able to manage the electric 
charges of the electrons with the famous microchip. 
At that point, however, all the energy released in this 
quantum leap is thermal energy. After the war, in the 
late '50s, some Japanese and American scientist 
began to imagine that this lost energy could not 
only be thermal energy, but also light energy, that is 
photons. Therefore the LED is a light phenomenon 
totally different from traditional sources.

MF: So, in terms of benefits for your business, does 
LED give you a greater flexibility?

CDB: The fact is that you have no alternative, it is the 
present and the future. It’s as if we wanted to return to 
the CRT after the flat screen, it doesn’t make sense, 
for many reasons: the LED lasts ten times longer, 
consumes ten times less. It’s an irreversible path that 
will not stop to the LED, but will go on. And this has 
changed the way we design, so now you have no 
limits, you can really go and re-design light-making.

MF: May all this passion for quantum mechanics derive 
from the fact that your father is a chemist?

CDB: I believe that quantum mechanics is absolutely 
philosophy. If I were 18 years old today I would enroll in 
Physics. Instead I didn’t study Physics, I have a strong 
humanistic culture, I am an imprecise humanist.

MF: Do you speak of Humanism to overcome the 
decadence?

CDB: Yes, absolutely. We must above all have a 
vision, a vision made of shared-values, whatever 
professionalism you have. Let's say I believe you have 
to have vision and passion, but at the same time it is 
important to research, study - mainly technological 
and material researches - and then proceed to 
manufactory, to doing, to doing well. I want to 
congratulate you on your magazine, to me it is central 
because we live in space - inside, outside, private, 
emergency - and it is this great passion for it that 
makes us think of light.

MF: What are style and decoration to you? How do 
they deal with technology?

CDB: I'm a bit militant. I am against style, for me it 
is a negative word. I think in the end what a project 
expresses, also through form, is the talent to put 
together all this knowledge, intelligences, values, 
costs, manufactories, and so on. Whether it is an 
architectural project or any other project, it should 

give us a thrill. I think this is the talent of a designer: 
to be able to move someone, not because he has a 
style, but because he has a sense that he expresses 
in forms. I am quite opposed to the abuse of the 
expression of style, regardless of a reason you find 
in this or in all times of decadence. Instead I believe it 
is very important to carry out LED technology, which 
through the optoelectronics innovation allows us to be 
actors of our light, to be free to interact.

MF: How do you feel about the theme of light pollution?

CDB: The theme of light pollution depends on the 
legislation for the application of outdoor lights, with 
different variations for each country. However, I also 
believe that the issue of outdoor, urban lighting has 
significantly changed. The impact of legislation is not 
as important as the new interpretation of urban space: 
light is much closer to buildings, buildings themselves 
become, as in New York, the city lights.

IP: I would be interested to know an aspect of the 
company, which is still rooted in the Italian territory 
and run by the family. How is this projected in a global 
situation? Maybe it gains momentum starting from 
Dubai, with influences and contaminations from a 
completely different culture. How can you balance 
between these two realities, between one that is more 
deeply rooted in the territory, probably more free and at 
the same time more limited, and a more global reality, 
which is less free, therefore more restrictive from a 
possibilities point of view?

EG: Already in the first post-war period there has 
been a phase - the Italian Rationalism - of intellectual 
growth, of ferment in the field of architecture. I founded 
Artemide with Sergio Mazza with the idea of making 
something important. We had the idea to involve the 
architects who were the protagonists of the cultural 
revolution, to pass it on also through new ideas and 
projects in the field of furnishing light. The question is 
local, Italian, but especially based in Milan. The roots 
of Italian design sprout from this coincidence of men, 
creative energies, cultural and university realities, 
designers, enlightened entrepreneurs and places of 
know-how. 
The link with the territory has been crucial because not 
only we had the chance to design but also to create 
what we designed. Artemide had a very artisanal 
startup, the first catalog had only six lamps, but from 
the beginning we decided to do things seriously, 
in a structured way. We also realised that to grow 
we should have had to increase exports. Those 
were golden years in which we started to introduce 
our products abroad, along with other major Italian 
companies: first in US, then in Asia and Japan, where 
we were helped to design new pieces by the ideas of 
internationally renowned architects.
Even today we bring into the global market products 
by designers and architects from all over the world, 
but with a know-how, a manufacturing rooted in our 
territory, Made in Europe. 
The main factory is still in Pregnana, then we have two 
more production sites in Italy (one in Venice for the 
blown glass), one in France and one in Hungary (also 
one in Canada, but to follow the different standards of 
the American market).

