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INTRODUCTION

Proprieté Carré.
Maison d’Art, d’Architecture et de Paysage 
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Architecture is learned through practice, yet it is learned through 
observation and criticism, tools that make reproduction into 
reinterpretation, repetition into iteration. Here, the architecture student’s 
learning flourishes into a creative moment: the writing of one’s own 
vocabulary and grammar with which, through time and by application, one 
starts expressing his own ideas in a coherent architectural language.
To do such thing, one needs learning devices: objects and ideas by which 
that learning can by set in motion. As Ghent based architect Marie-José 
Van Hee told me “I often say: “even a stone can make your imagination go 
on”, or a tree or whatever. It’s just to be open for everything that’s inspiring 
you. In fact, if you have no eyes or you don’t use your eyes - in a better 
expression - you don’t have the ability to do anything. There are also many 
great examples so open your eyes. And try to remember.”

In this instance, the device of learning is a quite intuitive one for 
architecture: a building. Maison Louis Carré by Alvar Aalto, to be precise. 

As an apprentice, I have committed my time and energy to study this 
building, analyse it and experience it, to derive from it worthwhile lessons. 
During the processes of studying the building, I have found myself 
numerous times considering aspects that I would have wanted to 
reinterpret or apply in my design, in a way, anticipating the design 
moment. And while in the middle of the design tasks, I have turned to 
this building, to find answers to the problems at hand. Moreover, I have 
had the possibility of deriving broader knowledge, that has guided me in 
the design and that will guide me in the future as an architect. 

Firstly I have found a timeless lesson: architects have the capability of 
creating atmospheres and settings to experience; of producing visions 
that, from the theoretical backbone to the smallest detail, collaborate in 
delivering a unity and a narration. 

In the larger picture of creating atmospheres, the building has taught me 
the power of designing through the use of alternation of shadow and 
light. The coherent use of this device to direct the guests and provide the 
artwork with the necessary lighting condition, on the functional hand, 
meets the creation of moments of aesthetic excellence, on the qualitative 
one. 

One of these moments can be resumed as the ritual of the entrance. 

DE VILLAM

About the Maison
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The Maison Louis Carré as seen from the direction of approach.
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Alvar Aalto provides the guests with a series of architectural elements 
that combine into the consciousness of the action one is doing: entering a 
home. This theme has provided me with very interesting insights and has 
further inspired me to look deeper in the experience and act of entering. 

The building also puts forth, in a rather noticeable manner, the issue 
of responding to the environment and answering to the landscape by 
integrating with it in many ways. For sure the roof slant is very visible, but 
the house contains more references to this relationship. The stairs that 
lead from the hall to the living room follow the hillside, taking one down 
a few steps and echoing the hill gradient. In other words, they take the 
landscape to the inside of the building.

A very interesting concept I have found relevant in the architecture of 
Aalto, and more specifically in the Maison, is the use of curiosity. The use 
that design makes of human behavior to render a space more interesting, 
more challenging and more touching. One of the methods used is the 
employment of occluding edges, that create a suspense and tickle the 
imagination of the viewer to what might be right around them. 
To use these occluding edges means to think in a diagonal fashion, not 
about single lines, but about the disposition of the volumes that those 
lines create. The diagonal stacking is evident in Aalto’s work and has 
provided me with essential insights on how to design for curiosity. 
In addition to this, I have found the chat with Ms. Van Hee important to 
my design process. On that occasion we had the possibility of expanding 
on the treating of the edges and corners, which can be made less abrupt 
and cutting, mediating their effect by, for example, inserting a fireplace.

The experience of the building has also stirred many memories, both of 
my home country - Italy - and of one of the most meaningful journeys I 

Maison Louis Carré’s 
entrance-hall-cum-gallery 
seen from the living room.
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have had the opportunity to be on: a month in Tokyo. 
I was inspired by the many references contained in the Maison to these 
two architectural, societal and natural landscapes, that Aalto had been 
fond of.
In the case of the Japanese influence, it both stirred up memories and led 
to deepening the knowledge by researching traditional and contemporary 
Japanese architecture.  I have thus read again “In Praise of Shadows” by 
Junichiro Tanizaki[1], “Empire of Signs” by Roland Barthes[2], “Houses and 
people of Japan” by Bruno Taut[3] and “Wabi-Sabi. for Artists, Designers, 
Poets & Philosophers” by Leonard Koren[4], to delve in the mood of the 
journey I had.  

References:

[1] Tankizaki, J. (1977). In Praise of Shadows. Leete’s Island Books.

[2] Barthes, R. (2002). L’impero dei segni. Torino: Einaudi.

[3] Taut, B. (1958). Houses and people of Japan. Tokyo: Sanseido Co.

[3] Koren, L. (1998). Wabi-Sabi. for Artists, Designers, Poets & Philosophers. Berkeley: 

Stone Bridge Press

Night view of the entrance 
building showing the 
clerestory of the hall and 
the opening of the dining 
room. 
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Maison Carré is currently a Finnish government-owned property, which 
collaborates with the Galerie Carré & CIE to house temporary exhibitions 
featuring works of art by artists from the gallery. This happens in the 
conviction that the home can be experienced more faithfully to its origins 
while in the presence of art, as it was thought of and designed.

Throughout my education, I have looked at the relationship between 
architecture and art with interest and curiosity. I have explored it by 
designing a museum during my bachelor, by building urban art, by 
designing, curating and constructing an itinerant exhibition about 
architecture. 
But what better occasion to explore such interesting theme, if not that 
of having as an assignment the design of a building in the vicinity of a 
creation of Alvar Aalto which encompasses both the elements? 

It is indeed within this frame that I posited the idea of going beyond 
the mere visual relationship with Maison Louis Carré, by doing a project 
that would integrate the villa itself in a wider environment of art and 
architecture. 
I aimed to exploit the current program of the home that functions as a 
museum of itself and as an art exhibition space. Although the Maison 
is presenting itself to the visitors, I have come to the conclusion that 
it still presents itself as the home it once was. It is my conviction that 
if the building were to be considered as an artwork, as an object, the 
experience of it would be better.
As its former program has been lost with the decease of Olga Carré, 
hence becoming a museum, I think its experience must echo this change 
and, alongside the first person experience, accompany one that puts the 
architecture at the center of the discourse. 

Therefore the program I chose to operate in is that of an extension of the 
exhibition space, separate from the main villa, and a route that offers an 
alternative approach to the villa and its outer plasticity, treating it as an 
object of art. 
The result of this is a property that deals with art and architecture in the 
countryside environment. 

My aim within the set program was that of exploring the relationships 
that occur between art and architecture in the human experience of them. 
How architecture can house art and be the setting for its experience 

DE ARTIUM

About the Arts
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Kröller-Müller Museum, 
Otterlo.
Henry van de Velde, 1938.[1]

Museum Insel Hombroich, 
Neuss.
Erwin Heerich, 1982-94.[2]

Pinacoteca Giovanni e 
Marella Agnelli, Turin.
Renzo Piano, 2002.[3]

Chateau La Coste, Le Puy-
Sainte-Réparade.
Tadao Ando, Frank O. Gehry, 
Jean Nouvelle, Renzo Piano 
2008-2017.
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while not nullifying its own positive characteristics. A museum that acts 
as a white box is a museum that offers a free canvas, hiding behind 
white surfaces and perfectly homogenous light conditions, to avoid any 
conditioning of the contained works. But as Brian O’Doherty’s has argued 
in his critical essay Inside the White Cube: The Ideology of the Gallery 
Space[1], this widely enforced idea has actually met the reality that any 
context will influence a work of art. Except that the white box typology 
has provided the art with an aseptic one that gets rid of the architectural 
dimension and cuts off any dialogue that could be established. 
Architecture is indeed art itself. The fact that it can provide a setting for 
the experience of Art is rather more interesting in the condition of offering 
an architectural language to the dialogue. 
For this reason, I decided to explore the territories previously explored 
by architects as Peter Markli in La Congiunta, Sverre Fehn in the Nordic 
Pavilion in Venice, Tadao Ando in the different buildings in Chateau La 
Coste, Peter Zumthor in the Kunsthaus Bregenz, Herzog and de Meuron 
in theSammlung Goetz Galley and by Erwin Heerichin Museum Insel 
Hombroich.

