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Carlo Scarpa has long been recognized as a 
master of materials and details in which his 
designs can provoke distinct feelings and 
experiences with the use of carefully selected 
palette of materials that relates to a well-
constructed narrative. Nonetheless, the origin 
of Scarpa’s details often relate to matters 
existing in the larger scale as well as the 
design of individual spaces. The language of 
Scarpa’s designs are communicated through 
three scales: CONTEXT, SPATIAL SEQUENCE, 
and MATERIALS. The surrounding or existing 
context affects the organization of individual 
spaces, at which point the use of materials and 
careful details can enhance the experiences 
that are intended for such spaces. Here we 
look at three examples - Fondazione Querini 
Stampalia, Castelvecchio Museum, and Brion 
Cemetery - in order to understand the beauty 
of narrative in spaces designed by Scarpa as 
well as how different selections of materials 
can evoke drastically different feeling.

SCARPA: SPACE & MATERIALS



FONDAZIONE QUERINI STAMPALIA [ Venice . Italy ]



CONTEXT
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1.  Access Bridge
2.  Lobby
3.  Boat Entrance
4.  Northeast Room
5.  Exhibition Room
6.  Travertine Door
7.  Southwest Room
8.  Outdoor Garden



CONTEXT
[ HISTORY ]

The Fondazione Querini Stampalia is a foundation left behind 
by the Querini Stampalia family in the late 19th century. 
It was home to the family for several centuries and has 
undergone several additions, renovations, and restorations. 
It was in 1949 when Carlo Scarpa was commissioned by the 
foundation to renovate the lower level and move the main 
entry of the museum. Scarpa, a trained ar tist and craftsman 
from Venice, brought to life the potential of a damaged piano 
terra in the heart of the city. [2]

A major part of the renovation was the move of the main 
entrance to Campiello Querini Stampalia. Though this was 
not Scarpa’s decision, it was his design of the br idge and 
placement of the new door that reshaped the facade. He 
chose to connect the campo via a new bridge to an existing 
window just to the r ight of the main water doors of f the 
canal. He called the new door a “living window” into the 
building. This move not only creates a new modern take on 
a Venetian br idge, but also preserves the doors which are 
important in Venetian architecture. [2]

[ CAMPO FRONTAGE ]

[4] [3]



[ VENETIAN CONTEXT ]

CONTEXT

Up until his intervention, the lower level had salt and water 
damage due to continuous f looding from the canal. Part of 
his duty as lead designer was to mitigate the f looding. In 
respect to the historic architecture, the or iginal water doors 
remained untouched. However, a raised walkway just above 
the level of the f loodplain acted as a barr ier preventing 
water from reaching deep into the building. Apart from 
being a barr ier, the walkway became a method of allowing 
f loodwater to still enter the building while being guided 
through a series of spaces, which produces interactions 
with the patrons of the museum in a way only imaginable in 
the city of Venice. [2]

[4]



SPATIAL SEQUENCESPATIAL SEQUENCE
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[ EXPERIENCE PATH ]

The experience begins at the newly designed access br idge that leads from the 
campo to the entrance lobby. One then proceeds to a visual recognition of the 
boat entrance before entering the main exhibition room. As the presence of 
water diminishes, a sense of land emerges with an outdoor garden f illed with 
scenes of greenery unfamiliar to the traditional Venice fabric.



SPATIAL SEQUENCESPATIAL SEQUENCE
[ ACCESS BRIDGE ]

The sequence begins with a new entrance into the museum from 
Campiello Querini Stampalia. This new entrance was located 
on the canal which required a bridge be built to connect the 
building. The bridge was built to an existing window renovated 
to be an entry door. This move allowed Scarpa to keep the 
historic water doors and entry fully intact. The layering of 
new and old is apparent immediately while crossing the bridge. 
The first two steps are of Istrian stone shaped similarly to 
the historic bridges located all around the city. It is after 
crossing the two stone steps that one finds themselves on a 
light bridge made of wood and flat plate steel that take you 
to the new entrance of the building.

