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PREFACE

THE IMAGE OF ARCHITECTURE ON SOCIAL 
MEDIA
This book is an investigation about the images, their 
use and consume in the digital era, their potential in 
the architectural discipline as representation tool, but 
at the same time as tool of knowledge and as a part 
of the designing process. Most of all it researches the 
relationship between the new media and the archi-
tectural communication and commodification and the 
consequent reactions forms to this phenomena.
The visualisation and understanding of architecture 
has mostly been related to the graphical and visual 
dimension. Drawings, plans, photographies, collages, 
diagrams and recently also renderings are the most 
common representation tools used by architects. No-
wadays the emergence of new media, like the internet 
and the social networks, and of new technologies, like 
smartphones, digital cameras and tablets, caused an 
increase of production of images and consequently a 
growth of their propagation and consumption. Thanks 
to this factors, the images match perfectly into the 
web and social network system, in which features as 
speed, over-abundance of data velocity of circulati-
on, real – time and spread prevail. In this context, in 
which the audience is made of hyper-distracted users, 
the images seem to be the only “attention catchers”, 
thanks to their evocative power. So the visual commu-
nication is dominating the spread of information. All 
this factors have changed the nature of the images, 
which have now become mere consumption objects, 
detached from materiality, placeless and transformed 
into decontextualised lonely fragments.
The architectural images have been assimilated in this 
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constant flux of data. Because of this fact architec-
ture has become more and more associated with the 
consumption images of products, that circulate in the 
same platforms, with the consequent risk of becoming  
a consumption object itself. In the moment in which 
everything on the social media is presented as con-
tiguous and that truth and deception, as original and 
copies, are hardly distinguishable, culture is trivialized. 
Also architecture, which is a part of the cultural sphe-
re, risks to be simplified, banalized and trivialized. For 
the same reasons architecture is going to be more 
and more associated to trends, fashion and branding, 
even if the question about recognisability  is actually 
a problem for architects more than a specific problem 
related to the architectural discipline(cf. U67, 2016) 
So at the end the risk is that the architectural desig-
ning process is becoming aimed at the production of 
spectacular images and maybe  also that the  image 
of architecture is becoming “architecture” itself (cf. 
http://www.jonathan-sun.com/the-image-of-architec-
ture/)
Then it seems legitimate to understand the relations-
hip between the new media and the communication of 
architecture through images and at least also how the 
production of images is influencing the production of 
architecture. All this reflections led us to the individu-
alisation of two  responses to some of this proble-
matics. Both are related with the topic of montage 
and the topic of the images as tool of reflection : the 
“curated archives” (cf. http://unfoldingpavilion.com/
post/144040350040/curated-archives) and the digital 
collages. In fact in a society dominated by the visual 
communication  “today all this seems to be obvious, 
but [...]precisely because we are surrounded by so 
many images it‘s even more important to find a way of 
thinking through images”. (Galofaro, 2016)

THE DIGITAL FLUX OF THE IMAGES
The first chapter principally deals with the condition 
on the digital images in the internet era and with how 
the emergence of new media and technologies have 
changed the nature of the images.
The amount of visual data collected has become quite 
immeasurable and that‘s why we could actually talk 
about a HIERARCHY OF THE IMAGES on the web. 
In this context, dominated by overabundance new 
values as “velocity, intensity and spread” (Steyerl, 
2009) are becoming the most important for the digital 
images. They are no more bound to a state of fixity, 
but to mobility. In order to survive they should continue 
to circulate and so also the COPIES, with their LOW 
QUALITY, are taking part to this flux dominated by 

SPEED. The architectural images, involved in this 
system, acquired the same characteristics of the other 
images and are more and more becoming consump-
tion objects. They are mostly presented as lonely 
FRAGMENTS; though the fragmentation could lead 
to a connotative understanding of the images, a sort 
of montage. The velocity of circulation creates an 
audience of distracted users, not able to reflect about 
what they see. U. Galimberti critically describes the 
shift from the condition of the “homo sapiens”, able to 
think, to the condition of the “HOMO VIDENS”, the 
consumer of images. (cf. Galimberti, 2000)

THE ATLAS
After the previous general analyse, we identified two 
reactions to these conditions both related with the 
idea of montage as critical and knowledge tool.They 
reveal, beyond the commodification of the images, an 
opposite behaviour, focused on the consideration of 
the images as research tools and so still bond to the 
cultural dimension of architecture.
The first one is related to the specific topic of storage 
and archive of the images.
In fact the huge amount of images collected, the high 
velocity as well as all the new features previously 
mentioned, generated a problem of quantity, quality, 
order and selection. The BIG DATA STORAGES, in 
which the common tendency is the one of  collecting 
mostly everything and creating democratic platforms, 
emerges on internet. In this democratic context the 
editorial and critical work by the authors lacks and the 
user becomes the creator of the contents, by selecting 
who and what to follow. The storage of images has 
always been an important phase of the work of the 
architects, as it can deal as source of inspiration for 
future projects.
The archived images, once JUXTAPOSED and put 
into meaningful relationship or ASSOCIATION, can 
become useful research tools as they stimulate a 
connotative cognitive process. Connotation deals with 
a comprehensive vision of the images and the conse-
quent possibility of identifying affinities or differences. 
Already famous art historians and architects in the 
past used the same method as an instrument to de-
construct the images, discard them from their original 
spatial and temporal dimensions, reorganize them in a 
different way, in order to create new relationships and 
associations achieving a most far reaching compre-
hension and knowledge. 
The “CURATED ARCHIVES” (cf. http://unfolding-
pavilion.com/post/144040350040/curated-archives), 
atlases of images, mostly powered by the platform 
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Tumblr are the opposite phenomena to the problem 
of the storage and selection of images. The contents 
published by the editors of the curated archives are 
often old forgotten projects, mostly found and selected 
from paper magazines or on other web pages. The 
layout of the platform, which allows the juxtaposition 
of the images and  stimulate the connotative cogni-
tive project, as well as the editorial work behind the 
platforms can be defined as narrative strategies and a 
way to think through the images. 

THIS IS NOT A BUILDING
The second form of reaction is related to the image as 
tool itself, as powerful communicator. 
The starting consideration is that the representation of 
a building is not the building itself, so in order to un-
derstand what this reaction consists in, it is important 
to analyse THE POWER OF THE IMAGES and which 
are the principle way in which they communicate. 
According to the semiologist Roland Barthes, de-
pending on the nature and art of an image, we can 
distinguish between different levels of communication 
of the images. Photographies, for example, are able 
to create the illusion of “having been there”, thanks to 
their realistic  informational dimension. The drawing 
communicates through codes, as for example the per-
spective, and depicts objects not necessarily in detail 
but also through the use of few lines, which identify 
the most important aspects. 
Renders could be considered as an evolution of 
photography, as they create the illusion of reality, even 
if the depicted object does not exist yet. Even if they 
are useful for architects, in order communicate with 
clients, as “trailers” of the future built object, we can 
consider the render as a form of deception, as they 
represent as real, projects not existing yet. But the 
render, by representing architecture in a perfect way, 
can be also understood as a form of deception.
At least the collage, which can be considered as a 
form of montage, is able to capture the attention of 
its observer and lead him to reflection and critical 
attitude. In contrast with other representation forms 
the collage don‘t depict the architectural objects as 
real, but is rather able to “pose” questions about the 
architectural discipline and so is a tool for reflection.

MONTAGE AS TOOL OF KNOWLEDGE
The last chapter concentrates on the topics of monta-
ge and collages, their uses, concerning the artistic and 
architectural fields, in the past and today. MONTAGE, 
thanks to his characteristics as metalanguage, has 
been used in the past, mostly in form of collage, AS 

a form of REACTION. The Dadaist, the Situationist, 
Superstudio, B. Tschumi and many others used the 
montage as a method of “detournament”, and tool for 
thinking critically about the architectural discipline and 
society. Today MONTAGE and collage are not dead. 
They match perfectly with the characteristics of  inter-
net: reproduction, mutability, speed of production etc. 
Concerning the architectural panorama, the works of 
the Italians  C. Baglivo, L. Galofaro, B. Servino and 
the Greek A. Antonas are interesting example of col-
lages in the SOCIAL MEDIA and in the new media in 
general, as provocation tools, able to arise curiosity in 
the observer. The collage in fact, by combining diffe-
rent fragments of other images, is a able to stimulate 
in its observer a distancing effect and a consequent 
reflection about the image. In this sense the collage 
can become an interesting tool to think about archi-
tecture through the images. According to this features 
and considering, that the production of images goes 
hand in hand with the production of architecture, in 
the context of the new media, the collage becomes 
an instrument able to influence also the production 
of architecture. It is also interesting to notice, that 
the collagists publish their work on the social media 
(mostly Facebook and Instagram), in order to share 
their visions and reflections with a bright audience. 
The configuration of the layout of the social media 
also allows a further montage between the texts and 
the images.

CONCLUSION
According to all of this, we can consider that, again in 
the architectural discipline, the images are the most 
important tools for the representation of architec-
tural concepts, but they are also an important tool 
to expand architecture theory through the images. 
Montage, considered in both senses, as association 
of images as well as collage of fragments, that create 
a new image, is the critical tool able to restore, in 
the context of overabundance and speed of internet, 
visual narrations and visual readings. The application 
of these “traditional” techniques in the social media, 
reveals the desire of research and a critical attitu-
de. These aspect can be related to the definition of 
“Post – Internet” art, given by M. Olson and others, 
which concerns the “understanding that images  are 
capable not only of illustrating and describing, but also 
of theorizing, by themselves even in their own terms” 
(Olson 2014)
So, as Galofaro explains, exactly because today the 
visual communication is so powerful, it‘s even more 
important to think through images.(cf.Galofaro 2016)
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Fig.01_The digital flux of images_self made collage
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 Fig.02_The Hierarchy of Images_self made collage
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The 20th and the 21st centuries are characterized by 
the outbreak of the so-called  “digital revolution”(htt-
ps://en.wikipedia.org/wiki/Digital_Revolution), which 
has radically changed social, economic, cultural and 
political conditions in the world and consequently also 
the architectural panorama. Around the 40% of the 
world population today has an internet connection and 
the number of data collected on the web becomes 
everyday bigger. The amount of users of the web rea-
ched approximately the number of 3.2  billions (source 
: DOMO, “Data never sleeps 3.0”). 
Further changes have been caused by the gradual 
appearance and successful spread of the social net-
works, the new media affecting the modern propagati-
on of information. The progressive fulfilment of social 
platforms represent a significant moment as ,accor-
ding to U.Eco, we can identify two periods, related to 
the modern digital age: the “paleo – internet”, i.e. the 
period before the outbreak of Facebook, and the “neo 
– internet” the actual period  born after Facebook (cf. 
U.Eco,2011). Social networks are web sites creating 
social structures, based on the communication and 
interconnection between single persons or groups. In 
order to take part to this social interactions, the users 
should create a personal profile, in which they are 
encouraged to publish and share personal contents, 
mainly uploading pictures and images. This process 
has been increased by the new technologies.
In fact thanks to the spread of digital cameras, tablets 
and smartphones the production, publication and 
upload of images on the internet turned into easy and 
accessible processes: everybody is able to shoot pho-
tographs and share them in real-time. Consequently 