Artemide Middle East 
Dubai Design District D3

Building 6 A307
Dubai, UAE

Tel.: +971 44 250 213
www.artemide.com
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Michele Cuomo 
Location 
Torre Annunziata  (Napoli), Italy
Producer
Pastificio F.lli Setaro srl
Thumbnails
- Schematic drawing / logo Canna di Fucile 2011 in section
- The pasta on Albero, backsplash by Alba Rosa Mancini
- Exposure during the Compasso d'Oro Int. Award 2015
- Alba Rosa Mancini and Michele Cuomo during the FDL
- The pasta on Iota, cuttingboard by Carlo Migliardi
Image credits 
Courtesy of Carlo Migliardi

The real innovation in the history of firearms’ 
production was in the internal helical rifling of the 
gun barrel: in the same way, the new pasta-extruder 
exceeds the technical limits of industrial production, 
creating for the first time a hollow profile, with helical 
rotation of the internal riflings; with the use of the 
golden section, starting from the minimum diameter 
dimension, the lengths of the various sizes were 
elaborated by increasing the section with added 
thickness. In the phase of the high-pressure die, 
the internal rotation, applied to the material during 
the elastic phase, eliminates all the smooth parts 
in favour of a particularly rough surface: this pre-
stress also due to the contrast with the rotation, still 
allows the continuation of a residual helical formation 
of the internal riflings in the subsequent phases of 
processing and cooking, resulting in large retention of 
the seasonings. The main characteristics of the new 
product consist of environmental sustainability and 
high permanence of nutritional values for the drastic 
reduction of cooking times by approximately 60% and 
organoleptic exaltation for the increased absorption of 
dressings from 10% to 40%.
The product, which in 2015 won ADI’s Compasso 
d'Oro International Award, in the same October 
participated to the first European Conference on 
Understanding Food Design in Milan, where a 
delegation of architects, gathered in the claim Felix 
Design For Food, presented an exhibition of table 
accessories accompanied by a cooking show: the 
pasta was presented on Albero (Tree), cake stand 
by Alba Rosa Mancini, who also designed the Bruco 
Filippo (Caterpillar Philip) basket for the after-cooking, 
and the sauce was prepared on Iota, cutting board by 
Carlo Migliardi. This ensemble was revived in Naples 
at the end of 2016 in Novelli Arredamenti’s Showroom, 
combining designs of different architectural firms. In 
a world where the socio-political differences create 
irreconcilable conflicts, pasta remains a topic on which, 
even when inspired by weapons, everyone agrees.

Ferdinando Polverino De Laureto
translation by Giovanna Russo Krauss

Considering pasta “a must” as an essential component 
of the global diet or an irreplaceable symbol of the 
Mediterranean culture rich in tradition, lightness and 
health, is nothing new.
However transforming the die, the forging system of 
pasta, into a concept that goes beyond the simple 
idea of production to become an ethical-historical 
symbol, is a new idea, obviously carried on by an 
Italian brand. The project, called canna di fucile 2011 
(gunmetal 2011) is the result of a study by Michele 
Cuomo, architect of Torre Annunziata (Naples) and 
is strongly linked to the territory: in the UNESCO 
site of Villa A and B of Oplontis, the Vanvitelli-style 
Royal Arms Factory is an icon that combines the 
history of roman archaeology to the industrial one. 
During the factory’s life, the spread of the related 
crafts workshops that produce the pasta’s dies for the 
factories of the entire surrounding area has led to the 
growth of a massive urban structure that, sadly, given 
the end of the production, has long been abandoned, 
and currently represents only a problem of physical 
removal. Oblivion becomes the only connection 
between degradation and suspension of memory. 
Referring to the idea of Gilles Deleuze, which identifies 
in the oscillation of memory a striatum mental space 
(which tends to separate the abandonment from the 
oblivion) and a smooth mental space (which tries to 
face the disorder of a fictitious order), the new project 
includes the metaphor of both conditions, in an attempt 
to give a new ethic meaning to production: a tribute 
of the last Torre Annunziata’s pasta factory to the 
Royal Factory, object of a project of re-use and urban 
regeneration, drawn up in 2010 by the architects M. 
Cuomo, A. Mariniello and L. Piemontese, and shared 
with University Research Centres and Local Consortia. 
Produced by the Pastificio F.lli Setaro, Canna di fucile 
2011 is marketed by the "Consorzio Terre di Oplontis" 
for specific events, charity auctions and fundraisings 
that aim to the establishment of a "Fondazione Terre 
di Oplontis", which is an actuator of the restoration and 
urban regeneration initiatives of Oplontis’ UNESCO 
site and of the Bourbon architectural ensemble of the 
Royal Arms Factory.