Moreover, I have included within all material presented the artworks of 
a selection of artists that have worked in collaboration with the Galerie 
Carré & CIE. 

References:

[1] O’Doherty, B. (1976). Inside the White Cube: The Ideology of the Gallery Space. 

Berkeley: University of California Press

Image references:

[1] retrieved from: http://www.inselhombroich.de/museum-insel-hombroich/

museum/?lang=en

[2] retrieved from: https://www.hogeveluwe.nl/nl/ontdek-het-park/kunst-en-architectuur/

kroller-muller-museum

[3] retrieved from: http://www.pinacoteca-agnelli.it/visit/7930/pinacoteca-agnelli-cartella-

stampa/

[4] retrieved from: http://www.archdaily.com/784536/ad-classics-nordic-pavilion-in-venice-

sverre-fehn/56fa66bfe58ece8fe4000050-ad-classics-nordic-pavilion-in-venice-sverre-fehn-

photo

[5] Åke Eson Lindman, retrieved from: http://www.lindmanphotography.

com/?work=kunsthaus-bregenz

[6] retrieved from: https://commons.wikimedia.org/wiki/File:Goetz_Collection_Munich_2.

jpg
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La Congiunta, Giornico.
Peter Märkli, 1992. 

Nordic Pavilion, Venice.
Sverre Fehn, 1959. [4]

Kunsthaus Bregenz, 
Bregenz.
Peter Zunthor, 1997.[5]

Sammlung Goetz Gallery, 
Munich.
Herzog and de Meuron, 
1992.[6]
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Doing such a design, I decided to set my boundaries to the Maisons’s 
property ones. To do so, I contacted the president of the association 
Aalto en France, that runs the home, who provided me with the current 
property maps. 
The site is composed of five separate properties, divided from each other 
by dirt roads and woodland. The fundamental characteristic of the site is 
that it results fragmented, not only in the property subdivision but also as 
the series of buildings, all designed by Aalto at different stages, by which 
it is composed: the Maison, the gates and the garage, built in 1959, and 
the pool, built in 1963. 
All the buildings are contained within the largest property, yet are 
scattered on the property following an order that is relatable to the 
landscape and the formation of the hill. On the top of the hill stands the 
villa, right behind it, on the service side of the house, lies the garage, 
while the pool is found at the end of the terraced stairs below the hill, on 
the side of the house where the private rooms are. 

In Alvar Aalto’s architectural oeuvre one can see a duality: the natural 
landscape, on one side, and the built environment, on the other.
Between these two elements, one can notice a constant tension, 
revolving around the central theme of Aalto’s architecture: a rediscovered 
humanism [1].
It is indeed that human spirit that has the capability of perceiving and 
understanding the spirit of the place, as the locus where artificial and 
natural overlap.
During my research on Aalto’s influence beyond Finland, while reading 
a series of interviews to Italian architects I stumbled upon one of Arch. 
Glauco Gresleri, a collaborator of Alvar Aalto’s office during the design and 
construction of Riola church in Bologna.
“What was in the wooden box that you sent to Aalto in 1966?”
– “Earth, stones, rocks, pieces of bark, plants, images of Etruscan tombs 
and old farmsteads, photos of the women and men who were working in 
the fields. When Aalto opened the box, he was stunned and touched; he 
sent me a short note saying that no-one had even sent him “the spirit of 
the place” in such a tangible way.”[2] 

It is from here that, learning of such a naive yet concrete way of capturing 
the spirit of a place, as capturing the essence of a flower by sampling 
it, I decided to undertake my own site analysis through the collection of 
elements in a wooden box. 

DE LOCO

About the Place
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Built:

The departement of Yvelines is influenced by the urban boundries of Paris. The municipality has a low density and has a modest amount 

of inhabitants, but is located at the extremity of the urbanisation belt that goes around Paris. It is very close to highly populated 

municipalities as Versailles.   
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Nature: 

The Yvelines departement contains the majority of the Île-de-France region’s wooded area and water system.  

The natural features of the municipality are rich in variation, as it contains a forest, a creek, a hill and a plain. The municipality stands at 

the feet of a hill - the same on which the Maison is built - that is almost entirely deciduous woodland. 
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Routing: 

The tip of the municipality is touched by the highway N12 that departs from the south of Paris westward bound. This makes the location 

easily and rather quickly reachable by car. Although the site is located in a residential area of the municipality that is reachable through a 

net of secondary streets. The only access route is Chemin du Rocher Marquant from the centre of the town.
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References:

[1] Nerdinger, W. (1999). Alvar Aalto: Toward a Human Modernism. Prestel Publishing.

[2] https://www.finnisharchitecture.fi/2016/04/aalto-loved-italy-and-italians-love-aalto/

Cultural and natural regional networks:

The site can be put in relationship with a cultural network of art and architecture museums of the region of Yvelines, with a maximum 

radius of fifteen kilometres from the Maison. This shows the high density of museums and, more broadly, of the cultural environment.

The site can be also put in relationship with a production network of natural material in the region of Yvelines, with a maximum radius 

of fifteen kilometres from the Maison. This shows the high density of construction material production and, more broadly, of the natural 

landscape.

0 25km0 25km

YvelinesYvelines
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“Earth, stones, rocks, pieces of bark, plants, images of Etruscan tombs and 

old farmsteads, photos of the women and men who were working in the 

fields.”[2]
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Claude Monet

L’Été, 1874

Oil on canvas

57 x 80 cm

Alte Nationalgalerie, Berlin
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Paul Cezanne

Landscape in the Île de France, 1865

Oil on canvas

41 x 33 cm

Private Collection
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Proprieté Carré.
Maison d’Art, d’Architecture et de Paysage 
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What does landscape represent in the making of architecture if not an 
opportunity to dialogue with the natural scape of a site and thus define a 
place. Architecture has the ability of opening a communication with the 
landscape. As Ms. Van Hee has told me during our chat “He (Aalto) puts 
the villa on the top, and then he uses the slope in the house. Flemish 
people are always having flat houses. And I was always very angry about 
it. Every moment there was a little bit of slope I would use it, just because 
of that connection.” 
The connections between architecture and landscape can be of different 
natures. 

Landscape is integration

I passed under the torii which signed the starting of the temple’s land: I 
was now in a sacred space. The paved path to the temple shone under 
the slanted rays of light penetrating the forest’s dense canopy from 
ahead. Walking toward the gate of the temple I felt in a space of nature. 
The woods all around were brought to life by the cicadas’ tunes, wrapping 
me in the underbrush’s shade and its cool air. 
I took my time to reach the gate, stopping to breathe in the landscape 
qualities. The pavement was covered in moss, broken by overgrown roots 
and formed by stones that seemed they were found lying around. The 
gate ahead was barely visible, covered by the long branches of the trees 
around. 
As I stepped closer to the gate I saw a series of scattered buildings, 
connected by low outdoor corridors. The buildings merged into the 
surrounding, one with the forest, as if they wanted to hide from the 
outside. 

The Japanese example of integration with the landscape is one of the 
many examples available. The same Aalto designed Maison Louis Carré, 
finding elements which could interact and connect with the landscape 
by integrating with it. The connection is made through elements that 
recall a property of the landscape: the ratio of a staircase that echoes the 
slope of a hill; the dark material of a façade hiding in the underbrush of a 
forrest, the pitch of a roof  conforming to the slant of the earth or of the 
vegetation. 

DE TOPIIS

About Landscape
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The paved road to the Engaku-ji Zen temple in Kamakura, Japan. 
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References:

[1] Scully, V. (1991). Architecture : The Natural and the Manmade Author. Bulletin of the 

American Academy of Arts and Sciences , Vol . 46 , No . 2

Landscape is opposition
 
I looked down at the gravel and at the dry earth and gazed at the dust on 
my shoes, then started the walk up the steep hill. The olive trees were 
loosely scattered on the hillside, offering spots of shade in the early 
summer midday’s sun. I looked up, through the canopy of the trees, 
noticing the hard stone wall rising up from the natural acclivity, abruptly 
ending the natural silhouette of the hill and becoming a geometric plinth. 
Atop the plinth stood a series of buildings of the Acropolis, I couldn’t yet 
distinguish. As I got closer to the wall    I started seeing the Propylaea, 
rising tall on my left. As I reached the beginning of the steps of the 
Propylaea, I imagined the glory of this human made architecture. I 
stepped up the staircases and entered the Acropolis, looking for the main 
actor of the stage. But the Parthenon didn’t stand there in front of me as I 
had expected but slightly offset to the right, offering the perspective view 
of its side characterised by the long enfilade of seventeen doric columns. 
It stood tall, where it could be seen from the city, as a human homage to 
its goddess. 