THE HIERARCHY
OF IMAGES
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the image has become a democratic communication 
tool, as its production requires a smaller background 
of notions or skills and is more instantaneous, as com-
pared, for example, with the action of writing a text.
Not only the production of images demand less 
time than the one needed for writing, but also their 
consumption and contemplation are faster than rea-
ding. It is also important to note that good images are 
the best instruments able to capture the attention of 
the users, thanks to their power as visual communica-
tion instruments.
Because of this characteristics the images are perfect-
ly incorporated in the web system, which is dominated 
by fast circulation of data, instantaneousness and 
real–time in a network system made of connections 
and shares.
This are also some of the reasons why nowadays a 
great part of modern communication of information ta-
kes place on the internet through the social networks, 
blogs, forums etc., principally assuming the form of 
images.
At the same time the image is and has always been 
one of the principal tools used to communicate, repre-
sent and document architecture.
The following quotation, which principally refers to the 
representation tools (photographies, collages, drawi-
ngs etc.), could be also understood in terms related to 
the image and the digital technologies as communica-
tion media:

“Se si può dire che la storia del progettare  coincida con 
la storia dell‘architettura e che l‘evolversi del concetto 
di conformazione dello spazio sia indissolubilmete le-
gato al modo di rappresentarlo e raffigurarlo “, allora è 
lecito rintracciare non solo quanto la tecnologia digitale 
eredita dal passato analogico, ma anche quanto sta 
affermando con una sua specificità iconologica auto-
noma.” (Magagnini, 2013)

“If we can state that the history of architecture design 
coincides with the history of architecture and that the 
evolution of the concept of designing space is strictly 
bound to its representation” it is legitimate to analyse 
not only the aspects that the digital technology acqui-
red from its analogical past, but also what it is declaring 
in its own specificity.” (translation)

Also according to the book Understanding Media 
(1964) by Marshall McLuhan in fact the evolution of 
media is above all responsible of the increase of the 
speed of already existing processes and not the ge-
neration of new ones: ”What we are considering here, 

however, are the psychic and social consequences 
of the designs or patterns as they amplify or accele-
rate existing processes”(McLuhan, 1964). Therefore 
it is important to consider which kind of conditions 
have been generated by the digital system and their 
consequences.
The hierarchy of the image in both fields, the one of 
the internet and the one of the architectural discipline, 
remarks the interest in understanding the relationship 
between the two fields and how the digital images 
today are affecting their viewers. In fact nowadays “in 
addition to traditional on site inspection, architecture is 
increasingly consumed and received via the medium 
of the image” (http://www.philippschaerer.ch/e/w-crop-
ped-descrition.html). On account of this, in order to 
investigate these relationships and the influence of the 
new media on architecture, it is important to under-
stand the nature of the digital images, their flux and 
spread.
The following diagrams are graphical representations 
of some information related to the daily upload of 
images on the most famous social platforms. The 
intention behind is a first understanding of the way in 
which the social networks work and the visual repre-
sentation of the numbers related to the internet data, 
already mentioned.

Fig.03_Images on social network_self made diagram
The diagram shows the amount of images uploaded 
,shared and consumed every minute on the most fa-

mous social platforms. This count increased steeply in 
the last years : “since 2013, the number of Facebook 
Posts shared each minute has increased 22%, from 

2.5 Million to 3 Million posts per minute. This number 
has increased more than 300 percent, from around 

650,000 posts per minute in 2011.” (Source : https://
www.gwava.com/blog/internet-data-created-daily )
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Fig.03_Images on social networks_selfmade diagram
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Fig.04_Instagram travel_self made diagram 
The diagram is the representation of a possible jour-
ney on Instagram, the social network that collects only 
images (followed by text descriptions), in order to vi-
sualize a partial range of its possibilities as image-ba-
sed platform. Every image is categorized and linked to 
other through “hashtags”. Because of the big amount 
of images uploaded every minute in real-time on this 
social platform the result of every “tag” research is dif-
ferent: a unicum. This travel in particular starts with an 
image published on the Instagram profile of Archdaily. 
Clicking on all the hashtags related to this picture the 
user is sent to other images, which are, in turn, related 
to others.
The result is the configuration of a temporary simpli-
fied network, which should be multiplied for a thous-
and of possibilities, as there is more than one image 
related to each hashtag. 
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Fig.04_Instagram travel_self made diagram
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Fig.05_A matter of hashtags_selfmade diagram 
A further step of the diagram (Fig.04) is the investigati-
on of the relationships between the images.  
The configuration of the network of images has been 
resumed in a structure, made by circumferences. The 
centre, the black dot, represent the starting image 
taken from the profile of Archdaily. Starting from the 
centre are shown the hashtags, that categorize the 
images linked to the first one (in the first strip), to 
second ones (second strip of hashtags) a.s.o.
Every colour correspond to a simple category of 
hashtags as for example “#architecture, “#lifestyle”, 
“#fashion” etc. It is recognizable how the thematic 
relationship between images becomes immediately 
ephemeral. Most of the images directly linked to the 
first ones are also the one related to same topic. But 
considering already the second group of hashtags, it 
is clear how the thematic connection to the centre is 
disappearing, leaving its place to general topics like : 
#instagood, #pictureoftheday etc.
Because of their “non – specific meaning” this hash-
tags are mostly used not in strict relationship with 
the topic of  the pictures but principally in order to 
catch likes, comments and so to become as visible as 
possible.
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Fig05_A matter of hashtags_self made diagram

21



 _Fig.06_“Diary“_ P.Schaerer_2005
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Fig.06_ „Diary“_P.Schaerer_2005
“Diary” is a research Work by the architect and “Bild-
gestalter” Philipp Schaerer. 
The aim of his works is an investigation about digital 
media and the visual and aesthetic influence they 
have on the environment: “In my work, I am involved 
with the free application of digital image processing 
methods. I experiment with the process of generating 
and manipulating image data and seek alternative 
aesthetics and forms of expression.” (http://www.
philippschaerer.ch/e/w-focus-description.html)
“Diary”is a collection of different data  (photographies, 
pictures, graphics, plans etc.) that the author started 
to accumulate in 1998. The data have been collected 
by means of the software, and have been tagged 
according to criteria that Schaerer found “coherent as 
well as intuitive, imported into the database and then 
labelled with key words.”  Finally, the “datadiary” has 
been represented in the form of images, in order to 
approach the accumulation of data “by means of the 
optical senses, to experience the whole of the data 
volume as a picture.”
The work “Diary” is made of 3 final pictures with 
25.000 data ( 125 columns of 200 lines). 

„Not only do we carry our work with us 
on our notebooks, we continuously wri-
te our private lives onto hard-disks – a 
potpourri of bits of memories, of useful, 
discovered and researched items are 
stored on our computer. It has become 
a digital diary, continuously and relia-
bly recording a part of our being. We 
consciously or unconsciously create an 
on-going documentary about ourselves, 
with the amount of data growing ever 
more confusing and incomprehensible, 
so that we can only access it in a frag-
mented and punctual manner“.
Philipp Schaerer
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 Fig.07_Marylin Diptych_Andy Wahrol_1962
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On internet everything is reduced and transformed 
into bite-sized data, which are meant to circulate on 
the web as a way of exchanging information inside 
the network society. Today “all new media objects are 
composed of digital code, so they are essentially nu-
merical representations”. (P.C.Pereira and J.Z.Harcha, 
2014). 
The vortex of circulation is fast. The digital images 
are “lodge in a circulatory system of permanent data 
transmission” (P.C.Pereira and J.Z.Harcha, 2014) , in 
which the time aspect assumes a significant relevan-
ce, because of the real – time updates. Today “nothing 
is in a fixed state: i.e., everything is anything else, 
whether because any object is capable of becoming 
another type of object or because an object already 
exists in flux between multiple instantiations.” (Vier-
kart, 2010).
In this context the image, in its digital form, acquires 
new features. In the book The Language of New 
Media Lev Manovich identifies five principles, which 
characterize the nature of digital objects, including the 
images: numerical representation, modularity, automa-
tion, variability and transcoding. The digital matter of 
the images is constituted by small units, the equi-
valents of atoms in chemistry: pixels. Pixels,“which 
can be independently modified and reused in other 
images” (Vierkart, 2010)., are the carrier of informa-
tions for the digital images.
All these aspects reveal the condition of changeability 
of the images on the web, which are no more in a 
state of fixity, but in a state of spatial and ontological 
mobility. They constantly propagate and flow through 
the network and can be manipulated and transformed.

COPIES
LOW QUALITY

AND SPEED
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 Fig.08_Low Quality Image_self made
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               Fig.09_High Quality Image_self made
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“They are stolen, cropped, edited, and reappropri-
ated. They are bought, sold, leased. Manipulated 
and adulated. Reviled and revered. To participate in 
the image means to take part in all of this […]. The 
condition of the images speaks not only of countless 
transfers and reformatting but also of the countless 
people who cared enough about them to convert them 
over an over again, to add subtitles, reedit, or upload 
them.”(Steyerl, 2009).

On account of this the digital images can be defined 
as “moving images”:

“If In the past, the archive or the museum were 
effective modes of preserving the life of an image, the 
survival of a digital image, by contrast, is due to its 
circulation and replication at the expense of its own 
substance” (Steyerl, 2009).

The quotation of the artist Hito Steyerl reveals that a 
sort of shift in the relationship between the observer 
and the image happened. If in the past, for example, 
a museum visitor used to move and walk around 
the exhibition to look at the pieces of art fixed on the 

walls, now the viewer of images is sitting in front of a 
screen scrolling down the pages of internet web sites, 
sharing and liking contents. The viewer is now the fix 
element and the image on the contrary is moving.
This fact also reveals a loss of materiality of the 
images. In the past in fact the images were bound to 
their carrier as for example paper, today the process 
of digitalisation has determinate the abstraction of the 
physical support and so to the complete detachment 
of the image from any kind of  bond. Images could be 
scaled, zoomed in and out, therefore also the dimensi-
on and size have become changeable and labile.
So the nature of the digital images is connected to 
their temporality, which determines their ephemeral 
condition bound to mobility in every way. In the digital 
world, especially in the one of social media, every 
image assumes the same level of importance, a kind 
of democratic equality without any particular hierarchy, 
but the one of the likes, comments and shares that 
make some contents more viral, and so more visible, 
than others. Therefore, in order to survive, the image 
should continue to circulate, to be posted and repos-
ted, trying no to disappear in the constantly updated 
flow of information.

Fig.10_Viewer moving _self made
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The speed of circulation of the images is related to the 
size of their matter, to the number of pixel that consti-
tute them: the resolution. The loss of pixel determines 
a loss of information, but at the same time, a speed 
increase in the circulating system. In the internet pan-
orama the second aspect, the velocity of movement, 
seems to have become more important than the first 
one, the quality.

As H. Steyerl states “the poor image is a copy in mo-
tion. Its quality is bad, its resolution substandard. As it 
accelerates, it deteriorates. It is a ghost of an image, 
a preview, a thumbnail, an errant idea, an itinerant 
image distributed for free, squeezed through slow 
digital connections, compressed, reproduced, ripped, 
remixed, as well as copied and pasted into other 
channels of distribution.”