Weapon 
of must 
costruction

Oled,
a portable
diwine light
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a natural acrylic stone that can take any form thanks 
to its wide thermoformability, that is highly resistant 
to time and scratches, absolutely smooth even at a 
microscopic level, whereby it hasn’t any pores in which 
to accumulate stains, therefore it is perfectly washable. 
Since at first sight it has no seams at first sight it seems 
one solid element.
The light is derived from the OLED technology, an 
acronym for Organic Light Emitting Diode, that allows 
realising a colour display with the ability to emit its 
own light, unlike liquid crystals that require additional 
components to be illuminated. At 4000° K shadows, 
UV rays and all those components that alter an 
objective vision of the cup during a visual inspection 
are absent. Even recharging is a highly innovative 
matter: the lithium battery can be also recharged 
through the wireless system of Nikola Tesla (nowadays 
a renowned name because to him was dedicated the 
eponymous car company based only on electricity).
Combined with red wine Le Orme, a super rated 
Barbera, WineOLED these days is being presented at 
Vinitaly 2017 in the stand of Michele Chiarlo.
Let there be light!
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Until yesterday, the only unexplored wine-tasting sector 
was that of a univocal light source, capable of providing 
an objective parameter by which to begin the first 
sensory tests that a sommelier exercises in front of a 
glass of wine, that of the “appearance”: today concepts 
like "light straw yellow" or "onion skin" or "evolved 
ruby with grenade reflexes" will finally be pronounced 
with the same precision in any condition of viewing. 
Deslabs Lighting of Novara, Italy, took care of it, creating 
WineOLED, a lighting object that combines aesthetics 
and technology. It is a very minimal lamp with a generic 
L shape (already very decorative) which provides a 
constant and natural light to the glass placed on the 
base, allowing to evaluate all the details (colour, clarity, 
transparency, effervescence, presence of corpuscles, 
etc.). WineOLED is a concentrate of technical 
innovations: it is made of white Solid Surface HiMacs®, 
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Mosaico+
Shapes and colours 
express a unique style
SFUMATURE collection

it

Mosaico+ open up this new year displaying the 
SFUMATURE , an unusual, subtle variations in 
materials, patterning and shades that blend in 
with colour fading, all completed by solid colour 
textures, whose impact is reinforced by the 
shining brightness of mosaic.

A new method that combines technical and 
aesthetic expertise to interpret decoration in 
a contemporary spirit. An idea that starts from 
the traditional mosaic mix of different colours, 
bled into lighter or darker shades, and arrives 
to a more elaborate decorative motif, with new 
shapes and colours, offering fresh creative and 
compositional inspirations.
The types of motif are in line with the latest 
trends: from a more ethnic, minimalist style 
to floral patterns, available in various colour 
variants.

This approach to decoration is extremely 
flexible, with countless compositional solutions 
adopting different colour gradients, running 
either vertically or horizontally. It's perfect 
for highlighting architectural features such 
as alcoves, fireplace, walls, shower areas 
and kitchen worktops, with the advantage of 
adaptation to spaces of any size and to any 
location, within the home and elsewhere, with 
stunning effects of depth.