The f irst room presented is a transitional space. There is the 
option to move towards the main gallery and courtyard or to 
the stairs leading to the rest of the museum. On the f loor is 
a str iking tile pattern of Scarpa’s design. The tile pattern is 
composed of red, green, brown and white marble tiles. The 
room provides an open space to rest gather oneself before 
beginning into the museum.

[ ENTRY FOYER ]

[3] [4]



SPATIAL SEQUENCESPATIAL SEQUENCE
[ WATER STEPS ]

Possibly the most str iking feature of the museum is a 
custom staircase leading down to the water level before 
entering the gallery. This space allows the patrons to gain 
an understanding of the water and how it is being used in 
the space. One can see the water through the traditional 
water doors or, if it is high enough, r ising onto the stair 
itself but not past the raised walkway. From this point 
on, with every step up and down through the museum, 
there is a sense of the water and one’s relation to it. 
These interstitial space serves as the launching point for 
the experience of the museum.

[4]



SPATIAL SEQUENCESPATIAL SEQUENCE

Once leaving the interstitial moment of reprieve by the 
water, there are several steps down and through double 
glass doors into the main gallery. The entire gallery space 
is set several steps below the rest of the spaces heavily 
emphasizing the relation to the water outside. A series 
of ver tical and horizontal datum lines of stone, concrete 
and metal give a sense of rhythm to a rather simple space. 
On either side of the long gallery are glass doors to the 
outside. When looking back there are the double doors 
looking past the water stairs out the historic water doors 
to the canal. To the front are another set of glass doors 
leading out to the courtyard which sits about .6 meters 
above the main gallery space separated by a linear water 
feature. The patron is drawn outside but also has access 
to an intr iguing custom stone door leading back to the 
staircase and foyer area. 

[ MAIN GALLERY ]

[3]



SPATIAL SEQUENCESPATIAL SEQUENCE
[COURTYARD]

The exit out of the gallery is through glass doors and 
comes to a small sunken path under a pediment with 
columns on either side. A linear water feature acts as a 
small retaining wall running perpendicular to the gallery. 
This forces one to admire the space before experiencing 
it. There are two stairs immediately r ight or left once the 
space has been admired. The courtyard is a grassy space 
enclosed by 6 to 8 meter high walls covered in vines. 
Around the space are a stone pathways, trees, plants, 
and water features reminiscent of Scarpa’s signature 
style. This area a place of peace and rest away from the 
possibility of f looding waters but not without reminders 
that water is essential to the life of Venice and the design 
of the museum.

[3]

[3]



SPATIAL SEQUENCEMATERIALS

The new bridge acts as a light modern connection from the Campiello and the Palazzo. The steps begin with two large 
stone steps of Istr ian stone reminiscent of the numerous stone br idges across the city. It is quite literally a transition 
from old to new. From there a modern br idge made of steel plates begins. The main structure is two arched steel plates 
sandwiching rectangular steel struts bracing the arches. From these arches are metal brackets framing larch wood 
r isers on the extreme ends of the arch. The middle of the arch has similar brackets but due to the lessening slope the 
accommodate larch wood planks forming a rounded middle section. The railings are made of f lat plates initially separated 
but layered to a point where it connects to a steel handrail and larchwood guard rail. [1]

[ ACCESS BRIDGE ]



SPATIAL SEQUENCEMATERIALS
[ FOYER TILES ]

Not much information could be found on the 
specif ics of the tile f loor detailing. However, when 
observing the individual parts, Scarpa’s signature 
style star ts to become more apparent. The tiles 
themselves appear to be white porcelain and 
a series of green, red-orange, and a red-brown 
marble. The tiles are organized in a series of “L” 
shapes and a contrasting corner implying a gr id of 
larger squares. It harkens back to his meticulous 
detailing of connections. While the main shape may 
be a square, the connection of the corner to the “L” 
shape to form that square is incredibly important.