“The Greeks change all that. They change it with their temple, which 
introduces into the landscape, for the first time, a building that is not 
basically reflective of natural forms but is in every way manmade and 
suggestive of the human form.” says Vincent Scully in his Architecture: 
The Natural and the Manmade.
The greek temples opposes the landscape, by not following the natural 
forms of the earth and by using a language that speaks to the human 
understanding. Narrating stories, to mankind, chiselled in its frieze. 
The Muuratsalo Experimental House by Alvar Aalto reminds one of 
a greek temple because of the opposition to the landscape through 
whitewashed bricks façades and because of the winding approach 
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A view from under the Propylaea in Athens, Greece. 
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What is shadow in architecture, if not a realm of reality that falls in the 
background of perception? Yet it is a substance, a shaped one, sculpted 
by its ever present counterpart. It is impalpable material, molded by 
yet another impalpable material. As the concept of “Ma” in Japanese 
architecture, that describes space as being the negative of the physical 
present elements, shadows are the negative of the present light. Not 
residual but astoundingly silent, thus mistakenly underestimated and 
overlooked. 

Shadow is contrast 

I stood overly tall in a Japanese castle on an early August afternoon. The 
rough tatami lay tense under my bare feet. I knelt and sat on my heels in 
front of the open sliding doors. I caressed the woven texture of it and my 
hand touched the shadow. As I stroked back, away from the window and 
towards the center of the room, the air grew damper and colder and with 
it, the shadow grew darker. My senses overlapped to form an image. The 
garden was glaring in with light. I was shadow, as the building framing 
the view. And the tatami was the only surface offering a gradual transition 
between inside and out.

Le Corbusier wrote in Vers un Architecture that “Architecture is the 
masterly, correct and magnificent play of masses brought together in 
light. Our eyes are made to see forms in light; light and shade reveal 
these forms; cubes, cones, spheres, cylinders or pyramids are the great 
primary forms which light reveals to advantage; the image of these is 
distinct and tangible within us without ambiguity. It is for this reason that 
these are beautiful forms, the most beautiful forms. Everybody is agreed 
to that, the child, the savage and the metaphysician.”[1]

The highlight isn’t the all too often used first sentence. Rather “light and 
shade reveal these forms”. Architecture can’t exist otherwise. It’s within 
the alternation of light and shadow that form is born. 

Shadow is absence

I climbed the gentle slope of the Chateau property, while the rows of 
vines played their soothing perspective game of alignments. Far, behind 
the end of the vineyard, an oak forrest rose tall and dark. Right after the 
first trees lied a stone walled terrace and within it an opening leading 
into the bowels of the earth. into the unknown. I paused for an instant, in 

DE UMBRA

About Shadow
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hesitation, then drove in and down the few stairs. Darkness wrapped me. 
I was blind and on that black canvas imagination merged with memory. I 
was in my childhood house’s damp basement; I was in the warm secret 
tunnels of the Maya pyramids; I was a bear ready for hibernation. As my 
eyes gained the sight in the shadow a giant wooden woven nest, up side 
down, appeared covering the circular space I had been standing in. Detail 
slowly uncovered. I was consciously standing in a place with my body yet 
my mind was absent at it. It was roaming around memories and images 
of parallel realities. Shadow had opened the door to daydreaming. 

Shadow is a place of retreat. A place one can escape from others’ sight. 
It is a cave, a womb, a shelter. It is a personal space of comfort. A space 
where one can roam in his or her thoughts, fantasies, imagination, 
creativity and so on. It is, indeed, a space where daydreaming is made 
simple as one becomes absent to his self, immersed in the darkness.

Shadow is silence

I walked down the slightly inclined concrete paved promenade towards 
the chapel. The clear morning light rushing in from the glazed wall on my 
right. The cement structure, alternating different distances, playing with 
light and drawing thin warm lines pointing towards the door, offset in the 
metal surface. Birds chirping in the morning wind. I entered the threshold, 
fast aware of the change of atmosphere. I had left the sounds of nature 
far behind the thick concrete walls. I had left there the bright light. I had 
entered shadow. A monk, as timeless as the architecture that contained 
him sat in silent prayer surrounded by darkness, lit by a single ray of 
sunshine. nothing moved, sounds were now just faint memories. I sat on 
a bench and waited for the morning prayer. One by one, six monks joined 
the chapel. The chants started. Now the light, slowly seeping in, acquired 
meaning. The chants lit up the room before me, and sitting in the shadow 
had never been so awesome. 

Darkness comes with quiet. When the lights are dimmed at a theatre, 
voices fade into silent expectation. Shadow informs our behaviour. In the 
night’s darkness, when the moon shines bright and covers the woods 
in long silver stripes, men grow silent to the night’s noises. Only once 
they go back to the campfire, they start singing and shouting, while their 
shadows dance to the fire, long behind them.
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Sonnet 43 

When most I wink, then do mine eyes best see,

For all the day they view things unrespected;

But when I sleep, in dreams they look on thee,

And, darkly bright, are bright in dark directed.

Then thou, whose shadow shadows doth make bright,

How would thy shadow’s form form happy show

To the clear day with thy much clearer light,

When to unseeing eyes thy shade shines so!

How would, I say, mine eyes be blessed made

By looking on thee in the living day,

When in dead night thy fair imperfect shade

Through heavy sleep on sightless eyes doth stay!

All days are nights to see till I see thee,

And nights bright days when dreams do show thee me.

William Shakespeare
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Shadow is contemplation 

I left the cloister where the deep mullioned windows were drawing long 
and sensual patterns of light on the pavement. The stairs led me to the 
side of the chapel, marking the threshold and offering an ascending view 
towards the vaulted ceiling of the abbey. I stepped in the dark transept 
and suddenly I was offered a delightful present: a heavenly sound. A guide 
modulated with her voice a series of notes into a song, almost a hymn. 
She started walking around the front of the chapel and the song changed: 
the echo appeared to morph. I stepped back into the shadow touching the 
wall. The echo now seemed to be singing on its own, following closely the 
notes of the singer, pitching them up, curving them down and amplifying 
the experience. I shook down deep and stepped back.I was the wall; I 
was the vault; I was the stone. I was reverberating.

Shadow lowers the availability of definition and, by doing so, it defines a 
short range of possible targets to concentrate on. It thins out the excess 
and enhances the object of interest. Makes one blind to the unnecessary 
and opens the doors to the contemplation of the object at hand. 

References:

[1 ]Le Corbusier. (2007) Toward an Architecture. Getty Publications
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L’Architettura. 

Spazio Conclusus
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Mimmo Paladino
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Proprieté Carré.
Maison d’Art, d’Architecture et de Paysage 
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She had come from Paris to see the eightieth year exhibition of Galerie 
Carré. As soon as the bus dropped her off, she approached the building 
from a slight slant to its right, crossing the road clearing with a slow pace. 
The morning sun, pleasantly warm on her face, was bright above the hill 
in front of her, dancing over the tips of the tall oaks. 

The white concrete walls of the building disappeared in the hillside as the 
earth around them grew higher, and with it the plants, covering it fully. The 
wooden slats, hanging lightly above the entrance and forming a canopy, 
recalled the forest surrounding the building. They were composed in a 
curved fashion, and each wooden element faced outward perpendicular 
to the curve, so that from where she was she could see only a part 
of the dark space behind the façade. The tips of the slats captured the 
sunlight, glaring with their deep dark oak-brown hue like the forest in the 
background.