Mosaic becomes the expression of constant 
change, a creative energy transformed into an 
idea of compositional freedom, structured and 
modular in line with the Mosaico+ philosophy 
of offering single materials, colours and 
decorations, using its experience to guide 
the creative process, and realising “made-to-
measure” products.
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MOSAICO+ SRL 
Via S. Lorenzo 58/59 
42013 Casalgrande RE  Italy
phone +39 (0)522 990011
www.mosaicopiu.it 
info@mosaicopiu.it
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antoniolupi
Introverso, 
designed by Paolo Ulian
Research, innovation and originality have always 
been synonymous work of antoniolupi which has 
seen its production, in recent years, enriched with 
unique artifacts, of unusual and admirable projects.
antoniolupi looks to surprise it’s audience through 
a new challenge with white Carrara marble, a core 
material, ancient and multifaceted, interpreted 
in accordance with the design philosophy of the 
company.  A pool of designers were able to shape 
the material and reinvent it to create new highly 
innovative and contemporary objects.

Matter, the oldest, meets modern technology to 
perpetrate the water ritual. The drop that draws on the 
surface concentric shapes now "digging" the matter 
irregularly but perfect at the same time.
Perfect cuts, mechanical milling, the ability to extract 
from matter its essence through  the comparison of 
perfect surfaces and linear geometries. A unique 
material stripped of its classicism and projected into 
the future while maintaining that unmistakable charm 
tied to its composition and its inherent purity and 
covered by the inspiration, intuition and sensitivity of 
artists who have skillfully interpreted in harmony with 
the soul of the company.

The idea of this washbasin is born by observing the 
workmanship of blank marble sculptures, in which the 
three-dimensional shape of the sculpture is outlined 
in steps and various depths of a diamond disc 
managed by a numerical control machine.
The inner core of the project is the idea that has 
accompanied from the start the project by Paolo Ulian 
for antoniolupi.

The marble block loses its monolithic appearance 
and is transformed into something
ethereal, transparent, enclosing a secret nucleus. A 
soul that can remain hidden, revealing the subtle play 
of light, or can be revealed slowly by breaking the 
edges of the blades.
When the block is blank, thin marble slats, which are 
formed by cutting, are broken with a hammer so as 
to bring out the raw sculpture that has formed in its 
interior.

The same process is used to realize the washbasin 
Introverso from a single white Carrara marble block. 
Here the gaps between cuts hint at another inner 
core that you can decide to leave or to bring out by 
breaking part or all of the blades with a hammer.
In the latter case the new emerged shape will be 
characterized by a surface decor that is created with 
the breaking of the marble.

This machine cutting in series allows you to get a 
clear physical and visual relief of the sink, marble 
loses its typical monolithic form and turns into 
something ethereal and almost transparent.

By sliding your finger or other along the marble plates 
a soft and natural music is produced that comes from 
the soul of the stone and the peculiarities of his work.
Through the excitement of this new project continues 
the unstoppable path of antoniolupi, in search of 
beauty and elegance and a design that goes beyond 
time and space, functional and harmonious, original 
and at the same time with its own unmistakable 
identity.

it [ideas and trends]
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ANTONIO LUPI DESIGN SPA
Via Mazzini 73/75
50050 Stabbia
Cerreto Guidi (FI) - Italy
phone + 39 0571 586881_95651
www.antoniolupi.it
lupi@antoniolupi.it
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ETRO
Wallpaper
Collection
Etro is introducing its first Wallpaper collection, 
created in partnership with Rasch, the renowned 
German company and wallpaper producer since 
1861. The textile tradition at Etro has always 
involved a passion for decoration, attention to detail 
and research into the most exquisite fabrics. This 
partnership is born of a common desire to make use 
of each company’s strengths, with the aim of setting 
a new benchmark in excellence for the interior design 
market.

Having “dressed” the interiors with furnishings from 
the Home Collection, Etro is turning its attention to 
the walls that surround the home environment with 
a new project: wallpaper. A careful reproduction of 
the of prints used for the fabrics has opened the 
door to a new luxurious form of interior design. From 
time immemorial, humankind has been inspired to 
adorn the surfaces around them: in all civilisations, 
the nobility and middle classes have always 
decorated the walls of their homes with various types 
of coverings, adding warmth and comfort to their 
surroundings.