Thus the digital images are based on “new values” 
like “velocity, intensity and spread” (Steyerl, 2009).
In a context like the one of the web, in which the visi-
bility is an essential aspect, also the copy, considered 
for years in the past as a despicable form of represen-
tation, participates actively in the process of spread 

and transmission of the images. Already Walter Ben-
jamin in The Work Of Art In The Age of Mechanical 
Reproduction (1936) questioned the meaning of the 
copy in the artistic field, in which the uniqueness of 
an art piece is a determinant guarantee for its value. 
“Objects made by humans could always be copied by 
humans” (Benjamin,1936), but the process of mecha-
nical reproduction started with the gradual emergence 
of photography, which produced, as Benjamin asser-
ted, the disappearing of the “Aura”, “the here and now 
of the work of art- its unique existence in a particular 
place” (Benjamin,1936).The internet age is the time, 
in which the mechanical reproduction developed into 
the digital reproduction and transmission of images, a 
transition that made the operation of recognition and 
distinction of the original from the copy even more 
difficult, as “image files leave no trail and it is often 
impossible to establish with certainty the provenance 
of a digital image” (Mitchell 1994). It should be also 
considered that the traceability of images on the inter-
net is difficult, precisely because the image files are 
placeless and can be manipulated. “Internet and the 
web are the realms of the falsehood” said the Italian 
philosopher and semiologist Umberto Eco. The copy, 

                Fig.11_Images moving_self made
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Fig.12_Korn_Philipp Schaerer_2013

discriminated in the past, thanks to the difficulty of 
monitoring the huge flux of images on the web, is now 
a common phenomenon, which carries messages 
and new possibilities in the creative, architectural and 
critical spheres. In the field of art Andy Warhol (Fig.07) 
is one of the first, that adopted the copy as an art 
piece itself with critical intention against the capitalist 
and consumption systems. The repetition of images 
became the distinctive characteristic of his work, brea-
king with the classic  concepts of values of originality, 
manual artistic abilities etc. In the digital world “even 
if an image or object is able to be tracked back to a 
source, the substance (substance in the sense of both 
its materiality and its importance) of the source object 
can no longer be regarded as inherently greater than 
any of its copies” (Vierkart, 2010).
The discussion about the copy is also related to 
two other common issues of the internet age: the 
authorship and the copyright. Especially the argu-
ments related to the first one demonstrate how  after 
“Barthes‘ proclamation of the “death of the author“„(-
Vierkart, 2010) and the “birth of the reader”, the web 
and in general “the culture Post-Internet are made up 
of reader-authors who by necessity must regard all 

cultural output as an idea or work in progress able to 
be taken up and continued by any of its viewers”(Vier-
kart, 2010).
Therefore the “digital revolution”, with the introduction 
of new media, generated a fast system of circulation 
of information, in which the moving images are mostly 
interchangeable copies made for circulation and not 
for the contemplation, because of the fast, democratic 
and flat nature of the web. What happened in the 
digital culture is “a change of paradigm in production, 
transmission, and distribution, from a top – down 
model that emphasizes a hierarchical transfer of 
information, to a down – down model based on active 
involvement in participatory communication” (Pereira 
and Harcha, 2014), based on images.
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Fig.12, Fig.13_Korn_Philipp Schaerer_2013
The intention behind the work “Korn” by Philipp Schae-
rer is to come closer to the topic of the nature of digital 
images, to their lack of connection with any kind of ma-
terial, to their lack of substance and to the possibility of 
manipulation. Even the size of the images has become 
arbitrary, as the zoom -mode offers a new way of se-
eing. “This allows us to delve effortlessly into the image 
matter and to look at random parts with a constant vie-
wing area and window size.”
“Stretch and freeze, that is my aim. I am seeking 
strength, firmness and materiality.”
The work is made up of three image sections measu-
ring  41 x 41 pixel of a clinker masonry wall.
“They are mounted on a surface of 1.2 x1.2 meter 
each. At times, this is a random endeavour, yet it is also 
an attempt to extract some materiality from the fleeting 
digital material. “
(http://www.philippschaerer.ch/e/w-korn-description.
html)

„Stretch and freeze, that is my aim. I am 
seeking strength, firmness and materia-
lity.“ 
Philipp Schaerer

             Fig.13_Korn_Philipp Schaerer_2013
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  Fig.14_B. Maus,F. Gmeiner, T. Posselt_2009
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FRAGMENTS 

After analysing the nature of the digital images, con-
sidering that  the digital communication  is dominated 
by them, it is legitimate to investigate how they affect 
the users of internet and of the social networks.
As already mentioned the internet system is grounded 
on a decentralized democratic network of data flux, 
without any hierarchical structure, in which everything 
is flowing in a linear sequence.
The images are mostly presented in a fragmentary 
way as individual. 
The risk behind this sort of communication is that 
it could lead to the affirmation of a specific kind of 
knowledge, that the linguistics expert Raffaele Simone 
identified, in relationship to the television and the new 
media, as simultaneous. It deals with the ability of 
concerning with many information simultaneously, but 
at the same time with the impossibility of defining a 
hierarchical order in what we see. (Galimberti,2000). 
Furthermore the images presented in a fragmentary 
way, in addition to all the features that characterize 
the internet and the social networks, could produce an 
overlapping and dispersion of information (Fig.15), as 
everything is perceived in unison and as contiguous.
The architectural images, mostly photographies, 
diagrams and renders are also presented as single 
fragments. This fact makes the comprehension of 
architectural projects difficult and the possibility of 
deception bigger. Normally a deep understanding of a 
project requires a comparison between plans, sections 
and visualisation. It is clear, that this kind of analysis  
becomes more difficult in the moment in which the 
images are quickly consumed and seen as individual. 
Even captions or descriptions are often missing. The 
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  Fig.15_Overlapping Images_self made collage

34



35



constant flux of information generates a situation of 
overabundance and consequently a superficial rea-
ding of the contents.

“Within our digital culture of scrolling or browsing, 
and in the context of an audience of hyperdistracted 
readers, architecture projects are forced to introduce 
themselves in quick succession and with an ever 
decreasing amount of information, becoming identified 
in many cases with a single image.”(Vassallo, 2016)

As Vassallo states the fragmentation of information 
could lead to the identification of architecture with a 
single image. Therefore also the process of design 
is aimed to the production of spectacular represen-
tations. The risk is that the architectural images are 
going to be identified as architecture itself. (cf. http://
www.jonathan-sun.com/the-image-of-architecture/)
So the built objects, which are already de-contextua-
lized from their environment, because represented as 
photographies or pictures, have become part of the 
fragmentary image – based system of the social net-
works. Among the effects that this process is causing 
the architect Philipp Schaerer identified that “since 
architecture as image is being distributed through the 
same publication channels as the consumer products 
circulating around the world becomes even more a 
context-less product.” (http://www.philippschaerer.
ch/e/w-cropped-descrition.html).
Given that the architectural image assumes the same 
characteristics of the consumption objects depic-
ted in the pictures, produced with advertisement or 
consumption purposes.  

 “The architectural image thus stealthily takes on the 
same image characteristics and object-related repre-
sentational views as the products staged in a picture 
and intended for consumption. It is rapidly becoming 
seamlessly integrated into the image canon of digitally 
processed representations of delocalized consumer 
goods and objects” (http://www.philippschaerer.
ch/e/w-cropped-descrition.html)

What have been considered until now are the negative 
aspects related to the kind of knowledge that the new 
media are producing. It should also be considered that 
the synchronous perception of multiple fragments is 
also responsible for the generation of a connotative 
kind of knowledge. The definition of “connotative” 
concerns the possibilities of connecting meanings 
to a specific word or, in this case, to an image: “the 
connotative meaning of a word includes the feelings 

and ideas that people may connect with that word”. 
(http://dictionary.cambridge.org/dictionary/english/
connotative). Connotation matches perfectly with the 
speed of the internet system, as it does not concern 
the accurate analyse of single elements, but princi-
pally the holistic and comprehensive understanding 
of a phenomenon (cf. http://ndlr.eu/city-metaphors/). 
It stimulates spontaneous and intuitive reactions. So 
it could lead to a far- reaching knowledge and to the 
discovery of new aspects.
Therefore the decontextualisation and fragmentation 
of the images on the web and their possible reading in 
the terms of connotation, work as a kind of “montage”, 
which could allow a critical knowledge of the images 
and the possibility of creating new relationship and 
analogies.
On account of this it is clear that the new media are 
shaping different circumstances that redefine the 
architectural discipline. The possibility of associating 
images opens new possibilities in their interpretation. 
Although the flatness and hierarchical lack, the over-
abundance of the fragmented data and the speed of 
circulation cause a kind of disorder. 
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Fig.16_Cropped Serie N.1_P.Schaerer
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Fig.17_Cropped Serie N.3_P.Schaerer_2016
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Fig.16, Fig.17_Cropped Serie_P.Schaerer_2016
“Cropped Serie” is the most recent work by Philipp 
Schaerer. It concerns the decontextualisation of 
architecture from the real environment and its gradual 
assimilation into the consumption system. According 
to Schaerer, this shift is due to the fact that architec-
ture is principally described in the form of images, 
which are today the dominant mode of transmission 
of information on social platforms. As the images of 
architecture are distributed in the same platform of the 
consumption products, they are associated to the idea 
and system of consumption too.
“Cropped Serie” consist of eleven collages , that 
derive partially from photographies. The subjects are 
always isolated photorealistic architectural objects. 
They are portrayed as completely detached from any 
context, floating in a black background and free from 
the relationship to any environmental reference. They 
are fragments disconnected from any specific place 
and so interchangeable as the images that circulate 
on the web. 
( cf.: http://www.philippschaerer.ch/e/w-cropped-de-
scrition.html)

„Unfettered by any context and dis-
connected from their initial environ-
ment, they negated location as the 
fundamental prerequisite for the ma-
king of architecture and thus become 
interchangeable objects not specific 
to any place, in a manner similar to the 
continuously circulating unbound and 
mobile goods and products of our mo-
dern times.“ 
Philipp Schaerer
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Fig.18_The Society of Spectacle_1967
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„HOMO
VIDENS“

The superficial reading of digital images is not only 
due to the speed of propagation of virtual data, and to 
the fragmentary nature of the images, but also to the 
way in which the digital contents are presented and 
consumed.The condition of overabundance in fact is 
related to problems of quantity, of order and of selecti-
on. Above all,it is  related to a problem of quality.
Already Guy Debord in 1967, as he published the 
book The Society Of Spectacle, described in a critical 
way the influences of the images, as communication 
and advertisement media on the social behaviour. He 
wrote about the Society of Spectacle that „everything 
that appears is good; whatever is good will appear”, 
which is an aspect related to the already mentioned 
question of quality.
He seemed to predict  some aspects, which are today 
relevant in the understanding of the relationship bet-
ween images, the web system and social networks, 
and the viewers/users. 

“The present stage, in which social life is comple-
tely taken over by the accumulated products of the 
economy, entails a generalized shift from having to 
appearing: all effective „having“ must now derive both 
its immediate prestige and its ultimate raison d‘etre 
from appearances. “ (Debord, 1967)

The critical statement by Debord underlines how the 
influence of media on the image-based culture increa-
sed the importance of the appearance and so, more 
in general, of the relevance of the images. According 
to T. Feuerstein nowadays the famous aphorism by 
René Descartes “cogito ergo sum” should be changed 
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 Fig.19_Evolution to „homo videns“_selfmade collage

in to the expression “video ergo sum”.
Combined to the velocity of the web system and the 
huge quantity of data uploaded every minute the 
visual communication on internet today carries posi-
tive and negative aspects. On one hand everything 
is within reach and images are easily accessible to 
everybody. The network system connects diverse 
archipelagos of users, creating autonomous entities 
and groups. The interaction and the communicati-
on between the users has been facilitated. These 
aspects also implicate innovations in the field of 
design and architecture :“first of all, it’s the medium 
that makes the spread of ideas that much easier. 
But more importantly, it strips design innovation of its 
hierarchy and democratizes the circle of opportunity. 
It allows us to connect with the object again for the 
sake of the object, not its status symbol, and connect 
with each other through the equal transfer of ideas 
and inspirations.” (http://www.archdaily.com/220449/
design-connects).
The distract users of the web are ceaselessly oversti-
mulated by the quick scroll down and the big amount 
of data, that they consume and produce.