The entrance building was designed and conceived to set a certain mood 
as the beginning point of the experience of art, architecture and landscape 
throughout this route. 
Firstly the entrance is made to guide the visitor. That is the reason it is 
located at the road clearing where it intercepts the primary road and thus 
the approach of the visitor before he reaches the gates of Maison Carré. 
The entrance building designed takes the welcoming gesture to its 
outside, echoing the iconic curved ceiling of the villa, which is yet to be 
discovered by the visitors, in a formalistic manner. The Maison, instead, 
was a private home to which one would have gained access after several 
layers of privacy were crossed, only then greeting the guest by offering a 
canopy and an entrance act. 
The direction of the entrance building, as that of the museum one, 
is perpendicular to the East-West axis described by Maison Carré. 
This design decision derives from the need to find an anchor in a 
natural landscape where the built environment doesn’t offer the same 
possibilities as it would in an urban area. Also, it starts the dialogue with 
Aalto’s building, borrowing its direction.  

She stepped closer, until she was under the low reaching embrace of the 
canopy. Instinctively she paused and turned back. The curve of the canopy 
was following the flowing of the streets. As she turned once more to 
proceed inside, she noticed a curved surface, pivoting off the wall, and 
merging with the ceiling as well as the curve of the façade. A staircase, 

DE INITUS

About the Entrance
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The view of the entrance building from the road of access. 
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she imagined. The oak door, of the same height of the ceiling, was 
nestled in the wall’s surface.

The entrance act of Maison Louis Carré offered a great inspiration as to 
how architecture can offer, through many and diverse devices, a more 
conscious experience. The idea of creating a ceiling which protrudes 
from the main volume, creating a canopy, for sure stemmed from the 
first person experience and the analysis of the home. To refine the idea, I 
was guided by my memory of an element: the noren. To whom might not 
know what a noren is, it is a traditional Japanese divider, still commonly 
used and hung on the doorways of commercial premises. The fabric they 
are made out of is cut into vertical slits, making it hang from the top until 
around the shoulder level. Although these elements serve the purpose of 
closing off dust, sun or cold while functioning as formidable displays, I had 
experienced them in a very personal manner. Knowing about the shinto 
torii - the access portals to a sacred space - I had perceived these noren 
as being a demarcated threshold, a signal that would force your body and 
head to find a way through the fabric by bowing or raising a strip of it. An 
instant of uncomfortable bodily experience which informs the mind of a 
change, in required behavior, level of sacredness and atmosphere.
The alternating of slabs and glazed surfaces, the aesthetics of which 
is borrowed from contemporary Japanese architecture such as Kengo 
Kuma’s Asakusa Culture and Tourism Center, represent the slits in the 
noren, and suggest a parallel with the verticality of the oak forest, while 
allowing for light to reach the inside of the upper volume.

With slight trepidation, she reached for the handle and pulled the heavy 
wooden door towards her. The door opened and revealed the contained 
space. 
The level of the ceiling continued at the height of the canopy for a short 
distance, ending abruptly and thus creating a horizontal occluding edge 
right above her gaze: above it, dark and close; below it bright and far. 
She noticed the central pool of water reflecting the image she saw above 
it: the distant bright staircase rising diagonally towards left. A horizontal 
element in front of it was suspended between the two lateral walls 
cutting off the view of the top of the staircase. 

Feeling compressed by the low ceiling, she moved forward, at once 
relieved from the sensation of bearing the building’s weight and being 
given the sensation of complete lightness as she stepped in the lit atrium 

A sketch of a noren in 
Kamakura, Japan. 



41Masterly Apprentice

View of the 1:200 model of the entrance building interacting with the 
landscape.
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with tall ceilings. There she discovered the opening in the ceiling flooding 
the white inside surfaces with light. The opening seemed to her to be 
roughly of the same size of the pool underneath it - a reference to a 
Roman domus - she thought. 
She stopped again to look at the same oak trees dancing in the morning 
wind, now framed by the opening, and then quickly looked around and 
paced towards the steps.

The entering act plays with the perceptions of the visitor through two 
alternating characters: tall and low, light and dark. These two couples 
overlap, as the tall spaces are better lit and the low ones have more 
shadows. This diaphragm of compression and expansion modulates the 
space starting from the outside, where the open-air is transformed in 
a low and darker canopy. Here is the transition from the outside to the 
inside, but the compression isn’t yet released for another few meters. 
Only then the ceiling reaches its full height, opening to the light that is 
penetrating the compluvium. The ground floor is fluid and unobstructed 
up to the stairs, while the ceiling shifts height, again closing off the 
central space with a suspended wall orthogonal to the side walls that 
compresses one’s view, before, and one’s passage, after. 
The materials employed are white sandblasted cement for all the 
structure, oak wood blocks immersed in white concrete for the pavement, 
copper fireplace and stone staircase. 
The ritual of entering and the elements composing it come, as previously 
stated, from the main approach to the Maison’s front façade and the 
entrance: alternation of dark and light, use of a reflecting pool, modulation 
of heights and offering of an outdoor covered space. These spring forth 
from the analysis of the Maison, yet have been strengthened by a recent 
memory recalled by the elements of the villa: the Roman domus typology 
experienced in Pompeii. The pool, the alternation of heights and lighting 
situations and, mostly, the public character of this space.
As a matter of fact, the entrance building doesn’t act as an exclusive 
building, but as an accessible one, providing the town with a place 
where community can gather, while offering a direction to the visitors. It 
functions as the atrium of these Roman homes which were the spaces 
where the guests would be entertained at their entrance. 
The use of a compluvium can be also seen in contemporary art as that of 
James Turrell in Skyspace I and architecture as that of SANAA in the 21st 
Century Museum of Contemporary Art in Kanazawa, where it offers a 
frame on a portion of the sky and the surrounding environment, calling for 
people to stare upwards. 

A sketch of a Roman 
domus in Pompeii. 
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View of the entrance from beneath the inner continuation of the canopy. 
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She drew near the stairs and while doing so, perceived the changing 
perspectives, twisting the lines that converged to the center of the 
volume. As her view freed itself of the occluding edge on the left, she 
noticed that the two lateral walls followed the stairs, bending left, each to 
a different degree, converging.
Her sight was still slightly occluded by the horizontal slab. Once under it, 
she was able of appreciating the whole picture. The stairs were open-air, 
leading some ten meters away, in the middle of the woods.

Her first step up the stair informed her body, the other ones came as 
a consequence. She walked now calmly, as rarely she had before up a 
staircase. Facing up, toward the leaves and the clear sky. She felt as if she 
was drifting up rather than walking purposefully, pulled by the stream of 
the steady and long pace, following the hillside’s curve.
Once at the end of the stairs, as the doubt of having missed the ticket 
booth arose, she found, standing against the tall oaks a small portal, 
where a group of visitors was waiting in line.  

The staircase bends the perception of the building opening to the 
theme of diagonal views, explored further on, and preventing a central 
symmetrical staircase’s monumentality. Also, it detaches from the 
direction given by the villa stepping outside of the previous rule to define 
a new one. The elements which connect the new designs to the route, 
and consequently to the landscape, are bent respectively to the Maison’s 
direction.  
The steps depart from the left-hand side wall, perpendicular to it, hitting 
the right-hand side one with a concave angle. The proportion is designed 
to induce a tranquil pace by increasing the number of steps and their 
tread and reducing the height of each rise. The ratio is of ten centimeters 
of height to forty-two of depth, such to make the walk as close as 
possible to a walk on a flat surface. 
The staircase also follows the hill slope, interacting with the landscape by 
taking it to the inside of the walls, as Maison Louis Carré does from the 
hall to the living room. 
The building is structured to have different views from various levels: from 
the street onto the façade, from inside towards the framed forest, from 
inside the staircase and, finally, from the top of it, inside the underwood, 
towards the building.
The actual ticket booth is placed where the staircase ends, on the 
opposite side of the dirt road, working as a portal on the forest of oaks 

from the bottom:
Ground floor 1:400 plan; 
First floor 1:400 plan
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and introducing to the central property.

Later in the afternoon, once completed the tour of the Proprieté, she 
came back to sit on one of the benches she had noticed earlier. The 
atmosphere of the space had stayed with her for all the route, and curious 
of its functioning, she came back to experience it by sitting silently in the 
building. She noticed she had rushed through it, attracted by where the 
stairs might have led her.