Today, the wallpaper collection includes four prints 
lifted from the textile ranges, with additional panels 
in plain colours or stripes, all designed to coordinate 
beautifully in the sophisticated combinations that 
have characterised the identity of Etro since its 
beginnings. 

Arnica with its sinuous Kashmir palm motif, is a 
Paisley design and is the root from which the Etro 
tradition blossoms; it is an ancient decorative form, 
rich in history and meaning. It is the design spirit 
that underpins the brand’s own celebrated heritage. 
Through experimentation and technology Etro has 
skilfully explored and reinterpreted the classic foliage 
design. Arnica is the Paisley motif that Etro has 
chosen as the iconic expression of their style, and is 
available in six colour choices.
Jovis is an antique effect brocade fabric with an 
uncluttered foliage motif, which exquisitely combines 
a reinterpretation of the sophisticated 18th century 
textile arts of Caserta against the modernity of a gold 
background. It takes fifty colours to create the gradual 
shading effect that produce its exceptional three-
dimensional feel. It is available in four colour choices.
Leucio, available in six colour choices, is a classically 
interpreted damask fabric with sheen/matt floral 
designs and an ageing effect both on the background 
and motifs. The fabric is named after the small village 
of San Leucio, near to Caserta.
Clorinde is a patterned damask fabric with floral 
motifs; the contrast in lustre between the pattern and 
its background adds richness and depth, while its 
distinctive floral design is light and unpretentious. 
Available in five colour choices.
This first collection had its preview launch at the 
“Maison & Objet”, trade show held in Paris in 
January 2017.
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Ritmonio
Ritmonio, Italian Luxury Brand 
in the showroom of Purity Trading in Dubai
Ritmonio could not miss, being a synonymous of 
excellence in the sanitary ware industry. Ritmonio has a 
dedicated corner in this new showroom and this space 
is fully in line with Ritmonio’s philosophy which always 
puts the spotlight on the products rather than on the 
spaces.

A strategic partnership that sets the company based in 
Varallo (VC) among the top players in the top range of 
the homeware industry, and it makes it a benchmark in 
the bathroom design.
“This opening is the confirmation of the growth and 
internationalisation process of our brand - says 
Luca Ritmonio, who took part at the event – Being 
represented in such a great and exclusive location, in 
a city that has become a very important hub for the 
design and customisation, makes us very proud, most 
of all, taking into account the actual contest that sees 
the market in need of new incentives and custom-made 
services.

Among the products displayed, Ritmonio Concrete: born 
thanks to the Ritmonio DesignLAB, based on a brand 
new use of concrete in the design of sanitaryware, being 
Ritmonio the forerunner, this concept has been applied 
to the new series Haptic and to the iconic Diametro35 
Inox, that now becomes Diametro35 Inox Concrete.

The Haptic handle is available with or without lever. The 
handle without lever can also be made of concrete. The 
mixer can be found in modern and elegant finishings: 
Black Chrome and Brushed Black Chrome in addition to 
the classic ones so chrome and brushed nickel. Since 
the handle controls the product, when it is touched by 
the user, the material's tactile quality reaches its fullest 
potential - soft, warm and almost sensual. 

Diametro35 Inox Concrete is the newest addition to the 
Diametro35 collection, with a concrete handle version. 
Thanks to an innovative, high-tech approach, the new 
concrete handles have been combined with stainless 
steel to create a design element with a unique and 
original design.

Being versatile, concrete has a decorative function in a 
bathroom urban style. Keeping its qualities: solidity and 
endurance, concrete can take any refined and elegant 
shape. It is made to enhance the spaces with a valued 
and unusual touch: Ritmonio's way.