“In the physical stress of super-stimulation of various 
kinds, the central nervous system acts to protect itself 
by a strategy of amputation or isolation of the offen-
ding organ, sense, or function.”
(McLuhan, 1964)

The process of amputation described by Marshall 
McLuhan, which refers to the reason of existing of 
media, also explains the lack of attention, which is 
affecting the users of the internet. The velocity and the 
super-stimulation make the assimilation of most of the 
information, seen on internet, impossible and the user 
becomes numb. The time required for an adequate 
understanding and analysing of all the contents would 
be immeasurable, as the viewer would have to stop 
at every image or content. The consequence of this 
phenomenon is the production of “non-information”, 
the manifestation of the common saying “too much 
information is no information”(N. Leach)
Obviously these conditions are affecting the consump-
tion of all kind of images including the images of 
architecture. Considering the fact that the  consu-
mer of digital images is not able to concentrate on 
the message of what they see and that the general 
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understanding of the contents is superficial and 
limited to the surface, the comprehension of architec-
tural images is mostly reduced to the facade of the 
building objects. Therefore this kind of images and 
the architectural object that they represent, are mostly 
interpreted as a mere matter of style, often related to 
the concepts of “brand” or “fashion”. In a society, in 
which the appearance has become that relevant, the 
aesthetic aspect becomes the most important. Thus 
in the internet and social networks are proliferating 
spectacular and hyper-real renders and architectural 
representations, whose main aims are to emerge and 
appear, as a form of advertisement, symptom of a 
gradual commodification of architecture. The definition 
of the new architectural tendencies seems to occur on 
the social networks and architecture online magazine, 
more than on the street or in the real environment (cf. 
Lootsma).
So the visual culture, starting with the emergence of 
the television and cinema, has become increasingly 
stronger. The digital images, which are made for 
consumption and not for  contemplation, are affecting 
the users of the social platforms. The consumer of 
images,the modern man and its learning mechanisms 

are changing. Umberto Eco in an article about the 
changes, that the television caused in the educational 
system ,asserted:

“L‘ homo sapiens, capace di decodificare segni ed 
elaborare concetti astratti è, come dice Raffaele 
Simone, sul punto di essere soppiantato dall‘ homo 
videns che non è portatore di un pensiero, ma fruitore 
di immagini, con conseguente „impoverimento del 
capire“” (Galimberti, 2000).

“The homo sapiens, which was able to decipher signs 
and to elaborate abstract concepts, as Raffaele Simo-
ne states, is about to be replaced by the homo videns, 
which is not the carrier of thoughts, but the consumer 
of images with the resulting “deprivation of the faculty 
of understanding””. (translation)
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Fig.20_Detourned Comic
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Fig.20_ Detourned comic
„I can no longer think what I want to think. My 
thoughts have been replaced by moving images“ is a 
famous quoted aphorism by the french author Geor-
ges Duhamel. It appears in the collection of essays 
called “Scènes de la vie future”  (1930), which was 
about the early film industry.The sentence was menti-
oned in “The Work of Art in The Age Of Its Mechanical 
Reproduction”(1936), by Walter Benjamin that made 
it famous. 
It has been then depicted in an “detourned comic” and 
published on different anti – capitalist blogs as “The 
Change Book” by Lukas Stella. The authorship of the 
comic is not clear. (cf. http://www.artandpopularcul-
ture.com/My_thoughts_have_been_replaced_by_mo-
ving_images_(detourned_comic)

„Benjamin quotes the author georges 
Duhamel (...). Indeed, comments Ben-
jamin, the train of association in the 
person wishes to contemplate one of 
these images is immediately interrupted 
by new images (..).“.
Andrew Benjamin
(„Walter Benjamnin and Art“, 2005, pg6) 
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Fig.21_The Atlas
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THE ATLAS
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Fig.22_Data Storage
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“The Internet has changed two basic aspects of 
storing: it increased the amount of information and 
consequently their selection and, at the same time, 
it forced everyone to store. We are affected by the 
images we record”.(Galofaro,2014)

The quotation of the Italian architect Luca Galofaro 
reveals how the problems of quantity and quality are 
bound to the one of selection. 
In fact as already mentioned, because of the high 
speed of circulation, overabundance of information 
and images, for the internet and social media users 
become quite impossible to grasp and remember 
everything. Furthermore the recover of informations is 
often complicated and requires time, as the inces-
sant flow of data generates constant updates and 
relocation of information and images. Therefore in 
order to save, organize and make the images easily 
accessible, the users have to make a selection and to 
save the data. The collection and storage of images 
concerns particularly creative people and architects. 
As Galofaro explains:  

“Reference and practice are fundamental in building 
one owns vision of the world, Ettore Sottsas affirmed 
that in order to draw architecture; other origins, infor-
mation and catalogues are necessary to obtain ideas 
and models”.(Galofaro, 2016)

The traditional archive, made of shelves, corridors, 
papers and boxes, started to disappear with the 
advents of computers. Today the archive, organized 
in folders, web-pages, links, tags etc. seems to be the 

BIG DATA 
STORAGE
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result of a displacement of the physical space into the 
virtual one. But the virtual space of our personal com-
puters, is also limited and subjected to the possibilities 
of its memory. Today there also exist the possibility to 
extend the memory of our computers online, thanks 
to online backups and cloud storages. Concerning the 
architectural sphere the principle sources of images 
and information, that could be collected and stored in 
the past were, books , catalogues and magazines.
Nowadays even these physical references have lost 
their materiality and have been shifted into the virtual 
space. Most of architectural images are published 
on famous online magazines as Archdaily, Dezeen,  
Divisare etc. and then shared on the social networks. 
These online magazines are the the big data storage 
of architectural contents and collect almost everything 
related to new projects or architectural trends. Every 
content is immediately accessible by researching it, 
or by writing words related to it, in the research bar 
of these platforms. But what it is important to notice 
is that these online platforms, by taking part into the 
democratic network of internet, lack of the editorial 
work of selection. In fact the users have become the 
responsible of the selection. Archdaily for example 
provides the possibility of creating a personal account 
inside of the platform and so to save the projects in a 
personal folder and to share the selected contents on 
their personal social media account.

“Still not signed up for My ArchDaily? Sign up now and 
start saving and organizing your favorite architecture 
projects and photos” is the slogan that exhort the 
registration on the magazine.

This is just an example of the decentralised structure 
of the new media, their democratic possibilities and 
the emergence of the figure of the “readers-authors”, 
which have eliminated the distinction between publis-
her/author and reader. 
In other words the users are free to re-use the 
contents published on the online magazine, to save 
them and share them. (cf. https://reutersinstitute.
politics.ox.ac.uk/sites/default/files/Journalism%20
in%20the%20Age%20of%20Social%20Media.pdf).  
So we can state that the creator of contents today, 
concerning big architectural images archives, is the 
user and no more the editor. Of course there is also 
the possibility to leave a comment and so to take 
somehow part in the article itself. Thanks to this, the 
possibility of exchanging informations  becomes ea-
sier, instantaneous and, most of all, it allows a larger 
range of interconnection. In fact not only architects 

and designers could take part to this open and public 
comments, but also scientists, bloggers, companies 
etc.. This aspect could clearly enrich the design field 
with new possibilities. 
Even if every article in the mentioned online platforms 
deal with single projects, showing different images 
representing them, such as plans, sections etc. as 
well as texts with description, there is little possibility 
to watch and compare different images at the same 
time. In fact the layout of these platforms provide the 
possibility to open and enlarge into a bigger size only 
one image at a time. So the possibility to understand 
projects in a deeper way becomes more difficult, as 
the immediate comparison between the documents 
(text, plans, visualisation etc.) is harder. Consequently 
the possibility of deception and the elimination of par-
ticular aspects, that could ruin the final visualisation, 
become easier. 
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Fig.23_Digital Archive
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Fig.24_Atlas Mnemosyne_ Aby Warburg
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As a matter of fact, that of the archive is a topic that 
has always affected architecture, as it is a way for 
collecting inspirations and to think through the images. 
The personal collections of selected inspirations 
affects also the aspect of production. As Galofa-
ro says “ storing images goes hand in hand with 
creating images, which are then slowly transformed 
into something else, or once compared to each other 
define working models linked to specific themes”. 
(http://www.3nta.com/constructing-models-monta-
ge-as-a-tool-for-making-architecture/)
Once a series of collected images are put into mea-
ningful association in one same place, they become 
the elements of an Atlas. 
The atlas encloses the possibility of creating visual 
narrations and so to stimulate new understandings of 
the topics. According to Didi – Huberman, philosopher 
and art historian, the juxtaposition and consequent 
association of images, even different between one 
another, always produces a different understanding of 
what we see. It implies a new openminded gaze (cf. 
Galimberti, Augè, Didi-Huberman, 2011). 
The knowledge that derives from this process leads 
to a different reading and understanding of reality. In 
fact in the moment in which an image is moved from 
its original context, displaced and related to other 
images, it assumes new meanings and can conse-
quently be interpreted in a different way. It is an act of 
spatial and temporal de-contextualisation of images, 
followed by a re -assembling : a montage. 
La Boîte-en-valise (Fig25, Fig.26) for example is an 
artwork by Marchel Duchamp, that deals with the 
de-contextualisation of art from its original place, the 

JUXTAPOSITION
AND ASSOCIATION
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 Fig.25_Boite en Valise1_selfmade collage

museum, and also with the topic of the copies. The 
artwork consists in a portable suitcase containing the 
replication of the works of the artist and one original. 
The box can be unfolded, carried, moved, open or 
closed and inserted in different contexts. 
So the juxtaposition and association of the images 
works as visual and narrative strategies, a montage 
able to produce a different cognitive process and also 
critical new interpretations of the images.
According to this considerations, the first field in which 
the association of images has been used as research 
tool is the one of the art history.
Heinrich Wölfflin, one of the most influential art his-
torian of the 20th century applied for the first time a 
comparative method between images, using a double 
projector.
One of the most famous examples of atlas is the 
Atlas Mnemosyne by Aby Warburg (Fig.24), the art 
historian. The Atlas Mnemosyne, also called Bilderat-
las (Atlas of images), consist in a collection of about 
1000 photos, arranged in a series of 79 panels. The 
pictures are reproductions of different art works, old 
books, illustrated volumes and other testaments of the 
western culture, mostly dealing with the Renaissance 