Atmospheric section
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Sitting quietly on the right-hand side, opposite to the lit corner, she 
passed her time observing the passing by and resting of people. 
A class of middle school children passed by on their way up to the 
property: splashing each other with the water of the central pool, running 
and shouting, stopping for a picture and, again, chasing each other up the 
steps until out of sight. 
An old man sitting opposite of her on a bench was reading a book. A 
young one in jogging attire descended the stairs at a fast pace.
A couple of women in their sixties walked in, turning their voice to a lower 
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tone, then stepped aside and went up the curving cement stairs to the 
caffè, where they went back to their previous chat.
A couple was taking pictures of their daughter playing near the water, 
under the brightly lit wall. 
A woman cleaned the cinder out of the big fireplace in the right corner 
and swept the cobbled oak pavement. 
So she wondered how many stories this building had seen, how many 
more it would see, through winter and summer, from dawn to dusk, this 
small space, echoed the stories of the near community and the farther 
world.

The aspect I focused on was that of providing an entrance to direct the 
visitors and setting the mood while giving back to the community a 
building that could be used as a space of gathering through the seasons. 
The benches, a pool, a fireplace, a cafe with a visitor library, a toilet, 
and mostly a roof all come together to offer a space for sharing. A 
consideration that I have found I shared with Ms. Van Hee and that may 
come from my Italian heritage, from my hometown’s - Turin - porticoes, 
from the courtyards and galleries of public access, from the general 
notion that architecture shapes the fabric of towns and cities through 
public architecture as through the private.
The idea of designing such a space comes from my conviction that 
architecture should offer a public service, even when privately owned, 
attending to its own main function while offering the community or 
society with a shared space of living. 
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Sun study from the 
1:30 model showing the 
sunlight coming from 
West.

Sun study from the 
1:30 model showing the 
sunlight coming from 
South.
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The narrow path took her into the oak woods, up the gentle hillside. 
She followed the concrete stepping stones while she spotted what she 
thought had to be Aalto’s building. Once she reached the first clearing she 
sat down on a low wall admiring Alexander Calder’s sculpture moving in 
front of the still façade of Maison Louis Carré. 
She then followed along the path which twisted gently through the 
underbrush and led her to go around the villa and appreciate it from 
different angles, changing every time she gazed at it. 
Once she had gone around it, she entered the house. 

The Proprieté Carré, is a property where art, architecture and landscape 
come together for visitors to experience the Île-de-France’s landscape, 
Aalto’s Maison Louis Carré and the art exhibition held in the museum. The 
property is characterized by a route that leads up the hill, into the woods 
and reaches the villa and the museum.
The idea of designing a route came from the need of coping with the 
fragmented situation to which my design was adding other fragments. 
The route acts, rather than as a fil rouge that mends the ripped fabric 
together hiding the thread from inattentive eyes, as broken earthware 
repaired with the method of kintsugi. This method consists in the glueing 
together of the fragments with a thick golden paste, to highlight the 
fragmentation and make it an aesthetic moment in itself. Once again, 
borrowing an aesthetic principle from Japanese tradition, I observed that 
the fragmented site wasn’t asking to find a unity in homogeneity, rather 
find it through a rediscovered program and in the highlight of its parts, all 
relatable to each other yet different in size, shape, direction and so on. 
The route is conceived to unite the pre-existing buildings, the new 
interventions, and the yet to be new fragments, opening to future 
expansions. It unites the three realms of the experience - landscape, 
architecture and art - juxtaposing them. 
I should mention the influence that the visit to Chateau La Coste had 
on fixing this idea. This French wine producer estate, which houses 
landscape art and buildings by world-renowned artists and architects, had 
been in the list of references I had been deriving inspirations since early 
in the process together with Insel Hombroich Museum and Kröller-Müller 
Museum. The visit convinced me that the idea of an open-air property 
was not only feasible but also a worthy experience as it combined the 
third element of the natural environment to art and architecture. The 
superimposition of these layers takes to a better comprehension of the 
work of Aalto and more opportunities for the solution of the design tasks. 

DE ITINERE

About the Route
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View from the first pause point where landscape, art and architecture start 
dialoguing.
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After thinking about what the site was asking for, I designed the route to 
treat the Maison as a plastic sculpture on its natural pedestal and join the 
villa, the swimming pool, and the garage, within the main property, while 
connecting on the two sides the entrance and the museum.  
The route opens, in prescribed places, onto the Maison, trying to capture 
its cubist and plastic quality, offering throughout the various spaces 
varying views on the building. 
Furthermore, the route assumes an organic winding, adapting each time 
to the underwood’s conformation leading the visitor in and out of the 
forest, and it is made of stepping stones which are half the size of the 
entrance staircase’s tread and thus continue the stair’s rhythm.

Map of the property with 
the route through the 
landscape, the art and the 
architecture.
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View from West, from 
the first pause point and 
direction of approach of the 
route to the building.

View from South, from 
Aalto’s terraced landscaping 
intervention.

View from South-West and 
second pause point.

View from South-East, 
from the side of the pool. 
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View from East, from the 
garage. 

View from North of the 
entrance facade, from the 
third pause point. 

View from North-East, 
from the museum’s 
entrance staircase.

View from North.West, 
from the last pause point 
before the exit. 
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She walked out of the Maison and under the canopy, reaching the end of 
the wall on the right-hand side. As soon a she was around the corner, she 
discovered, some twenty meters to her right, a staircase rising towards 
the forested hillside, delving into the earth and surmounted by sharp 
translucent reflective prisms.
As she proceeded towards it, she felt the curved lines of the path 
merging with this geometrical element. The concrete steps continuing 
with the same rhythm of the stepping stones, winding up the geometrical 
terraces, broke the monotony. Every fourth step merged with the terrace. 
Here one could find a sitting space to gaze back to the Maison. The 
vegetation contained in the terraces accompanied her up towards the 
woods. For a moment she felt as if she was going into the woods rather 
than into a museum. 

As she reached the threshold to the dark corridor she had the impression 
of descending into the cold bowels of the earth. But as she was 
compressed into the covered corridor she saw the end of it: an expanding 
space, the breadth of which was occluded yet understandable by the 
great amount of light falling in it. As she reached the clearing she was 
welcomed by two openings, one on either side, and pleasant views on 
the woods, from within. She had walked into the earth to come out to a 
different dimension.

The designing of the museum building posed, first of all, an issue on 
how to interact with the landscape. During the analysis of the villa, I 
have found this theme to be a central one to Aalto’s design. The building 
interacts with the landscape by trying to merge with it. It suggests the 
viewer, through the use of the roof’s slant, the curved ceiling and the 
steps in the hall that follow the slope of the hillside, that the villa stands in 
continuation with the landscape. 
The Maison sits centrally in the property plot on the top of the hillside 
and surrounded by forests, thus leaving no space in its close proximity 
to imagine a building which wouldn’t be disruptive to the experience of 
walking round Aalto’s architecture.
The decision was that of placing the museum far inside the wooded area 
on the northernmost property separated by the main plot by a dirt road. 
Considering the landscape I was dealing with - a tall deciduous forest 
on a hillside - I felt that, rather than interacting with the landscape by 
integrating the building with it, my design had to contrast it. 
The museum building reacts to the surrounding woods by opposing 

DE MUSEO

About the Museum
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View from under Maison Carré’s canopy towards the entrance staircase 
leading up to the museum building. 