SPATIAL SEQUENCEMATERIALS

Off of the main walkway past the water doors lies a 
dancing staircase leading down to the level of the 
water in the canal. This is one of the main features of 
the entire museum and sets up the uses experience and 
relationship with water as they move throughout. The 
entire stair is concrete with a f ine grain stone similar to 
istr ian covering the walkway and treads of each stair and 
aligned with the concrete below. The walkway itself is 
cantilevered just slightly over a middle platform before a 
f inal drop to the water. It has a “c” shape channel shape 
to reinforce the barr ier that stops water from entering 
the rest of the museum. The dancing stair begins with a 
landing of f the walkway with the raised edges continuing 
entirely around it. The person must step over the edge 
to the smaller stairs below thus crossing the threshold 
into the f loodplain. The rest of the treads are entirely 
f lat stepping down orthogonally and at 45 degrees until 
reaching the bottom level just above the canal water. [1]

[ WATER STEPS ]

[4]

[4]



SPATIAL SEQUENCEMATERIALS
[ GALLERY WALL ]

The wall in the main gallery is composed of a series of 
ver tical and horizontal datums made of stone, heavy 
aggregate concrete, and muntz metal. The f loor is 
composed of rectangular concrete panels arranged 
linearly with the direction of the gallery. They are 
segmented by perpendicular datum lines of stone 
running across the f loor and up about .4m on the wall 
where another f lush stone datum line stops them. On 
the wall, the remaining height is divided in two by f lush 
metal str ips with rotated square stone panels on top and 
bottom. These str ips likely act as conduit services for 
the lights as well as hanging hardware for ar t pieces. 
The stone panels on either side of the metal str ips are 
then sub-divided by 2 vertical light f ixtures splitting the 
seam of the connected panels below. The ceiling is made 
of a highly polished Venetian plaster in the spir it of the 
culture and for light ref lection.All of these elements 

together create a rhythm and texture that enhances the 
overall experience of a relatively simply gallery space.



CASTELVECCHIO MUSEUM [ Verona . Italy ]



CONTEXT

[ UPPER LEVEL GALLERY ]

[ LOWER LEVEL GALLERY ]



CONTEXT
[ HISTORY ]

The Scaligeri family built this complex from the 13th to 14th 
century. It was a combination of castle and military barracks. 
Two towers hold its presence on the street and r iver front. 
A moat surrounded the castle, and a br idge spanning over 
the Adige River connects the castle with the land across. 
The castle was overtaken and occupied by Napoleon and the 
Austr ians for a large portion of the 19th century. It was not 
until Verona became a part of the Kingdom of Italy in 1866 
that it was once again independent of foreign oversight. 

In 1923, the castle became an ar t gallery. Rationalism was 
the reigning style of architecture at the time in Italy, and 
Castelvecchio was renovated in this spir it. It was during 
this time that the gothic windows and ornament were 
inserted into the Napoleonic facade. Also, during this time, 
the battlements and towers were fully restored, and the 
grounds were turned into a garden. [5]

In 1959, the new museum director commissioned Carlo Scarpa 
to renovate the castle and return it to its former glory. He 

began with a very simple slate with long spanning rooms. On 
the lower level are heavy walls with small centered openings 
separating the rooms. On the upper level was a long spanning 
room with wood structure and little to no subdivisions. Much 
was left untouched, but much of the old materials can be 
seen layered with new. This is possibly most apparent in the 
facade where napoleonic, gothic revival, and mid century 
modern elements can be seen working in harmony with one 
another. [7]

[5]



SPATIAL SEQUENCESPATIAL SEQUENCE LOWER GALLERY

1

23

4

56789

[ EXPERIENCE PATH ]

The spatial sequence of the lower level gallery follows a straightforward axial 
layout that was initially established within the museum. As one enters through 
the courtyard and enter the lobby, a strong visual guideline is established with  
six consistent openings, each standing its own square-shaped gallery room.