and the ancient archeology  (Egyptian, Greek and 
Romans). (cf. http://www.engramma.it/eOS2/atlante/
index.php?id_articolo=1177).The aim of the author 
was the creation of a visual reconstruction of the 
persistent elements, ancient forms and myths in the 
different historical and artistic ages. 
The most interesting thing is that the work of War-
burg is to understand as montage of images, which 
disposition follows arbitrary parameters. Thanks to 
their evocative power the images are visual tools able 
to capture and transmit memory (the personal one 
as though as the collective one), therefore, not by 
chance, the title of Warburg‘s work includes the word 
“mnemosyne” (memory). 
To re-arrange the pictures and mix them, with other 
images related to different temporal and spacial 
origins is an operation of  decontextualisation. Of 
course the Atlas is meant to be a work that requires a 
long time for its contemplation and analyse, so, from 
this point of view, it is hardly adaptable to the speed 
at which the new media travel. The common aspect, 
between the new media and the collection of Warburg, 
lies in the connotative kind of knowledge that derives 
from the observation of the images, to the open fields 
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of interpretation, briefly : “zum Bild das Wort” ( „the 
images are talking by their own“, translation) (cf. http://
www.engramma.it/eOS2/atlante/index.php?id_artico-
lo=1177).
In the field of architecture one of the most interesting 
examples of juxtaposition of images is given by Le 
Corbusier. In the book Verse une architecture (1923) 
(Fig.27) the images are independent elements and not 
subordinated to the text. He explained that his “book 
derives its eloquence from the new means; its magni-
ficent illustrations hold next to the text a parallel dis-
course, and one of great power” (Le Corbusier, 1931). 
In Verse une architecture the images of architecture 
are disposed near to images of car advertisement, not 
regarding any kind of thematic distinction. Le Corbu-
sier personally post- produced the images of the book, 
by correcting the framing, eliminating the context on 
the background etc. The juxtaposition of the images is 
the encounter of the fragments, taken from everyday 
life, architecture, advertisement and the memories 
of its author (cf.Colomina, 1996). Beatriz Colomina 
described the work of Le Corbusier by writing “ Mass 
media make everything contiguous and equivalent. Le 
Corbusier does not pretend to maintain a hierarchical 

division of the material by genre or type. Instead, he 
presents the collision of fragments corresponding 
to the experience of culture in the media. Thus his 
work becomes a critical comment on the conditions of 
culture in our time“. (Colomina,1996).
Also Colin Rowe concerning his essay published in 
the book The Mathematics of the Ideal Villa and Other 
Essays (1976) used the method of juxtaposition bet-
ween not only the photographies, but also the plans of 
the villas of Le Corbusier and Palladio (Fig.28).
In the same year Oswald Mathias Ungers published 
the atlas Morphologie: City Metaphors (Fig.29) , a 
collection of more than 100 various city maps, all 
juxtaposed to different sorts of photographies and 
pictures taken from the fields of nature, science etc. 
The book is made of only images, to which the author 
gave short titles. As he stated :“Without a comprehen-
sive vision reality will appear as a mass of unrelated 
phenomenon and meaningless facts, in other words, 
totally chaotic. In such a world it would be like living in 
a vacuum; everything would be of equal importance; 
nothing could attract our attention; and there would be 
no possibility to utilize the mind.”(https://books.google.
at/books/about/City_metaphors.html?id=R7gRKQEA-

 Fig.26_Boite en Valise2_selfmade collage
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Fig.27_Vers une Architecture_L.Corbusier
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Fig.28_“The Mathematics of the Ideal Villa and Other Essays”_Colin Rowe

CAAJ&redir_esc=y)
A more contemporary example is the book called Flo-
ating Images: Eduardo Souto De Moura‘s Wall Atlas 
(2012) by André Tavares and Pedro Bandeira. It deals 
as collection and the explanation of the images that 
cover the studio of the winner of thePritzker Prise in 
2011. The architect established a sort of dialogue with 
these images, which are inspirations and reflections 
for his projects.
So the association of the images and the knowledge 
that derives from it have always affected of architec-
ture. As Galofaro explains we can define this process 
as a “working model”.

“The model is an intellectual structure setting targets 
for our creative activities, just like the design of 
model-buildings, model cities, model-communities, 
and other model conditions supposedly are setting 
directions fur subsequent actions.” (Galofaro, 2016)  
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Fig.29_“City Metaphors”_M. Ungers
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Fig.30_Composite2_Captions_P. Schaerer_2015

Fig.31_“Composite4_Captions_P.Schaere_2015
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Fig.30, Fig.31, Fig.32_Captions_P. Schaerer_2015
The ongoing digitalization of our environment creates 
an increasing amount of single blocks of information. 
In their electronic forms, and using computer based 
processing technologies, these blocks can be freely 
arranged and placed in new relations to one another. 
The pictorial work is based on photographs of frontal 
views from the image collection of the Canadian Cen-
ter of Architecture CCA. Potentially interesting image 
fragments and components were recorded, detached 
from their existing image context and, using image 
montage, seamlessly rearranged into new, imaginary 
constructed images. 
The digital processing culture places new demands on 
the existing photographic materials. The focus shifts 
from the outer gestalt of the one complete picture to 
the interior; it dissects the image into its components, 
thus identifying picture fragments for possible future 
use.

„What will be the consequences of this 
fact for contemporary image archives 
and how will the question of copyright 
regarding the image fragments taken 
from pictures be dealt with? “ 
Philipp Schaerer
(http://www.philippschaerer.ch/e/w-captions-descrip-
tion.html)

Fig.32_Composite1_Captions_P.Schaerer_2015
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Fig.33_Curated Archives
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„CURATED 
ARCHIVES“

If the big data storages are, on one side the extreme 
examples of countless collection of architectural data 
and images, without any specific kind of curatorial and 
critical selection behind, on the other side an opposite 
tendency is emerging. It is the one of the curated ar-
chives. The definition was given by Davide Tommaso 
Ferrando and Daniel Tudor Munteanu, the curators 
of the Unfolding Pavillion in the Venice Biennale of 
2016 (cf. http://unfoldingpavilion.com). The curated 
archives are digital atlases, in which the contents are 
exclusively images, without text description or long 
captions. The content, before being published, is 
carefully selected and most of it comes from books or 
magazines and only a small part derives from other 
internet pages. They look as collections of fragmen-
tary inspiration of their curators, “lists of references 
published according to meticulously defined protocols” 
(cf. http://unfoldingpavilion.com/post/144040350040/
curated-archives).
Behind these atlases, mostly supported by the plat-
form Tumblr and successively also by Facebook and 
Instagram, there is a young generation of architects, 
mostly about 30 years old. 
These archives are born from the necessity of creating 
an alternative way of communicating and publishing 
architecture on the new media. In fact all the editorial 
work selection of content is made by individuals, who 
usually don‘t publish personal works, using these web 
sites as a tool for advertisement, but mostly old or for-
gotten projects. These atlases look more like personal 
collections rather than magazines and are becoming a 
new interesting trend of architectural communication. 
(cf. http://www.zeroundicipiu.it/tag/beyond-blogging/)
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Fig.34_Atlas Mnemosyne and Archive of Affinities_self made collage
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The emergence of the curated archives is not only 
due to the general will of sharing personal analyses 
and investigations but also to the insatisfaction with 
the material published on the most common architec-
ture paper / online magazines and platforms. As the 
authors clearly assert:

M.Fabrizi and F.Lucarelli (SOCKS) say: “we started 
to publish in order to let us critically organize the 
extensive amount of images and information around 
us and because we felt something was missing both 
in online and on paper publications we used to read.” 
(http://www.zeroundicipiu.it/2015/04/08/beyond-blog-
ging-socks/)

OfHouses :” What is the reason that makes you 
publish?
At first it was simply a reaction to the diarrhea of ‘inte-
resting’, albeit uncaptioned and unrelated images that 
flood all the social networks.” And” The vast majority 
of glossy magazines simply replicate on paper what 
Archdaily does on the web, only with more annoying 
advertising. They serve their sponsors and could not 
care less about the readers.” (http://www.zeroundici-
piu.it/2015/02/02/beyond-blogging-ofhouses/)

Archive of Affinities : “I think that many of the current 
magazines all have the same commodified cont-
ent with a lack of direction and purpose, other than 
showing off the latest and greatest of shiny banality 
and glossy mediocrity.”(http://www.zeroundicipiu.
it/2014/05/12/beyond-blogging-archive-of-affinities/)

A List Of Analogies: “I am a contributor of San Rocco, 
which is a paper magazine, and I founded Asinello 
Press (with baukuh and Space Caviar): an open 
publishing platform that relies on manual processes 
and obsolete technologies to produce experimental, 
low-budget, short print-run publications with artists 
and architects. Today the major magazines (Domus, 
for example) seem to me like gorgeous cetaceans 
finished in shallow water, and this makes me suffer. In 
magazines, architectural criticism has faded into the 
background in favour of a kind of obsession for news, 
but today paper is both too slow for the news and 
too heavy for the images (an issue of Domus weighs 
more than my laptop).” (http://www.zeroundicipiu.
it/2015/01/16/beyond-blogging-a-list-of-analogies/)

These comments reveal the critical intensions that 
led some authors of the curated-archives to open 
their own social accounts and publish architectural 

contents, but they also underline the importance of the 
aspect of archiving today on the web. In fact, as the 
statements of the editors pointed out, the overabun-
dance of information, the high speed of circulation and 
the fragmentary nature of the images are causing con-
fusion. At the end, as the previous chapters explain, 
the spread of information or knowledge is dispersive 
and not really efficient.
Because of these aspects, the necessity of saving, 
but mostly of re-elaborating the contents of the web, 
seems to be necessary, in order to better understand 
them. As SOCKS STUDIO said : “we discovered that 
publishing helped us to trace paths among faraway 
researches and find new meanings behind images 
and projects.” (http://www.zeroundicipiu.it/2015/04/08/
beyond-blogging-socks/)
So not only the editorial works of the authors of the 
curated archives, by selecting old and forgotten mate-
rials mostly found in old publications, are contrasting 
the common most published projects, but also the way 
in which the images are presented could be conside-
red as a reaction to the dispersion of information on 
the new media. 
We can actually distinguish between two main edi-
torial strategies in the works of the curated archives. 
On one hand some of them present contents, that 
concern and concentrate only on one topic. Fuck 
Yeah Brutalism and OfHouses publish for example 
images, which are only related with one investigation 
subject: the research of the first one concentrates on 
brutalist buildings, the second one publishes images 
of forgotten houses. These strategy, that consists in 
focusing on one single aspect, can be understood as 
an attempt to put order inside the non-related frag-
ments of the internet and to examine in a deeper way 
the researched matter. So the audience can easily 
concentrate on the selected aspect and eventually 
spot analogies and differences between the images. 
On the other hand the second tendency consists 
in the creations of narrative sequences, in a similar 
way of the Atlas Mnemosyne (Fig34). The published 
images often present analogies.
They encourage the association of contents and 
consequently a connotative cognitive process with its 
wide range of possibilities. 
It is also important to notice that a sort of network 
between the curators of this archives is born, as they 
“follow” and inspire one another (Fig.36). There they 
are establishing an alternative an parallel neteork of 
architectural communication.
Also interesting is that the curated archives are 
supported by different social media. These fact allows 
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Fig.35_Fuck Yeah Brutalism_
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the authors behind the curated archives to reach a 
wider range of audience, not exclusively related to 
the field of architecture. All publications follow a clear 
editorial order, in which the aspect and the quantity of 
information given, is always the same. This creates a 
certain continuity and order in the publications. The 
images are always the most important references to 
the projects, while the descriptions are very short.
Jeff Kaplon, the editor of Subtilitas, publishes for 
example his research work on three platforms and 
in three different ways, according to the characteri-
stics of the media. In Tumblr, the principle platform 
that he uses, every project is described by several 
images (mostly photos, but also drawings) showing 
the exterior and the interior of the buildings. The 
images are accompanied by short captions. Secondly 
he uses Facebook to promote his Tumblr page. In 
fact his Facebook posts are re-publications of the 
updates of Tumblr. The projects published on Tumblr 
and Facebook are the same, but, while the projects 
on the first platforms are clearly described by different 
images, in the second one, a single image with short 
description (name of the architect, location and date) 
is sufficient as promotion of the Tumblr page. The 
Instagram profile seems to be more autonomous and 
not strictly related with the editorial sequence in which 
the projects are published on Tumblr.
A similar use of Tumblr and Facebook is made by the 
editor of OfHouses. The captions of the images are 
enriched by the numbering of every project. 
The work of Archive Of Affinities is published only 
on Tumblr. The Instagram profile looks more like the 
personal account of its editor and so it is not strictly 
related to his research work. 
Recently the editorial work of the authors of the 
curated-archives and its meaning in the contemporary 
architecture digital context captured the attention of 
other curators. 
In 2016 during the 15th edition of the Architecture 
Biennale in Venice, some works produced by some 
authors of architecture related curated  archives were 
exposed in the interior rooms of Casa alle Zattere. 
The exhibition presented in this particular location was 
called Unfolding Pavilion.
Casa alle Zattere is a bourgeois condominium “the 
only modern project built from scratch along a major 
Venetian canal “ (http://unfoldingpavilion.com/location) 
designed by Ignazio Gardella.
The selected location for exhibiting the works, 
because of its double nature, perfectly fits with the 
characteristics of the curated archives, because of 
its double nature. The building in fact  is one of the 

first examples in Italy of post-war Modernism. At the 
same time it is perfectly integrated with the ancient 
surrounding architecture and presents some traditio-
nal characteristics.
The same aspects can be found in the curated archi-
ve. They also present a double nature: nostalgic and 
traditional on one hand, provided by digital modern 
platforms and perfectly integrated in the commu-
nication through images on the other. At the end 
the curated archives can be considered as form of 
reaction to the common tendency of commodification 
of architecture.
The following examples describe specifically four of 
the mentioned archives. Two principally work ing in 
the terms of the connotative knowledge (Archive of 
Affinities and A List Of Analogies) and the other two, 
which concentrate on one single topic (Fuck Yeah 
Brutalism and Of Houses).