58 Proprieté Carré

a plinth made of diagonally stacked volumes of white concrete and 
translucent glass boxes above. The primary reference is the experimental 
house in Muuratsalo, that stands up to the forest by opposing a 
whitewashed brick volume and which I came across during my studies 
of Aalto’s oeuvre and has taught me the lesson of interacting with a 
landscape such as that at hand, frequent in Nordic architecture. 
Because I was interacting with the landscape, I felt I had to interact with 
the side of the Maison the design was facing. The diagonal stacking of 
volumes was derived from the taller side of the villa where the second 
floor’s rooms create a series of successive perpendicular corners. 
To reach the museum building, set far up in the hill and on the other side 
of the dirt road, I made a series of attempts to design a single element for 
the ascent and the descent. The iteration of ideas followed a non-linear 
process which culminated in the decision to design a staircase, slanted to 
the same angle of the entrance one. By doing so I was abiding the rule I 
gave myself of designing the connecting elements in a different direction 
from the one of the building’s body.
The succession of feelings I was seeking to create were those of entering 
the woods for a walk, ascending towards art and immersing in the 
museum experience. Each feeling relies on different devices: the staircase 
rises towards the woods where the trees occlude the view of the full 
building; it offers a winding route up while the planted terraces pretend 
they are grounded; it leads to a dark threshold where one immerses. 
The staircase’s ascending character is highly influenced by a memory 
of Florence: the entrance space of the Biblioteca Laurenziana by 
Michelangelo. Here a wonderful staircase in pietra serena takes you 
from the vestibule to the reading room. It is split in three: the central part 
has steps that are shaped in an organic curve, reminding of lava flowing 
down, representing the tough endeavour of accessing culture; the lateral 
ones rise two by two, and every top step becomes the siding for the 
step below.  From this staircase I have borrowed the tripartition, the idea 
of containing a series of steps within the top one and, most of all, the 
combination of organic flow and geometric boundaries. 

Not far from the opening on the right-hand side, stood a cement door. 
She stepped closer intrigued by the rough material. As she reached the 
door, the sun lit her with a ray from her right. She thought It had to be 
south by the time on her watch. The tall opening through which it shone in 
attracted her attention. She stepped away from the door to find herself in 
an open-air corridor that was following the building volumes on one side 

A sketch of the Biblioteca 
Laurenziana in Florence.
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View of the 1:200 model of the museum building interacting with the 
landscape.
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and that was closed by a tall wall on the right one.

She stepped back towards the door, guessing that the corridor would be 
reachable farther up from inside. 
Once she had pushed the heavy door, she found herself in a completely 
new atmosphere: a dark room. Here the shadows were covering all 
surfaces changing tones depending on the exposure to the light. The 
paintings hung on the wall where the light, coming from above, was more 
intense. The art and the building where communicating. Maybe because 
of Hans Hartung’s, Serge Poliakoff’s and Luis Feito’s abstract paintings, 
she had the feeling that they were conveying the same message through 
different means: one through dark and light matter mixing in rough 
textures, the other through shadow and light gradients falling on rough 
surfaces. 
She proceeded to the second room the direct sight of which was 
occluded by a wall. From behind the wall light was sweeping in the room, 
guiding her to follow it. Once she was around the corner and in the new 
room, she was surprised by a more complex composition of light: a tall 
window on her left was shining in disused light from north; the staircase, 
far in front of her was funnelling in a ray of light; the underside of the 
stairs, opened to the outside, was taking in light horizontally; three light 
wells hung from the ceiling on her right, shining light on the white walls; 
a door, similar to the one she had entered short back, tucked between the 
light wells drew in light from its offset boundaries; a glazed opening in the 
false ceiling made light fall downward close to where she was standing. 

The museum is divided into two levels: the ground floor from where one 
accesses the building, and the first floor that is contained in the prismatic 
volumes. Due to the floor plan and the connections between the two 
levels one is drawn to experience the building by crossing up and down in 
alternation and finally exiting the higher level. 
The main concepts here are: the dark and light alternation, the interaction 
through frames with the landscape, the diagonal stacking that relies 
on occluding edges, and the free routing within the building. All these 
contribute to the creation of curiosity with regards to the exploration of 
art.  
The light and dark alternation, which one experiences in the entrance 
building and in the Maison Louis Carré, is taken to the extremes of its 
dramatic effect. Not only it acts as a conceptual tool at the base of the 
idea of overlapping two floors, making the bottom level mainly dark and 
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The view of one of the ground floor rooms showing the interction between 
art and architecture through light and shadow. 
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the upper one mainly lt and routing the visitor to experience the levels in 
alternation, it also defines the composition of the light sources within the 
lower level. 
My personal exploration of shadows in architecture has led me to 
understand that they can act as a device to focus both by contemplating 
the better lit spaces where art is placed, as they become central in the 
experience, and by immersing one in the dark medium. “When we gaze 
into the darkness that gathers behind the crossbeam, around the flower 
vase, beneath the shelves, though we know perfectly well it is mere 
shadow, we are overcome with the feeling that in this small corner of 

Atmospheric Section
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the atmosphere there reigns complete and utter silence; that here in 
the darkness immutable tranquility holds sway” says Tanizaki about the 
shadow’s atmosphere[1].
The ground floor is thus treated with materials that remind of the 
heaviness, which ground the experience by reminding of gravity’s pull 
downwards and offer opaque masses. The material being concrete, white 
sandblasted one for the inside walls where art is displayed, wooden mold 
cast one for the staircases and polished one for the pavements. The 
use of hard materials, the shadows and a disposition that doesn’t have 
any perceivable order originate from wabi-sabi, once again, a Japanese 
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aesthetic principle found in the design of tea houses[2].
The use of windows and skylights from diverse orientations was designed 
to create different light-art interactions, keeping in mind the possibility 
of arranging three-dimensional and two-dimensional elements, giving 
light both to the walls and to the centre of the rooms. Generally, I have 
given these spaces a downward filtering of light from the above volumes 
thus trying to create the feeling of being deep into the hill’s earth while 
providing the artworks with the optimal lighting condition. 
Although the light is thought of to be natural, the design relies on a 
complementary system of artificial lighting. The spotlights are all installed 
in the spacious compartments that make up the light wells and are thus 
hidden from sight, yet rendering the same wished effect. 
Much inspiration has derived from the visit to the convent of La Tourette, 
generally, and to its chapel, in specific. The play of light that Le Corbusier 
puts in place is worthy of a spiritual place as it offers the visitor, the 
worshiper and the monk alike light effects that change throughout the day. 
One will assist the changing of conditions during the daily liturgies from 
the Prime to the Vespers. I have been inspired by the light effects as much 
as the technical solutions leading to these lighting situations.

After she had finished admiring the paintings she stepped outside the 
door and was once again inside the open-air corridor. From under a flying 
buttress, she gazed onto the far-reaching corridor flanked by a quick 
succession of wooden members that were holding up the top prisms. 
These translucent volumes, rising tall over her head on both sides, played 
a game of reflections with the woods. She walked towards the end of 
the corridor, under the alternating bridges connecting the upper level, 
curious at what was around the corner. From where she was she could 
see the forest, neatly framed in between the corridor boundaries, rising 
tall towards the sky. 

A second layer of the interaction with the landscape is that of framing 
it, thus reminding the visitor of the contrast he is experiencing. Cutting 
off this dialogue by offering it only while entering or exiting the building 
didn’t seem to hold faith to the concept of opposing the building to the 
landscape. If one hides the landscape, then the contrast doesn’t exist 
anymore, as the natural environment isn’t perceivable and the building is 
the only immediate reality.
To open to the landscape and continually remind of this tension I designed 
an open-air corridor that, starting at the entrance and connecting to the 

Ground floor 1:500 plan

A sketch of Honmaru 
Goten of Kawagoe Castle, 
Japan. 
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opposite side of the building, accompanies the museum’s exhibition 
rooms, on one side, while, on the other, is closed from a containing wall 
with openings onto the context. 
The right angle turns of the corridor, following the diagonal stacking of 
the rooms, are inspired, once again, by Japanese traditional architecture. 
A memory both influential in the analysis of Maison Carré and in the 
design process is that one of Kawagoe Castle and of Kencho-Ji temple in 
Kamakura, Japan. In Japanese traditional architecture, for example in the 
Katsura Imperial Palace, the right angles and the diagonal stacking make it 

Atmospheric Section
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possible for the route to frame in alternation the gardens and the building. 
In the case of my design reinforcing the tension by reminding it, alongside 
the framing of the sky and the reflections of the first floor’s glazing. 
This corridor was also designed to give freedom in movement as a 
device to break from the routing. The moment in the museum works, as 
previously stated, in an alternation fashion. If one follows the succession 
of spaces of the interior then the route consists of two ground floor 
rooms, a staircase leading to the first floor and crossing over the corridor, 
two first floor rooms, a staircase leading to the ground floor, two rooms 
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on the ground floor, again a staircase leading to the top floor and crossing 
the corridor, two rooms on the first floor and, finally, the exit reconnecting 
to the outdoor staircase. 
The crossing of the stairs creates two flying buttresses in opposite 
directions that cut the central space of the corridor, giving rhythm and 
recalling, once again, the alternate of light and dark. Moreover, under 
every crossing, the doors to the ground floor rooms can be found. This 
composition has a reference to a childhood memory from the Santuario 
della Nostra Signora di Soviore, near the Cinque Terre. The corridor of 
access to the guest rooms was an open-air trench dug between the 
building and the hillside, and the access to the second floor happened 
through flying buttressed stairs crossing over the corridor. The entrances 
were in correspondence of the arched structures, under the canopies. 
This made it possible for the outside space to have an alternation of dark 
and light through the passageway. The memory also inspired the use of 
materials in the corridor. I chose to use materials that would show the 
passage of time: concrete cast in a mold of wood planks, and larch wood 
which withers and turns gray.  