SPATIAL SEQUENCESPATIAL SEQUENCE LOWER GALLERY

[ LINEAR LAYOUT ]

Although the spatial sequencing of the ground f loor of 
Castelvecchio was already existing when Scarpa was 
commissioned for the renovation, he was still able 
to completely reimagine and transform the spatial 
experience of the museum. Beginning with how visitors 
enter the old for tress, Scarpa moved the entrance that 
was traditionally placed at the center of the facade 
to the eastern edge to reorder the circulation of the 
galler ies. This allowed for an axial progression through 
the sculpture gallery of the ground level. Scarpa also 
added features to enhance the existing sequence of 
central openings connecting the ground f loor galler ies. 
His main intention was to highlight histor ic conditions 
while designing a cohesive and modern museum of history 
and ar t. He once stated: “By restauro I do not mean to 
only repair old buildings; our duty is rather to give them 
a new lease of life so that we may be able to live today 
and tomorrow.” [5] [12]



SPATIAL SEQUENCESPATIAL SEQUENCE LOWER GALLERY

When beginning the sculpture gallery sequence, one f irst 
notices the raised f loors that creates a reveal between 
the new f looring and the old walls. The visitor is then 
drawn along the gallery sequence through the seemingly 
inf inite progression of large, stone openings on the 
center axis. This path is fur ther accentuated by a deep, 
exposed steel beam drawing your eye down the length of 
the galler ies. The sequence terminates at a Roman moat 
discovered and excavated during the renovation, which 
functions both as an end to the sculpture gallery and a 
continuation of the overall gallery circulation loop. [5]

[ LINEAR LAYOUT ]



MATERIALS LOWER GALLERY

[ NEW FLOOR/PATTERN ] [ WALLS ]

The f looring’s oscillating rhythm in the gallery sequence 
is formed by the material, texture, and spacing of the 
stone slabs. The base f looring material is poured concrete 
slabs, smoothed with a spatula, leveled, and with a 
polished f inish. Prun stone tr im is set f lush within the 
rows of concrete, distinctively spaced in an undulating 
pattern. The f looring edge is resolved with a prun stone 
border tr im, leaving a band of recessed concrete f looring 
wrapping the base of the enclosing walls.

As Scarpa was very mindful of local traditions, utilizing 
local materials was a key component of connecting to 
the context. This practice is applied by incorporating 
local sands from the Adige River in the plaster mixture, 
which can be experienced at the majority of the walls 
and ceilings of the museum. 

The custom plaster mixture is composed of 35% slaked 
lime and r iver sand, 55% coarse ground pebbles, and 
10% water. To create its rough and granular texture, 
the plaster was applied with a pinewood spatula and 
smoothed over with a steel trowel, varying in thickness 
of 2.5-4 cm. At the typical wall, the absence of color 
in the plaster allows for a light to ref lect of f the wall 
sur face and capture the shadows of the irregular texture 
of the plaster f inish. [8]

[13]



MATERIALS LOWER GALLERY

[ THRESHOLD ]

A defining element to the gallery sequence is the 
collective system of the barrel-arch thresholds and how 
the material dif ferentiation and composition enhance its 
recurr ing presence. The base of the system is the body of 
the existing barrel arch. Scarpa’s interventions include 
all new f inishes, additive/retractive forms, and varying 
textures of materials. The walls and arch of the barrel 
fault are f inished with the custom plaster mixture. At the 
pair of threshold walls, the is a thick stone veneer panel 
at each wall face, proportional in height to a human scale; 
its appearance is sand in color with a coarse, unfinished 
texture. At the f loor, prun stone tr im stretches at the 
center line of the threshold. The wall base is the manifest 
transition between rooms, while the central prun stone 
tr im draws the boundary between processional spaces of 
the gallery. [8]

[6]



MATERIALS LOWER GALLERY

[ GOTHIC WINDOW FRAME ]

The layers of the window openings exemplif ies 
Castelvecchio’s r ich context and Scarpa’s mindful 
intervention toward preserving the historic framework 
of the building. The or iginal windows feature venetian 
gothic frames. In order to reinforce the existing structure, 
concrete walls were installed within the existing exterior 
frame. In respect of the existing window opening, an iron 
window frame is inserted f lush with the wall edge at the 
the interior face. The framing pattern is an abstraction of 
the golden ratio applied to existing opening dimensions.
 of the golden ratio. This window intervention exemplif ies 
one of Scarpa’s key practices of translating the character 
of the historical context and responding in a contemporary 
style and construction technique.