Fig.36
The diagram shows the network and the interconnec-
tions between the pages of some interesting examples 
of curated archives. The arrows indicate who follow who.
Below the name of the archive is specified which plat-
forms or social networks support the archives and how 
many followers they have. 
SOCKS, which has been mentioned in these chapter, 
can‘t be properly considered as a curated archive. 
It is in fact an independent webpage, an onilne „maga-
zine“, edited by M. Fabrizi and F. Lucarelli.
Though it works like a visual Atlas and takes ins-
piration from the other curated archives. (cf. http://
socks-studio.com/introducing-socks/  and   http://www.
zeroundicipiu.it/2015/04/08/beyond-blogging-socks/   
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SUBTILITAS

FUCK
YEAH

BRUTALISM

Tumblr

Facebook (10.747 followers)

Instagram (7.732 followers)

ARCHIVE OF 
AFFINITIES

A LIST OF
ANALOGIES

SOCKS 
STUDIO

OFHOUSES

 
socksstudio.com

Facebook (33.761 followers)

Instagram (119 followers)

Tumblr

 
Tumblr

Instagram (17.100 followers)

 
Tumblr

 
Tumblr

Facebook (18.663 followers)

Fig.36_The Network of Curated Archives_self made diagram

69



„The goal of Archive of Affinities is to 
be inclusive of architectural work from 
the past that are useless and have 
been neglected with an aim to widen 
the discourse about architecture. As 
architects, we need to confront the 
useless projects that have piled up in 
our disciplinary closet. We need to take 
these disciplinary skeletons out of the 
closet and reorganize them with a fresh 
outlook. „ 
Andrew Kovacs

Fig.37_Archive of Affinities
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Fig.37_Archive of Affinities
“Archive of Affinities” was created in 2010 by the 30 
years old Andrew Kovacs, an architecture graduate at 
Princeton University. The curated archive was started 
between curiosity and the intension of investiga-
ting what constitutes the discipline of architecture: 
“Architects seem to always talk about the discipline 
of architecture but it seems rather difficult to point to 
where the discipline of architecture exists “(A. Ko-
vacs). Furthermore it was also a response to the fact, 
that beyond the most recent and famous architectural 
projects, some works, about which Kovacs was inte-
rested in, were impossible to find on the web. Besides 
this, many project sold on internet as “new” have 
been identified by the author as “bad copies” of older 
already existing projects.
Most of the collected projects “exist on the sidelines 
of the discipline of architecture”. This fact reveals the 
ambition to expand and shift the boundaries of the 
architectural discipline, through the collapse “bet-
ween the centre and the periphery of the discipline of 
architecture”. 
The principal sources are books, magazines and jour-
nals, exhibition catalogues and pamphlets.

Until today A. Kovacs posted around 3,000 images. 
One of the most interesting thing to notice about 
“Archive of Affinities” is the editorial work, the way 
in which the images are published on the platform. 
The images are aggregated following a criterion of 
“loose affiliation, formal alliances, fortuitous pairings, 
strange marriages and odd similarities”(A.Kovacs). 
It is a work of juxtaposition emphasized by the word 
“affinities”, that appears in the title. The connotation is 
the reading key of the works, it is the way to find out  
something new.
“For me, the speed allows for a much more nimble 
and malleable form of display, one which ultimately 
provokes new readings and alternative portrayals of 
overlooked works of architecture.”
(Source : http://www.zeroundicipiu.it/2014/05/12/
beyond-blogging-archive-of-affinities/) 
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“The blog simply contains a collection 
of examples, a tentative list of collec-
tive architectural themes, useful for 
everybody and ready to be copied. The 
number of analogies for each post is 
not fixed: sometimes they are two, while 
other times they are three or more. The 
real surprise is that the chain of analo-
gies seems to self-feed itself.”
Valter Scelsi 

Fig.38_A List Of Analogies 
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Fig.38_A List Of Analogies
“A List of Analogies” is curated by Valter Scelsi, an 
architect and researcher, teaching at the University 
of Genova. His work, born in 2014, principally consist 
in the creation of analogies by putting images in 
relationship. The content is various: some images are 
modern, some other are images of older projects. This 
is due to the fact that the archive, is the reproduction 
of the analog system, which is in the head of its au-
thor: “when I see an image another one springs to my 
mind” (V.Scelsi). The work behind “A List of Analogies” 
is considered by Scelsi a learning instrument and he 
spends around one hour per day on it. Despite of this 
fact his work is released from any particular or serious 
intentions, it seems like “the chain of analogies 
seems to self-feed itself” (cf. http://www.zeroundicipiu.
it/2015/01/16/beyond-blogging-a-list-of-analogies/)
Again the juxtaposition of images allows to the obser-
ver to discover new meaning and analogies between 
the images. 
Also interesting is the “playful” layout selected for the 
archive. It does not consist in small images putted in 
sequence, but in big images, 

which occupy the entire screen. In order to 
see the analogy and to juxtapose the images, 
the viewer should scroll down the pictures. 
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“I consider my blogging to be a kind of 
history-making. It is a part of my pro-
fessional activity and dovetails with my 
scholarly work.”
Michael Abrahamson  

Fig.39_Fuck Yeah Brutalism
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Fig.39_Fuck Yeah Brutalism 
“Fuck Yeah Brutalism” is a curated archive by Michael 
Abrahamson (about 30 years old), graduated in archi-
tecture and currently doctoral student in architecture 
history and theory, that deals specifically with the only 
topic of Brutalism. Almost all images are selected and 
scanned from books, journals and magazines from the 
60s. Abrahamson dedicates to this operation about six 
hours per week. The editorial work, which compre-
hend until now about 1250 pictures, wants to help the 
comprehension of the Brutalism movement, through a 
collection of images.
The curator understands his work as a “public ser-
vice”, as “an activity that can recover old and catalyse 
new publics for architecture” (M. Abrahamson). 
(Source : http://www.zeroundicipiu.it/2014/03/25/
beyond-blogging-fuck-yeah-brutalism/)
The interesting aspect about “Fuck Yeah Brutalism” is 
that it only deals with one topic. This choice could be 
interpret as a (voluntary or involuntary) response to 
the lack of attention of the users of internet. In fact to 
report only about Brutalism, using the form of a visual 
narration, is a way to focus on a single aspect related 
to architecture, which could allow a higher level of 

concentration and lesser dispersion of information. 
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“Consistency is extremely important 
for me. All the images have the same 
size, either in portrait or landscape 
format. Instead of adapting to a particu-
lar screen size, I had chosen the paper 
size aspect ratio of 1:√2. More than that, 
every image is retouched in Photoshop, 
adjusted to our particular format and ca-
librated for the contrast and the focus. 
All the captions are in the same consis-
tent format: architect /// project name 
/// location /// year, with full credits for 
every photo.”
Daniel Tudor Munteanu
 

Fig.40_Of Houses
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Fig.40_Of Houses
“OfHouses” is a daily updated collection of old forgot-
ten houses, born in 2014 and curated by Daniel Tudor 
Munteanu. The archive collects selected images that 
come from paper magazines and books. As Munteanu 
does not reblog, every content is carefully selected 
and “original” inside the web context. The consultation 
of the digital sources is just the first step of the rese-
arch, a sort of inspiration. 
“OfHouses is born as a “reaction to the diarrhoea of 
‘interesting’, albeit uncaptioned and unrelated images 
that flood all the social networks” (D. T. Munteanu).
At the beginning the author used to publish unrela-
ted project, selected following the preference of the 
curator, but today the editorial work consists in the 
selection of 7 house under a determinate topic.
Not only the content is carefully selected, but also the 
aesthetic aspect. All images have the same format 
(“paper size aspect ratio of 1:√2”), instead of being 
simply adapted to the screen. 
“More than that, every image is retouched in Pho-
toshop, adjusted to our particular format and calibra-
ted for the contrast and the focus. All the captions are 
in the same consistent format: architect /// project 

name /// location /// year, with full credits for every 
photo.
I also create posters for special selections and prepa-
re funny celebration images for important occasions, 
such as reaching another milestone”( D. T. Muntea-
nu).
Another important aspect, despite of the fact that also 
OfHouses deals with an only specific topic, is that it 
has become a kind of network, as Munteanu invited 
some guest curators. “Up to this day, there have been 
12 guest curators from 3 continents. I’m very happy 
with this format because, along with my audience, I 
also discover and learn a lot” (D.T: Munteanu) 
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Fig.41_ Architecture and Disjunction_B. Tschumi_1994

THIS IS
NOT 

A BUILDING
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NOT 

A BUILDING

79



Fig.42_ „Mall The World“ , Dubai
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THE POWER
OF IMAGES

A second form of reaction to the commodification of 
architectural images on the new media is not related 
to its archive but to the image itself.
The commodification of the images is due to the fact 
that the images are prevalently consumed: they can 
be reused, cropped, scaled, etc. So in the moment 
in which the images of architecture are assimilated 
in this consumption system, they became part of it. 
Consequently the architectural image assumes the 
same characteristics as product staged in an image 
and prepared for consumption. The same aspect 
could influence not only the architectural images but 
also the design process.

“Words and drawings can only produce paper space, 
not the experience of real space. By definition, 
paper space is imaginary: it is an image”(Tschu-
mi,1976-1977).

The famous aphorism by Tschumi underlines the fact 
that the images of architecture are just representation 
of it and not the built object itself (Fig.43, Fig. 44), 
even if the common tendency on the new media is the 
one of identifying architecture with its image. In order 
to understand in what this second form of “response” 
consists in, it is necessary to analyse how the most 
common images uploaded on the internet (mostly 
photographies and render) communicate.