She walked up the stairs which led her away from the darkness as her 
eyes got used to the brighter light. She crossed briefly the corridor and 
the staircase opened to it through a glazed covering. Stepping inside the 
newly discovered volume she found herself standing on a matt glass 
surface, three steps lower than the pavement level. She looked down, 
into the dark glass, remembering the skylight she had seen before from 
beneath. She looked up, into the clear glass framing the landscape. She 
looked around and noticed the larch slender timber members standing on 
either side of the room, connected by a beam. The space in between the 
columns was covered with tense rice paper sheets that were diffusing 
the light from outside. In between the beams were suspended mat glass 
sheets, diffusing the light downward. 
She went up the three stairs and turned around to see the room from 
a different angle. Then followed the sequence of rooms, admiring the 
colorful works of Jaques Villon, Nicolas de Staël, Henri Laurens and Geer 
van Velde. 

The upper floor, as previously stated, is characterized by being a 
counterpoint to the first floor. It opposes to the darkness by being flooded 
with light on all sides. The idea of designing with shadows is effective only 
as far as I oppose to them spaces of light. The idea for the second floor 

A sketch of the Santuario 
della Nostra Signora di 
Soviore
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The view of one of the first floor rooms showing the interction between art, 
architecture and landscape through warm and translucent materials. 
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was that of presenting the visitor with a quasi-omnidirectional lighting 
situation while suggesting from the outside translucent prismatic volumes 
reflecting the context.
The upper floor maintains a relationship with the bottom one, as the walls 
of the latter are visible five centimeters above the level of the flooring. 
The wooden structure bearing the load of the roofing and false ceilings 
is extruded from the lower level following a modular rhythm. Moreover, 
the flooring accommodates translucent glazed openings, which lights the 
bottom floor and reminds of the dark spaces below. 
While the lower floor was characterized by darkness and mass, the upper 
one is characterized by lightweight materiality, diffused light, airy materials 
such as rice paper and translucent glass, and rhythm in the arrangement 
of the structure and spaces.
On this floor the relationships to the landscape find more space than in 
the lower level: an intercolumniation stripped of the rice paper covering 
and glazed with clear glass opening a view onto the context; the dappled 
light shining on the outer glass box reminding of the forest setting; the 
clear glass over the crossing of the staircases enabling a quick gaze to 
the outside. Overall the feeling I was researching in the transition from 
outside to inside and in the use of materials is inspired by Herzog and de 
Meuron’s Munich Sammlung Goetz Gallery. 
The detailing of the roof structure and the false ceiling is important to the 
realization of this space. Borrowing an idea from Zumthor’s Kunsthaus 
Bregenz, I designed a space that relies on a deep space between the 
perceived ceiling and the actual covering of the roofing system which 
leaves enough space for the light to penetrate in between these two 
elements. Being the false ceiling is made of frosted glass, inserted 
between the horizontal slabs, the light falls from it refracting downward 
and forming a gradient on the ceiling. The light that is created naturally can 
be substituted by spotlights with a wide opening when required. 
The wooden structure is made of two ninety centimeters spaced vertical 
slabs that meet two beams which bridge the distance between them, 
covering the width of the room. One meter lower than the beams a non-
structural beam is fixed in between the two vertical elements to provide 
rhythm to the composition. The decision to use wood derives from the 
will to create a warmer environment, as Aalto’s building has taught me, 
yet the inspiration of the effect I pursued is owed to Sverre Fehn’s Nordic 
Pavilion in Venice which offers a cascade of light in between a quick 
succession of concrete thin beams. 

First floor 1:400 plan.
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The exit was facing the hillside, framing it through a slit in a wall in front 
of her. She turned around and as she looked to her left she noticed a 
staircase, occluded by the frosted glazed volume, descending towards the 
bottom of the hill. 
She reached the staircase and what now stood open to her sight 
surprised her. There she was, on top of the same staircase she had used 
to enter. 
She followed down and stopped on the long terrace where she sat down 
to gaze the Maison in front of her from a new perspective. Then she 
looked back onto the museum and recognized a similarity between them, 
she couldn’t quite pin it down.  

The exit from the museum uses the same device as the entrance: the 
staircase. These two routes meet half way up the staircase, where a 
lateral threshold, positioned to result unimportant to the entering visitor, 
joins the two paths. 
The decking on the central portion of the staircase provides at the same 
time the dark tunnel-like space, important for the entering act and a 
terrace from where it opens a line of sight to the corner of the villa which 
dialogues with the diagonal stacking of the museum.
As last image of the Proprieté the visitor is offered one, from a higher 
level, of the Maison sitting on the hill, with the descending hillside and the 
forest in the background, while he stands between the art, architecture 
and landscape.  

References:

[1] Tankizaki, J. (1977). In Praise of Shadows. Leete’s Island Books.

[2] Koren, L. (1998). Wabi-Sabi. for Artists, Designers, Poets & Philosophers. Berkeley: 

Stone Bridge Press



73Masterly Apprentice

View of the 1:200 model of the museum building interacting with Maison 
Carré’s North-Eastern side. 
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rice paper sheet 1mm

timber beams 220mm x80mm

EPDM rubber membrane 9mm

multiplex board deck 22mm 

vapour barrier

mineral wool insulation 2x 10mm

multiplex board 22mm 

anodized aluminum coping 3mm

foamglas 50mm x50mm

timber beam 110mm x180mm

plywood corbel 18mm

larch timber structure 9mm x27mm

iGuzzini 4ward spotlight 90deg

frosted glass false ceiling 30mm

wooden stud 36mm x36mm

steel wire with botton   

anodized aluminium frame 
triple glasing with frosted central 
layer 6-14-4-14-6 mm

E-E

F-F

G-G

H-H

Detail of the wall section in 
1:20 (with the information of 
the 1:10) and key section. 
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rice paper sheet 1mm
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multiplex board deck 22mm 
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timber beam 110mm x180mm

plywood corbel 18mm
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iGuzzini 4ward spotlight 90deg

frosted glass false ceiling 30mm

wooden stud 36mm x36mm

steel wire with botton   

anodized aluminium frame 
triple glasing with frosted central 
layer 6-14-4-14-6 mm