[12]



MATERIALS LOWER GALLERY

[ VENETIAN RAILING ]

At the end of the lower gallery sequence, 
a display of Roman Ruins underground is 
guarded by railings reminiscent of the 
Venetian style. Wooden railings hang 
down from steel arms on both ends, 
connected through interlocking brass 
r ings that allow for movement when in 
contact. The inside sur face of where two 
brass r ings overlap are subtly smoothened 
out f lat, so as to reduce movement and 
help keep the interlocking position in 
place. Scarpa’s use of wood introduces a 
subtle material dif ferentiation from the 
surrounding stones while responding to 
the existing wood structures within the 
building.

[12]



SPATIAL SEQUENCESPATIAL SEQUENCE UPPER GALLERY
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[ EXPERIENCE PATH ]

The spatial sequence of the upper level gallery is where Scarpa begins to establish a more distinct 
experience. The concept of a regulating gallery sequence remains, but the pr imary corr idor has 
been shifted to the edge with a secondary path on the opposite. Edges of main display wall retain 
its lengths while the existing building wall closes in. As one proceeds, the pinching nature of 
both walls create a substantially narrowing path on two-thirds of the sequence, which then opens 
up again and continues through to staircases leading back to the lobby.



SPATIAL SEQUENCESPATIAL SEQUENCE LOWER GALLERY

[ NARROWING LAYOUT ]

The f inal gallery of the loop, located just above the 

initial gallery sequence, creates an entirely dif ferent 

experience than the previous. Rather than a central 

access of gallery connections, the f inal progression 

allows the visitor to choose to walk along either the left 

or the r ighthand wall of the space. A series of divider 

walls dominate the gallery, allowing visitors to freely 

explore and generating multiple ways to experience the 

ar t. Following the northern wall, the visitor encounters a 

subtly narrowing, wedged path. Everything from the plan 

of the spaces to the f loor detail draws one through the 

galler ies and down the f inal staircase. The path features 

a series of dark to light with a series of wedge-shaped 

windows lining the galler ies, which add to the feeling of 

compression. 

[14]



SPATIAL SEQUENCESPATIAL SEQUENCE UPPER GALLERY

[ NARROWING LAYOUT ]

The sequence also exudes a dif ferent sense of experience 

through its relationship to the idea of permanence. Unlike 

the solid, permanent gallery of the ground f loor that feels 

as though it could stand forever, the upper gallery seems 

like it was designed to feel temporary. Much of the ar t 

is displayed on movable stands, which is not unusual for 

a Scarpa gallery; however, the lighting and even some of 

the walls appear to be movable as well. In addition to the 

permanent divider walls, this gallery sequence features 

partition walls that are bolted to the ground. This sense 

of temporary, combined with the compressed circulation 

paths, make the f inal gallery feel more “back of house” 

than the grandeur of the initial gallery.

[6]



MATERIALS UPPER GALLERY

[ FLOORING ]

The big move of the f irst f loor gallery is the circulation 
axis wedged along the edge of the North wall. This is 
executed through the repeating series of the divider 
wall edge; this series is made exceptional through the 
connection between the f loor and the wall. The connection 
begins from the concrete/masonry wall with a slanted 
edge, which invites users to enter within the gallery 
room, while supporting the large move of the consecutive 
wedged path of the gallery.

The joint between the wall and the f loor is expressed 
not through the direct elements themselves, but through 
the surrounding f loor patterns, materials, and volumes. 
The base f looring is composed of local stone slab tiles. 
Approximately 10 cm away from each wall face, the 
f looring of the pocket gallery rooms is slightly raised red 
polished concrete with a f lush frame of prun stone tr im. 