“The image is in a certain manner the limit of the 
meaning. How does meaning get into the image?” 
(Barthes, 1964).
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 Fig.43_Ceci n‘est pas un pipe_R.Magritte_1928-29

„Let us reconsider the drawing of a pipe 
that bears so strong a resemblance to a 
real pipe; the written text that bears so 
strong a resemblance to the drawing of 
a written text. In fact, whether conflic-
ting or just juxtaposed, these elements 
annul the intrinsic resem blance they 
seem to bear within themselves, and 
grad ually sketch an open network of 
similitudes.“
Michel Foucault
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 Fig.44_“This is not a building“_self made

Fig.43, Fig.44
“The painting “Ceci n‘est pas une pipe” (fig.42) is part 
of a series of the surrealist paintings “The Treachery 
of Images” by the artist René Magritte, realized 
between 1928-1929. The image can be interpreted in 
different ways.The artist wants to criticise the object 
and its representation. The painting consists in the 
simple figure of a brown wooden pipe associated with 
a text below. The text “ceci n‘est pas une pipe” (This is 
not a Pipe) negates the drawn object. Apparently this 
seems to be a contradiction, as the depicted object 
is clearly a pipe, but the painting was produced as 
provocative reflection about the illusion and percep-
tion of  the images as real. What the author states is 
that at the end his painting is only a representation, 
an idea of the object. According to Magritte images 
betray us. (cf. ??). It is not possible to touch or smell 
the object, because this is not real. It is the brain that 
interprets the object as real. “las imágenes están 
incompletas, pero sin embargo a veces nos engañan, 
nos traicionan“ (Magritte, 1929) (Translation: “The 
images are incomplete, but sometimes they deceive 
us, they betray us”)
In the same way the representation of a building, “is 

not a building”, it is only a representation, a photo-
graphy of a building (fig.43).  It is  also possible to 
interpret the image differently. In fact it is true that the 
photographed building is real, it is tangible in the real 
world, but not in the photography. So it is possible to 
say that the image of the building is a fragment of the 
reality, it is a part, a form to see a partial reality. As 
Didi-Huberman said  “The images are nothing more 
that ripped fragments remains”, and for this reason 
it is important “to know to look images, and learning 
to look them”. (cf.Didi-Huberman, 2008) The images 
don’t speak the truth, according to the interpretation 
of Debord, they are able to hide reality. (cf Fisgativa, 
2013).
The contradiction between the image and the 
associated text produces surprise in the obser-
ver, which starts to reflect and is absorbed by the 
image. Foucault analysed in his book “This is not 
a pipe” the ambiguities  and the different interpre-
tations of the Magritte‘s painting and the relations-
hip between the image and the words. According 
to Foucault, Magritte has questioned one of the 
principles of paintings: “The equivalence between 
the object and the affirmation of his representation.“ 
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Fig.45_Acropolis_Photo

“What we have is a new space-time category: spatial 
immediacy and temporal anteriority, the photograph 
being an illogical conjunction between the here-now 
and the there-then.” (Barthes, 1977).

What Roland Barthes is talking about, is a different 
perception of reality.  As he said, we perceive the 
image not as a representation, but as real, as “ha-
ving-been-there”, we interpret it as a testimony of the 
real world. So even if photography is the most realistic 
form of representation, because of its limitations it still 
has the power of creating deceptions and illusions, in 
the way defined by Baudrillard.
According to this we can identify in the render the 
same characteristics of photography. Even if the 
render is not an image taken with a camera, but 
created with the computer, it presents the same power 
of photography: the capacity to depict an object, or 
a space as real, and not as fiction. Also in this case 
the perception of the image is the one, as if we “have 
been there”. But the illusion created by the render is 
bigger than the one created by photography. In fact 
the render represents objects that do not exist yet 
or maybe will never exist. In the field of architecture 

According to the classification made by the semiolo-
gist Barthes there are different kind of messages that 
images can communicate: the linguistic, the iconic or 
the symbolic message.
The linguistic message, communicates “accurate” 
information about the depicted object. This is for 
example the case of photography (Fig. 45, Fig 48), as 
“only the photography is able to transmit the (literal) 
information”(Barthes,1977). A photo in fact contains all 
the details required to understand the scene.
But, even if photography is a realistic way of repre-
sentation, its main limit consists in framing. To frame 
means to show a part of reality, the part that the pho-
tographer decides to manifest. Photography can also 
be manipulated whit light effects, or framing distance 
(zoom in, zoom out), which are again examples of its 
limitations. On the Internet we can even extend the 
manipulation to copy, paste, transforming, interpola-
te, filter, composite, etc, as the characteristics of the 
digital images and the availability of digital tools allow 
this. But what it is common in all photographies is the 
temporal aspect:
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 Fig.46_Acropolis_Drawing_Le Corbusier_1911

The symbolic message is the one without code. Under 
this category we understand the technique/medium of 
collage, which is an important topic of investigation for 
this book. In the collage can be associated heteroge-
neous points of view. The collages can be considered 
a form of montage. The origin of the word “collage” 
comes from french, precisely from the verb “coller” 
(Magagnini,2013), which means “to glue” or “paste” 
something and has a double meaning as it refers to 
two different aspects: as method and as technique. 
Concerning the second aspect, the technique consists 
in the creation of something new, a new work made 
on a single surface through the assemblage of diffe-
rent materials.
Some author as Didi-Huberman investigated its po-
tential as “metalanguage” and a „form of knowledge” 
(Huapaya, 2016). The particularity of the collage is 
its capacity to establish the “dialog between memo-
ry, time and space” and “the power to seeing times” 
(Didi-Huberman, 1997)
When we are aware of the break between past and 
present, we can take distance from the image, or as 
Brecht said: “the distancing leads the spectator to a 
critical attitude”.

they are used as “trailers” of future buildings and are 
some of the most efficient and immediate graphical 
instruments to communicate with clients. But they can 
also be used as a form of deception.

“The more technology develops the diffusion of infor-
mation (and notably of images), the more it provides 
the means of masking the constructed meaning under 
the appearance of a given meaning” (Barthes, 1977).

The render represent the future building in a perfect 
way, also hiding the aspects that could alter the beau-
ty of the image. 
The iconic message is based on the rules that the 
viewer has learnt. Barthes describes under this cate-
gory the drawing, which uses for example the code of 
“perspective”. The drawing doesn’t necessary repro-
duce all details, but just the most important ones, the 
information necessary to recognize the subject of the 
representation. In this sense, the information depicted 
is arbitrary and subordinate to the messages that the 
author wants to transmit. According to Mitchell the 
drawing has also the capacity to attract the viewer, to 
absorb him in a form to paralysis. (cf. Mitchell, 1996)
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Fig.47_Render_Centro Heydar Aliyev_2013

In this sense, the collage is not perceived as a form 
of illusion, but should be considered as a creative tool 
and a way to find new approaches behind the images.
Therefore images have not to be considered as 
innocent, but as powerful communicators. They can 
express political, ideological, or advertising intentions.

There are different ways to interpret an image. Ac-
cording to Baudrillard the images (pictures, renders 
and drawings) are illusion, the illusion of being there, 
in front of the represented object, as if it were real. 
Following Baudrillard’s theory, a rejection of the image 
is generated because it is considered false.
In the same sense Debord makes a critique to the 
image as a form of entertainment that deceives and 
manipulates the society. “The spectacle is capital 
accumulated to the point where it becomes image” 
(Debord, 1956). However, Debord can see the poten-
tial that the images can have. Debord uses and calls 
for the use of the image as an instrument of reaction 
within the reach of the whole society, even as a politi-
cal weapon (Debord, 1956).
This is the way that we are interested in the image. 
Not so much their consideration of falseness or true, 

but the capacity of knowledge, reflection, critique 
and reaction that the images can reach. Against the 
rejection of photographs, render or drawings, which 
we see as “absolute truths” (Didi-Huberman, 2007), 
in collages there is a certain “distrust” that lead us to 
question the contents.
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 Fig.48_ Photo_Centro Heydar Aliyev_2013
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Fig.49_A Picture is worth more than a thousend words_B.Kruger
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Fig.49_A Picture Is More Worth Than Thousend 
Words_B.Kruger
Barbara Kruger is an american photographer and 
artist. 
Her work deals with topics like feminsmn, consume-
risme, classicity, individual autonomy and in general 
sociological topics. Her work concerns principally 
the producition of images with texts, using the tool of 
collage. The style of the artworks is immediately reco-
gnisable and its language strong and provocative.
She layers found black and white photographies with 
white aggressive and critical textes on a slash of red 
background.
The introduction of the text on the image  attributes to 
the images a new meaning and a new interpretative 
point of view.
(c.f. http://www.barbarakruger.com/biography.shtml) 
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Fig.50_self made collage
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Fig.51_ R.Hausmann _1920 
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MONTAGE 
AS  REACTION

In order to understand the potential of montages and 
their power, it is useful to analyse the role they played 
in the past in the artistic and architectural fields as 
social reactions, as research processes, as creators 
of utopias or architectural visions.
There is not only one way in which the word “monta-
ge” could be understand, as it can be used in different 
fields.
In the early 20th century one of the first groups of ar-
tists that used the collage was the one of the Dadaist. 
They used the collage as a metalanguage, in order to 
break with traditional art.
The aim of their artistic work was the provocation and 
taunt of the bourgeoisie. The Dadaist wanted a chan-
ge; they represented the opposite of traditional art.
They invented a new form of language or expression 
tried to break up with conventional art. Most the time 
they used an incompressible language to question the 
Aesthetic values of the time.
The montage of Raoul Hausman produced in 1920 
(Fig.51) was one of the first collages in dada shift. 
The author Raoul Hausmann created this collage to 
provoke the unconscious thinking. For example in this 
collage the author used the techniques developed du-
ring the cubist movement, which consist in a mixture 
of photograph, maps, and texts. The word ‘anti-art” 
or ‘affair’ explains the opposition to the traditional art, 
which try to break with the norm of the society. And 
the words ‘Berlin’ and ‘Vienna’ drawn in form of tickets 
make allusion to two places important for the author, 
where he lived and he was born.
At the end of the 50s, a group of avant-garde artists 
joined together and founded the Situationist Internati-
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Fig.52_The Naked City_ G.Debord_1957
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Fig.53_ “Just what is it that makes today’s homes so different, so appealing?”_ R.Hamiltion_1956

onal (SI) as an organization of social revolutionaries, 
which main aim was to contrast the domination of the 
capitalist system.
The Situationist used the metalanguaje as form of 
expression and reaction in order to create situations, 
they was the technique of Detournements. As the 
Dadaism made previously, the situationists used 
objects created for the capitalism and distorted their 
meaning to produce a critical effect. This strategy 
allowed the participation of everybody as “cultural 
weapon in the service of a real class struggle” as Guy 
Debord proposes the use of collage as a kind of critic 
accessible to everybody in A User‘s Guide to Détour-
nement (1956).
In 1957 Guy Debord realized a map of Paris an called 
it The Naked City (Fig.52), taken from a tourist map of 
Paris, which was cut up into 19 sections, called ‘unités 
d’ambiance’, and placed again together in different 
way with red narrows of different length, thickness 
and turn. Every fragment has the same scale but it 
is decontextualized, rotated and displaced from its 
original position.
The users of the map choose their own route through 
the city. The aim of these kind of maps is to explore 