Ritmonio is a company with two sides: the Factory 
Division, which for more than 60 years has 
manufactured safety valves and brass, copper, 
aluminium and stainless steel components, and the 
Bath & Shower Division, which produces designer 
taps and fittings for bathrooms. By combining fine 
craftsmanship, design and production skills, Ritmonio 
creates exclusive and authentic Made in Italy products 
that are functional yet stylish and eco-friendly.
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AGO85 BASIN designed by Mario Ferrarini

AGO85 is the new version that expresses the potential of the gesture 
which enhances the best elegant and harmonious design of the 
collection. A strong yet natural identity that when using the new material 
is a valuable ally for the overall interpretation of the project.  AGO85, 
made of Flumood, is the harmonious synthesis of essential volumes, 
is the virtuous encounter between the perfect geometry of the circular 
basin with thin edges and the cylindrical base that narrows upwards. 
Just the delicacy with which it solves the connection between the 
base and the basin is the essential feature of the collection, and in 
particular of this freestanding washbasin that becomes the focus of a 
contemporary and transversal bathroom.

Fabric Decor

The new Fabric collection, design Ikos, inspired by American 
Modernism, defines spaces by drawing perpendicular trajectories, 
creating a pattern of hypothetical structural lines.
The impression is that of a hand-woven fabric, in which warp and 
weft of shiny and matt materials, in contrasting or matching shades, 
create a texture of variable density, with a special, subtle elegance. 
For Milan Design Week 2017, as part of the “White in the City_Marie 
Claire Maison White Luxury” event, Studio Marco Piva interprets the 
Fabric décor with its own personal variant in shades of white, using the 
new Mosaico+ range of 10x10 mm chips with its wealth of colours and 
materials, to underline the brightness and airiness of the decor. 

ANTONIO LUPI DESIGN SPA
Via Mazzini 73/75
50050 Stabbia
Cerreto Guidi (FI) - Italy
Phone + 39 0571 586881_95651
www.antoniolupi.it
lupi@antoniolupi.it

MOSAICO+ Srl
Via S. Lorenzo 58/59
42013 Casalgrande RE  Italy
phone +39 (0)522 990011
www.mosaicopiu.it
info@mosaicopiu.it

Circle.Tech - Falmec 

Falmec presents Circle Tech: a new range of cooker hoods with a 
revolutionary system integrating extraction and filtering into a single unit. 
This allows maximum efficiency whilst not compromising on space in the 
kitchen, placing Falmec’s cooker hoods at the forefront of air purification 
technology. 
Featuring filters with revolutionary technology, new Falmec cooker hoods 
are also characterised by easy installation and maintenance. Available 
in several different models, they grant maximum extraction and filtering. 
With excellent design, fine materials and expert manufacturing, they will 
enhance your kitchen and improve your home. 
 

FALMEC
Via dell'Artigianato, 42
31029 Vittorio Veneto TV - Italia
www.falmec.it 

EXPO 1925 Doors Collection

If at the beginning of the Twentieth century the inspiration was found in 
the world of Nature, plants and sea, with the Art Deco style, lines and soft 
curves are stylized to the point of expressing pure geometry. Art Deco is 
concise and at the same time volumetrically aerodynamic, turgid, opulent, 
in a clear opposition with the austerity imposed by years of war. New 
Design Porte is dedicating a tribute to the 20's with the doors collection 
“EXPO 1925”. In the picture: white glossy lacquered finish with antiqued 
mirror.

NEW DESIGN PORTE
Strada Prov. Colligiana, 14
Ingresso 17
53035 Monteriggioni (SI)
phone +39 0577 306075
www.newdesignporte.com
info@newdesignporte.com

Casilda, the New Collection designed by Esteve

Casilda is a line of furniture designed with maximum clarity, simplicity and 
harmony. The soft lines of the structures become a canvas on which to paint 
those unique elements that render the collection’s pieces light and refined; the 
pieces feature large, comfortable seats, supported by elastic straps designed 
for outdoor use. Quick dry foam padding, also the result of Talenti’s advanced 
research into materials, is perfectly able to take on the elements. The two 
types of fabrics used, Dolcevita and Para Tempotest, combine to create a style 
that’s sophisticated, seductive and conveys a feeling of lightness emblematic 
of the outdoors. Materials are also combined in the structure, which mixes 
stainless steel with the marble and wood that appears on tables and the 
armrests of chairs, sofas and armchairs.