The additive f looring of the pocket gallery rooms creates 
a reveal in the joint at the wall and f loor. To provide a 
strong edge to the connection, the cut of the base f loor 
tiles form a step into the the pocket gallery rooms. The 
subtle moves of this detail work cohesively to create a 
sense of motion at the moment of passing by each divider 
wall edge. [8]

[13]



MATERIALS UPPER GALLERY

[ PARTITION WALL ]

Along the circulation axis, the partition wall strengthens 
the dialogue between the existing wedge openings and 
the concrete/masonry divider walls through its minimal 
interaction with the ground and its partial height. It not 
only serves a divider of space, but also as a counter-beat 
of the rhythm of the gallery sequence, and as a dif fuser 
of  light. Through the ref lectivity of its venetian plaster 
and its angled or ientation, the partition wall takes the 
natural light of the wedge opening and bounces it deeper 
into the gallery. The partition wall mimics the angle of the 
slanted edge of the concrete wall. The wall is composed 
of an iron frame with stubby feet connecting to the f loor. 
The wall panel is embedded and f lush with the iron frame 
and f inished with marmino venetian plaster.

[13]



MATERIALS UPPER GALLERY

[ ELECTRIC LIGHTING ]

The natural lighting at f irst f loor gallery serves more 
experiential purposes, while electr ic lighting is the 
pr imary type for illuminating ar t in the gallery. Though 
the electr ic lighting system is commonly known overhead 
track lighting, the fabrication and connection of the 
details are intr icately designed. The framework is 
composed of iron, the f ixture features a C channel track, 
welded to a steel perpendicular bar. The system is hung 
by iron cables from the (hidden) ceiling structure at is 
connected at the ends of of the perpendicular bar.  This 
connection between the iron cables and the track system 
is f inely configured with a series of r ings and bolts. 
 

[6]



BRION CEMETERY [ San Vito d’Altivole . Italy ]



CONTEXT
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1.  Propylaea
2.  Meditation Pavilion
3.  Water Channel
4.  Sarcophagi
5.  Tomb of Carlo Scarpa



CONTEXT
[ HISTORY ]

This project began with the man for which the main tomb 
of the cemetery was designed and named. Giuseppe Brion 
was born in the Italian city of San Vito di Altivole and was 
the founder of a company that produced parts for electr ical 
equipment, such as radios and televisions. Over time his 
f irm grew in importance and respect in Italian culture, as 
he became known for high quality and commissioning well-
respected Italian designers. It was through this work that 
he and his family befr iended Carlo Scarpa. After Giuseppe 
passed, his wife reached out to Scarpa to design the family 
tomb in their hometown cemetery.

Throughout his life, Scarpa always admired the countryside 
of Italy where he grew up. He spent much time studying the 
craft and history of his culture, which heavily inf luenced his 
designs. After being commissioned for the Brion family tomb, 
the family was able to attain a 2,400 square meter plot of 
agricultural land forming an L-shape on the northeastern 
corner of the municipal cemetery of San Vito di Altivole. 

The size of the available workspace was quite overwhelming 
to Scarpa, and he was often quoted saying that he would 
rather plant a thousand cypress trees and be done without 
any structure being erected. The project took almost a 
decade to be completed, star ting in 1969 and f inishing just 
before Scarpa’s death in 1978. Carlo Scarpa was buried in 
the Brion Family Cemetery standing upright in the style of a 
medieval knight. [10]



SPATIAL SEQUENCESPATIAL SEQUENCE LOWER GALLERYSPATIAL SEQUENCE
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[ EXPERIENCE PATH ]

The spatial sequence begins at the pre-existing part of the 
cemetery, where a simple layout of tomb stone sets up 
a foreground for the stone entrance to Scarpa’s design. 
As one walks South and approaches the entrance of the 
Propylaea, few stone steps suggests the act of arr iving 
with height changes and looks ahead to the greater 
landscape framed by two intersecting circle motifs. At 
the point of the motifs, a T-junction leads to two paths 
with the meditation pavilion (usually closed of f) on the 
West and the Sarcophagi on the East, where the rest of 
the sequence continues. As one exits the vestibule, a 
small channel of water leading to the meditation pond 
runs along the path, where one would have to walk around 
at the end of the stream located in front of the Sarcophagi 
in order to return continue the path towards the pond.