insulation 90mm

reinforced concrete structure

polished concrete 90mm

soundproofing membrane 10mm 

concrete finishing cast in situ

insulation 12mm

wooden frame 22mm 

steel T profile 180mm x180mm

steel T profile 180mm x180mm

aluminium anodized buttons

larch wood cladding 12mm

upper track for hanging artworks

larch timber structure 
9 mmx27 mm

concrete screed 95mm

ventilated foundation 320mm

gravel-filled drainage

steel tie with botton   

wooden false ceiling 45mm

polished concrete 40mm

bottom track for hanging artworks

foamglas 60mm

hardcore 40mm
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The theme of memory has always fascinated me. Since I can remember 
I have been actively engaging with memories by creating patterns I can 
recognize and store for future use. I have relied on memory in many 
situations and I know that to retrace one I will use devices to anchor the 
logical sequences that get me to the source. Sometimes the anchor may 
be a perfume, a symbol, a picture, a sound or an object. Many times 
these recollections happen spontaneously, others they are guided. Yet the 
theme of memory has been, up to this graduation studio, relegated to a 
personal matter.
Since I started looking into the sketching of Aalto I have started to 
conceive memory as a device of design. Aalto used the sketching as a 
way of storing images, thoughts and ideas[1], that then would surface in 
his design process independently from the sketches, which were usually 
abandoned in his office’s drawers. A sketch is, to me, one of the many 
ways to anchor a thought and make it into a memory.
What I have recently discovered is how memories can be translated into 
design. By remembering a material, a feeling, a sound and so on, one can 
retrace in his own memory the reason behind it and discover lessons that 
have been silent within one’s memory, in a potential form.
Memory has become, to me, a tool that has much creative power. 
The question, during this graduation, was how to make these memory 
surface clearly. To gather the most from these moments of remembering 
I decided to invert Aalto’s process and sketch the memory, giving it form 
on a piece of paper, taking notes about what was important in them. By 
doing such a thing I have gathered lessons from memories of experiences 
in architecturally poignant environments such as Japanese traditional 
temples, Pompeii, the Biblioteca Laurenziana and more.
I find that memory becomes a design tool as soon as the lessons derived 
are translated into a design solution. As a matter of fact I have found 
that this process has informed my design over and over: the memory of 
a Roman Domus in Pompeii has taught me how the spaces conformed 
in an alternation of light and dark and how to frame the sky; the bodily 
memory of a Japanese Noren has taken me to consider what makes 
a threshold an entrance and thus how can architecture inform one’s 
consciousness; the memories of a Japanese castle and Zen temples have 
taught me how to structure ninety degree turns while operating between 
building and landscape.
I have come to understand architecture as an art that has the capability of 
transferring meaning, and memory is one of the most powerful tools to 
access meaning on a personal level, then transferring it through design.

DE MEMORIA

About Memory
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St. Mark’s, Venice
Alvar Aalto, 1926 [1]
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Noren in Kamakura

Kawagoe Castle
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Roman Domus in Pompeii

Santuario di Nostra Signora di 
Soviore 
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Traveling seems to be a need for an architect. While speaking to Ms. 
Van Hee, I got the impression that she was hinting over and over to that. 
What I took with me from the interview, other than the information on the 
Maison Carré, was the necessity to visit places. As she had advised me 
previously through one of the emails exchanged: “visit as many buildings 
and cities as you can, and page through books”. And as a final remark to 
our chat, she told me: “Architecture is everything. It’s good food, it’s a 
culture. It’s like a painter: If he doesn’t live he cannot paint, you know, he 
has to live. A painter or other artists as well. It’s much more than just have 
been learning to become an architect. Don’t forget to live!”
As stated previously, the creation of memories is one of the devices that 
can be used in the creative process. The memories I have talked about, as 
can be observed, are all related to some travel.
I have reached the conclusion that inspirations have some tie to the fact 
of traveling. Seeing novelty, experiencing the diversities, going to places 
of cultural pilgrimage and generally traveling with the understanding that 
knowledge lies there to be found make this act fundamental to architects 
and creative minds alike. 

Reference:
[1]Schildt, G. (1985). Alvar Aalto: Sketches. Cambridge: MIT Press.
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Watercolour of the apse of Le Thoronet Abbey made during the studio 
study trip.  
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The graduation studio has taught me many worthwhile lessons. Other 
than those closely related to the building, that have been expanded upon 
throughout the analysis and the design books, I have had the opportunity 
to reflect upon the meaning of learning, the process by which it happens, 
what role this process plays in the formation and growth of an architect.

First and foremost learning has to do with language. In the architectural 
sense, language is a construct made of aspects of buildings which can 
be compared to words: stairs, doors, thresholds, routing and so on. 
But a language cannot consider itself such if solely made of words. A 
language needs a grammar to regulate itself and to find a form as an 
understandable logical construct. The architectural composition of the 
elements is indeed that grammar.
Not unlike a child learning his own language properly, an architecture 
student faces throughout his education, and - I suspect - long into his 
career, the task of refining that grammar and collecting a vocabulary of 
elements through trial and error.
Yet learning cannot be an inward process. Architectural grammar and 
vocabulary are indeed as fluid as any other language’s ones and as 
time passes the syntactic rules and the words change in their use, 
influenced by foreign languages and new situations language hasn’t yet 
had to describe. If an architecture student delves into his own self-
contained world to derive a language of his own he will risk the very real 
possibility of not being understood, speaking words through constructs 
nobody knows. Eventually, this risk then transforms, I think, into a fault 
of contemporary architecture which lacks the capability of conveying 
meaning through its language, as each and every architect speaks one of 
his own and doesn’t search for the common grammar to communicate 
with others.
I have long asked myself how does an architecture student acquire the 
ability to speak a language. The answer, as simple as it may seem, is that 
of learning to speak from whom already knows how to speak. This in 
architecture means to learn from teachers but also from the wide range 
of buildings that, as textbooks, can give us insights onto how to shape 
our vocabulary and what syntactic constructs to prefer. Learning from a 
building has proved to be an exercise that has offered me the opportunity 
of enriching my own architectural language.

Learning doesn’t happen only in relation to other buildings, it also happens 
via the relationship between thought and deed, between architectural 

DE DISCIPLINA

About Learning
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practice, on one hand, and theory, on the other. These are two faces of 
the same medal that juxtapose continuously, merging one in the other 
and influencing each other.
In the case of this graduation studio, I have had the possibility of seeing 
them overlap and play together in many different cases such as that of 
model making. After learning how to do 1:20 and 1:30 models to better 
design atmospheres I understood that that was defining my approach 
to architecture, influencing the output. I thus got to understand that 
by approaching architecture in this way I was inserting myself into a 
discourse, a tradition and an approach that can find a theoretical backbone 
and a stream of application in today’s panorama.

Finally, learning happens among peers. The horizontal approach of 
this studio has proved to be a great opportunity for learning from 
other students. Moreover, it has provided a shared territory where 
to communicate freely and have the possibility of being reviewed on 
research matters and on design tasks. Having the chance to review other 
students has been a formative experience itself. It gives the feeling that 
the knowledge specific to the studio one has created up to that moment 
can trickle down through the generations, sparing them the need to 
discover it for themselves and finally refining that same knowledge. A 
studio structured in this way leads to a bettering of each generation’s 
output, without endangering the individual thoughts and creative process.

One lesson I have derived from the person of Aalto, and I will hold tight, 
it that of sensibility in architecture. His sensibility was that of picking up 
on aspects of reality invisible to the most. By translating them into the 
design, he offered personal images for everyone to appreciate. 



86 Proprieté Carré

ACKNOWLEDGMENTS 

I would like to thank Jan for his enthusiasm and for having taught 
me, throughout the graduation and during the course of Architectural 
Engineering, to think about how things are done and to reflect on the 
practice of architecture.

I would like to thank Jacob for his knowledge and for having taught 
me, throughout this graduation and during the course of philosophy in 
architecture, to look for the reasons behind things and reflect on the 
theory of architecture.

I would like to thank Sergio for his availability and for having taught me, 
throughout this graduation and during the Eindhoven Eight exhibition, how 
to bridge theory and practice. 

I would like to thank Helene Aarts for her advices and for having taught 
me, during the many consultations and during the course of the Thinking 
Eye, to draw with purpose. 

I would like to thank Marie-José Van Hee for her availability to speak about 
Alvar Aalto, the Maison Carré and architecture in general. 

I would like to thank Dario, Kapilan and Philippe for the time spent 
together and for having challenged me to think, do and, finally, design 
better. 

I would like to thank the entire group, made of different generations, of 
the Masterly Apprentice studio for having provided an interesting and 
varied environment to grow in. 

I would like to thank the team of workers of the workshop - Patrick, 
Stephan and Frank - for their availability, practical support and for teaching 
me dutch.

I would like to thank my parents, grandparents and siblings for the support 
they have given me, each in their own lovely way, throughout life and 
during my time as an architecture student. 

Finally, I would like to thank Virginia for being such a great companion in 
this long journey, and for teaching me to be a human being, before than a 
student. 



87Masterly Apprentice