TALENTI Srl
Zona Industriale Loc. Le Capanne 
05021 Acquasparta (Tr) Italy 
phone +39 0744 930747 
fax +39 0744 930980
www.talentisrl.com
customerservice@talentisrl.com 

Ego

Derived from Prisma’s International experience in professional catering, Ego 
is the Abimis kitchen designed to customise and enhance every stage of the 
cooking process. Ego is totally produced in AISI 304 steel, a biologically neutral 
metal that does not release any substances into food, as well as being resistant 
to corrosion and temperatures of up to 500°C, extremely easy to clean and 
100% recyclable. 
Ego features flush doors with rounded corners fully integrated into the frame 
work and has self-adjusting, invisible hinges patented by Abimis.  Completely 
“tailor made”, Ego is designed to measure and crafted with care, from the 
various types of compartments to the finishes, the thickness of the steel and the 
worktops. 

ABIMIS
Via dell’Industria 4
31020 S. Polo di Piave (TV)
phone  +39 0422 8021
fax +39 0422 856188
www.abimis.com

Paghera's Fluorescent Floor

Paghera, lead group in landscape design, has an important knowledge 
in garden’s realization, having designed and realized different projects in 
53 different countries. One of the biggest trial for them has been to create 
gardens astonishing in a dark night as in a sunny day.
In addition to the artificial lights, that give lots of emotions and charm, 
Paghera has studied different materials and finishes, easy to applicate 
and with low maintenance. Like the floors in resined gravel, enriched 
with little fluorescent stones. These glassy stones blend in the gravel and 
charge themselves exploiting the solar radiation.
In the night you will see a path full of stars, a magical effect that allow 
you to walk in the sky.

PAGHERA
Headquarters: Via Molini, 7 
25017 Lonato (BS) ITALY
phone +39 030 9917811 
www.paghera.com 
info@paghera.com

Siru@Euroluce 2017: The New Contemporary Design Solutions

SIRU, the Italian company producing artistic lamps, thanks to the handcraft 
blown glass technique and a different approach, creates new shapes 
and colors. Faithful to the tradition but able to evolve, SIRU will present @
Euroluce- Salone del Mobile.Milano, two new collections, characterized by 
an innovative concept in which the technique, thanks to the contribution 
of some famous architecture and design studios, has been reinterpreted 
and declined in the sign of contemporaneity, reinventing color, surfaces 
and textures, through new shapes of metal structures and historical molds, 
creating solutions in which tradition and modernity mix themselves.
The new solutions SIRU will be presented exclusively at Euroluce Exhibition 
@ SalonedelMobile.Milano,  4 - 9 April 2017,  BOOTH G27 - HALL 11.

SIRU
Via Morea, 6 
30126 - Venezia (VE) 
phone +39 041 52 679 32
fax +39 041 27 60 124
www.siru.com 
info@siru.com

it



156  [ideas and trends]  III

[advertiser list]

ABIMIS 
Via dell’Industria 4
31020 S. Polo di Piave (TV)
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EGOE’
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www.egoe.it
info@egoe.it
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SHOWROOM&OFFICES
Dubai Design District (D3)
Building 6 A307
phone +971 4 425 0213
www.artemide.com
info@artemide.ae

LAPITEC S.p.a
Via Bassanese, 6 
31050 Vedelago (TV) - Italy
phone +39 (0)423 700239
www.lapitec.com
info@lapitec.it

MARCHI srl
s.s. n° 10 km. 234
26039 Vescovato (CR) Italy
phone +39 (0)372 830350
www.marchicucine.it 
marchicucine@marchicucine.it

RUBINETTERIE RITMONIO SRL 
Via Indren, 4 - Zona Ind. Roccapietra
13019 VARALLO (VC)
phone +39 0163 560000
fax +39 0163 560100
www.ritmonio.it
info@ritmonio.it

SIRU SRL 
Via Morea, 6 
30126 - Venezia (VE) 
phone  +39 041 52 679 32
fax  +39 041 27 60 124
www.siru.com 
info@siru.com

compassesworld.com