SPATIAL SEQUENCESPATIAL SEQUENCESPATIAL SEQUENCESPATIAL SEQUENCE
[ CIRCLE MOTIF ]

Upon crossing the threshold from the public realm to 
the family cemetery, the path ascends a short staircase 
to emphasize the transition from one experience to 
the next. Once at the top of the stairs, the direct 
path out into the lawn is immediately blocked. The 
visitor is faced with a large opening comprised of two 
intersecting circles decorated with red and blue tiles. 
A lush, green lawn is visible alongside a calm pool of 
water, an idealized space that is yet unreachable from 
the entrance vestibule, the “propylaea.” While viewing 
the circle motif from the exterior of the building, it is 
apparent that each circle equally has a red tile face 
and a blue one, expressing the harmony of the human 
spir it. [10]

[10]



SPATIAL SEQUENCESPATIAL SEQUENCESPATIAL SEQUENCESPATIAL SEQUENCE
[ WATER FEATURES ]

Throughout the funerary complex, the water features 
were specif ically designed to illustrate varying points 
in the overarching narrative of the architecture. For 
example, the meditation pond visible through the circle 
motif is an expansive, still sur face intended to ref lect the 
heavens on earth. Although the pond was intended to act 
as a ref lective sur face, the water currently sits with an 
overwhelming covering of water lilies. In contrast to the 
calm of the pool, the path from the propylaea follows a 
narrow stream of water that ends in a small, stone basin 
just before arr iving at the arcosolium. This sudden end 
in the path of the water is intended to make the viewer 
ref lect on the absorptive power of the earth, just before 
viewing the pair of sarcophagi beneath the arcosolium. 
The visitor is encouraged to complete the path to the 
sarcophagi in order to access the expansive lawn and 
pool with the pavilion just beyond, forcing the visitor to 
face death before being granted access to the heavenly 
landscape. [9]



SPATIAL SEQUENCESPATIAL SEQUENCESPATIAL SEQUENCESPATIAL SEQUENCE
[ MUSICAL STONES ]

To highlight the threshold from the propylaea to the open 
space of the arcosolium, Scarpa decided in invoke a dif ferent 
sense than that of the rest of the complex design. While 
transitioning through the entrance space, the footsteps of 
the visitors are greeted by the hollow echo of an unseen 
cavity below the stones of the path. The sound of the shifting 
stones fades as guests move towards the arcosolium, while 
growing louder when moving towards the glass gateway that 
leads to the pond pavilion. This architectural intention forces 
the visitors be present in the experience of the path. [10]

[ EXIT EXPERIENCE ]

Exiting the complex provides a completely dif ference 
sequence of experiences as compared to entering. 
Beginning the departure at the junction of the L-shape near 
the arcosolium, the visitor transitions from the light, open 
space to be compressed by the propylaea. The sound of 
the musical stones increases while approaching the circle 
motif. When descending the stair for the f inal departure, 
the visitor faces a series of openings that frame views into 
the municipal cemetery veiled by the f ir tree on the front 
facade. Each step of fers a dif ferent view until f inally, the 
visitor is released into the familiar environment of the public 
realm.

[12] [12]



SPATIAL SEQUENCESPATIAL SEQUENCESPATIAL SEQUENCEMATERIALS
[ STONE FLOOR & WALLS ]

As one arr ives at the T-junction of the entrance sequence, 
stone f looring, a material best ref lect the solidity of 
ground, are laid out in alternating sequence separated 
by steel bands. The use of stone accommodates the 
intention to create interactive steps, where several 
blocks placed amongst f ixed stone f looring are raised 
slightly over an unseen cavity, creating a slight echo when 
one steps through. The consistent use of stone within 
the vestibule contains the clean echo sound and allows 
it to reverberate as one continues through the corr idor. 
Series of steel bands are incorporated to ref lect slits 
of br ight southern light along the f loor and walls as it 
extends down the dark narrow corr idors, creating layers 
of texture on a f lushed sur face.

[14]



SPATIAL SEQUENCESPATIAL SEQUENCESPATIAL SEQUENCEMATERIALS
[ BRASS & GLASS DOOR ]

The enhancement of senses within Scarpa’s design is not 
only apparent in the spatial sequence of musical stones, but 
as one takes a turn towards the darker corr idor of the two, 
a transition gate, at roughly railing height, appears in order 
to indicate the sense of pr ivacy of the meditation pavilion 
beyond. The gate is made up of thick-cut glass sheets held 
together by clips that ares connected to brass tubes at the 
top and sides of the glass. The selection of brass frame 
echoes Scarpa’s signature use of metal in joint details, which 
also of fers a sense of solidity to the gate while the use of 
glass ref lects the signif icance of water and provides a more 
transparent recognition to the pr ivate pavilion beyond. In 
order to enter, the glass door must be pushed down into a 
f itted-slot of concrete requir ing one to step over a water 
threshold. As one continues through the corr idor, the sound 
of glass gate r ising back up encloses you and the sound 
of water rushing of f of the glass signif ies that the glass 
gate was once thrust into water below, representing a 
cohesiveness between built materials and nature. [11]



SPATIAL SEQUENCESPATIAL SEQUENCESPATIAL SEQUENCEMATERIALS
[ MOSAIC TESSERAE ]

In addition to the dominant stone work, a slight material 
dif ferentiation is noticeable within the vestibule. Modest 
hints of mosaic tesserae is strategically incorporated 
along three thresholds: the circle motifs and the end 
of corr idors on east and west. A thin band of blue & 
pink mosaic tesserae encloses perimeters of the two 
overlapping circle motifs symbolizing male and female, 
while yellow (possibly symbolizing the sun) and green 
mosaic tiles are placed along the thresholds leading 
towards the arcosolium and the pavilion respectively. 
The subtle dif ferentiation in colors between stone and 
each of the mosaic tiles help to strongly ar ticulate 
their intended symbols, thus of fer ing a deeper sense 
of life beyond the relationship of earth and heaven. An 
additional purpose of the mosaic tile appears before 
the appearance of lightning, where the color of the tiles 
come to life before the dark stone sur face, of fer ing an 
alternate spatial experience.

[13]

[13]



SPATIAL SEQUENCESPATIAL SEQUENCESPATIAL SEQUENCEMATERIALS
[ WATER CHANNEL ]

While the narrow stream of water suggests a unique path of 
movement through the spatial sequence, it possesses subtle 
features that enhance its connection with the earth. The 
use of water in Scarpa’s designs are often supplemented 
with r ich stone materials, in which the aggregate stone 
compiled as the foundation of the water channel strongly 
sets the feature deep into the landscape. Two stone basin 
are placed at the end of the stream with a smooth stone 
sur face that ref lects the purity of water deeply embedded 
in earth as it descends into the ground. The slight turn of 
the stone channel before the sarcophagi stands a ziggurat 
stone piece, recognizing the end of the water stream in a 
signature Scarpa style.

[10]



SCARPA PATTERNS

The character of a Scarpa’s design lies within 
the unseen. Through spatial and material 
analysis of three drastically different designs, 
it has apparent that the thought and planning 
of Scarpa’s designs are not only limited to the 
selection of materials and details, but rather a 
global cohesiveness that such materials can 
enhance within the bigger context. Querini 
Stampalia response to water, Castelvecchio 
Museum’s response to preexisting structure, 
and Brion Cemetery’s response to nature and 
narrative all demonstrate Scarpa’s careful 
approach to each experience and how different   
materials and details at their appropriate 
scale delivers a significantly different 
narrative. Scarpa’s designs are intended to 
be experienced as whole, from the moment 
one sets foot through the thresholds until the 
moment one returns to the world beyond.



“By restauro I do not mean to only repair old buildings; our duty is rather to give them a new 
lease of life so that we may be able to live today and tomorrow…” [7, P.127]

- CARLO SCARPA
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