the city in a new perspective, in which the walk is a 
discovery and emerge a new experience and a new 
relationship with the immediately environment and 
the daily life. This strategy is known as “derive”. The 
fragments of the city are related in a random way and 
by its emotional character. The naked city is a collage 
produced in the framework of psychogeography, 
which is an approach to geography invented by the 
Situationists, whose purpose was to understand the 
effects of the geographical environment on people.
From this form the function of the space it is not im-
portant as the experimental use. In this way the map 
of the city and the spectacle is interrupted to give rise 
to new situations. This form to manipulate the map is 
similar to a montage, in which the elements are plun-
dered from their original context and inserted in other 
context producing new effects.
Between the 1950s and 1960s, the Pop-Art movement 
emerged as a reaction to the elitist culture in art, the 
consumption society and the impact that the mo-
dern technologies and the media were having in the 
society.
Pop artists used drawing from the popular and com-
mercial culture such as advertisements and news, 
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Fig.54_Five fundamentals Acts_Superstudio_1972-73

movies or pop music. The images are removed from 
their context, isolated and combined in a new way. 
In this sense a new way of interpreting the work of 
art emerged. Objects are no longer unique to be pro-
duced in series. That is another kind of metalanguage 
that was used by Pop-art.
Pop artists’ images took mainly of the world of the 
mass culture. For example, Andy Warhol used the 
copy as form of art, a famous example is the repro-
duction of multiple images of Marilyn Monroe’s photo-
graphy as symbol of the consumption society. (Fig.07)
The image Just what is it that makes today’s homes 
so different, so appealing? (Fig. 53) is a good examp-
le of pop art collage by the artist Richard Hamilton 
produced in 1956 with the assemblage of different 
images from American magazines. It was created 
for the catalogue of the This is Tomorrow exhibiti-
on in London and was inspirited by the leisure and 
consumption of the society in the 50s.
In this work are indentified images of the culture of the 
mass media, objects of advertisements, comics and 
film. The image represents the everyday life in a living 
room of a modern American home, in which we can 
see many objects and symbols taken from the culture 

of mass consumption. The characters in the picture 
are an ideal man and woman. Different technological 
objects are shown like a vacuum cleaner, a television 
or compact recorder. It is a clear critique to the consu-
mer society.
An important study of architecture that is characte-
rized by the use of “anti-design” is the italian group 
Superstudio. They emerged for their use of collage as 
tool to express their critical ideas about architecture 
and politics. They found a new language in order to 
break with traditional representation systems that 
allowed them to deviate to the complexity and contra-
dictions in order to understand better problems. Their 
design of irreverent tone questioned the functionality 
and other designs mainly of the modern architecture. 
They pose this new graphic language to communicate 
a reality and the problems related to human existence. 
With their anti-design they could emphasize the needs 
of individual over any other consideration.
The group created a catalogue of codes: the histo-
grams (Istogrammi, 1971) (Fig.56). Taking the squa-
red grid as main reference, they created a graphic 
language. “A grid, as an element defining not just the 
spacing, but a whole idea of order” (Salgado de la 
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Fig.55_Continuous Monument_Superstudio_1969
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Fig.57_Exodus, or the Voluntary Prisoners of Architecture_Rem Koolhaas_1972

Rosa, 1992).
Superstudio tries to reflect about architecture through 
their images. They reject the design because accor-
ding to their ideas the designs induce to consume. If 
the architecture and town planning is “the unjust social 
division” then they reject of them with the grids. For 
this reason, Natalini wrote in 1971 “Until then, design 
must disappear. We can live without architecture…”
In 1972 Superstudio created a series of images with 
a grid motif (Fig. 54) in which they consider the topic 
between nature and humanity. This is a collage in 
which they juxtaposed landscape, grid and family in 
the foreground.
The mobile booth that is shown behind the family in-
dicates that they are nomads and that they live in the 
nature, without the demands that exist in the society 
of consumption as they are the desires to consume. 
The family lives free, without the hierarchies of powers 
or without the need for repetitive work that dominate 
the modern lifestyles. The grid represents the concept 
of democracy.
Rem Koolhaas used in the same way his images 
as metalinguistic language and tool of architectural 
narrative. His graphics and images had as reference 

the constructivism, an art-shift that had an enormous 
influence in the graphic design of the 20th centuries. 
Koolhaas used his images as dialectic in the field 
of the theory, and proposed images that allowed a 
critique and reflection on reality from a different point 
of view.
Rem Koolhaas proposed in the book Delirious New 
York: A Retroactive Manifesto for Manhattan in 1978, 
the metaphor of The City of the Captive Globe (Fig. 
58), in which a sum of fragments of city (aggregation 
of recognized buildings, memory traces), arranged in 
a grid, constitute a global unit. Each project responds 
to a dialectic that allows Koolhaas to construct his 
theoretical analysis.
The collage Exodus, or the Voluntary Prisoners of 
Architecture.The Strip (Fig. 57) produced in 1972 is 
one of the series of eighteen images by the architect 
Rem Koolhaas (together with Madelon Breisendorp, 
Elia Zenghelis and Zoe Zenghelis).
The collage is a composition made of a photo and a 
drawing. The drawing depicts/represent a strip that 
divides the city of London in two parts. Everybody 
wants to live into the ‘good part’, and therefore there 
is an urban exodus, and for this reason its inhabitants 
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Fig.58_The City Of The Captive Global_R. Koolhaas_1978
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Fig.59_Sequence from A.Nevsky_S.Eisenstein_1939

are volunteers’ prisoners. With these ideas Koolhaas 
makes a critic to the zoning in the cities.
The collage juxtaposes fragments of drawings with a 
great symbolic content and metaphors as discussion 
about architecture. The strip is an interpretation of the 
Superstudio’s project The continuous monument and 
the negative utopia of the cities.
The strip becomes an empty frame that can be inter-
preted as a place full of opportunities, as R. Koolhaas 
says “where there is nothing, everything is possible, 
where there is architecture, nothing (else) is possible” 
(Koolhaas, 1995). This strip is divided into different 
parts that can conform to urban utopistic situations. 
The architectural drawings superimposed on the 
collage define a homogeneous architecture “of serene 
monuments” as critic to the modern authoritarian 
architecture.
In the late 1970s, Bernard Tschumi experimented 
with another form of architectural visual thinking in his 
Manhatthan Transcripts. In that period, he was inte-
rested in architecture‘s potential to change the social 
and political situation.
The Manhattan Transcripts were published in 1981, 
an innovative way of relating and juxtaposing images 

and photos.
The Transcripts use the strategies of the cinema using 
the method of Serguéi Mijáilovich Eisenstein “the intel-
lectual montage”, through the use of sequences and 
the fragmentation to create a narrative. In the cinema 
through the assembly it is possible to reflect different 
states and actions. Tschumi uses these techniques to 
be able to “reflect the different states or simultaneous 
actions that can occur in the architectural spaces” 
(Barba, 2014). In this case it uses a process of as-
sembly juxtaposing scenes of a murder and architec-
ture. These are used as tactics for the organization of 
the program.
The Park is one of the four episodes of the Manhattan 
Transcripts (Fig.60). In this first episode The Park 
uncovers a murder in Central Park. For the presenta-
tion Tschumi used an unconventional form in which he 
could superimpose at the same time, space, mo-
vement and event. This is a montage of association 
as narrative technique to produce an alternative form 
of critique.
The structure of the montage consists of three images 
together: the first is a photograph that represents the 
event, the second one is a plan that represents the 
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Fig.60_The Manhattan Transcripts: The Park_B.Tschumi_1981

space and the last one is a diagram that represents 
the movement. Every part is an interpretation of the 
reality, for example, the photograph represents a tree, 
but we don’t know where this tree is placed or where 
the murder happened. This information is given in 
the second image-plan and the third image-diagram 
of use. This association is a response to the limits of 
the photographies. Photographies show only parts of 
reality. But with the sum of images it is possible to give 
more information and bring the viewer closer to reality 
because we perceive more details.
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Fig.61_collage_Giacomo Costa 104



Today the montage is not dead. As happened to many 
kinds of images, it switched from its analog nature 
into the digital one. Instead of cut and paste with 
scissors and glue, Photoshop provides new methods 
to assemble images and internet makes available a 
bigger source of inspirations and materials. This new 
technologies allow a faster production of collages, 
which is an aspect that  perfectly adapts  them to the 
characteristics of the new media, dominated be the  
speed of circulation. 
In this kind of sense the collages can be recognised 
too as forms of reactions against the commodification 
of architectural images. In fact they are not used as a 
tool for depicting architecture in a perfect way, as, for 
examples, renders do. They also don‘t want to look as 
real as possible, instead they are clearly recognisable 
as imaginary or utopistic views.  Their potential as cri-
tical tools has already been explained by showing the 
works made by Guy Debord, Superstudio and others. 
Today the production of collages emerges also as 
symptom of the necessity to re-think about architec-
ture through images and the desire to take on different 
paths. Collages today are not supported, as in the 
past by magazines, or published (only) on books; they 
are perfectly integrated inside the new media and 
supported by social platforms such as Facebook, Ins-
tagram or Tumblr. In fact not only the production itself 
of collages has become quicker but also, , thanks to 
the countless fragmented images uploaded every day 
on the web, the research of the elements that may 
compose them. 
Between the most interesting and influential architects 
recurring to the collage today could be mentioned 

MONTAGE 
ON SOCIAL

MEDIA
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Fig.62_Luogo di Culto_C:Bagliovo_2012

the Italians Carmelo Baglivo, Beniamino Servino and 
Luca Galofaro as well as the Greek Aristide Antonas. 
The work of Carmelo Baglivo is immediately reco-
gnisable as it often assembles historic buildings or 
drawings (mostly by Piranesi and Canaletto) together 
with minimal grids, which are clear references to Su-
perstudio and to the megastructures. All the different 
elements that compose his collages are still clearly 
recognisable as fragments. This fact produces in the 
observer an immediate reaction as the elements that 
compose the image come out from different tempo-
ralities, and are modified using different scaling or 
repetition effects. The historical images and drawings 
are often cut out and the superior part is replaced by 
other contrasting elements (Fig.62). They compose a 
stratification of the urban space, an “overwriting” (cf. 
B.Servino, quoted by Baglivo,2013) and so they reveal 
the historical substance as “an archetypal structure, 
as a neutral field waiting to be inhabited and trans-
formed by the action of possession.”(Baglivo, 2013).
The inhabitants of this imaginary cities can be the pro-
tagonists of movies or elements that come out from 
the memory of the author.  All this elements come into 
“dialogue” with each other. From this peculiar aspect 

something new arises, for example a new reflection 
or different ideas. This aspect could be led back to 
the philosophical theories of Hegel, specifically to the 
idea of „dialectics“.  According to Hegel, the dialectic 
advances from the  opposition and contradiction of the 
elements (for examples in Baglivo‘s works “old” and 
“new”). These contradictions allow us to move forward 
and seek a new path; and from them new realities 
arise. Also Didi – Huberman explained that “through 
dialectics different points of view are confronted on 
the same issue.“ The authors dialectic „brings out 
opposing reasons“, works with the disorder of things. 
(Didi-huberman, 2008). 
But  the creation of a deeper dialogue between the 
images, that compose the collage is not an easy 
operation. It requires knowledge, in order to select the 
fragments and to combine them in good way. Of cour-
se this aspects should be understood for montage in 
general and not only concerning the work of Baglivo.
It is also necessary to emphasize that to generate 
the dialectical thinking process it is necessary to be 
able to read and interpret the images. Obviously this 
reading operation is not the same for all individuals, 
as it works according to the level of knowledge of the 
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Fig.63_Fotos of C.Baglivo on Facebook107



Fig.64_ VACUA FORMA MARINA_B.Servino

observer, which has not to agree necessarily with the 
intentions of the author, nor to share his knowledge, 
imaginary or intensions.
So the spectator is “free” to interpret and think  the 
montage in his or her way(cf. Huapaya, 2016). In this 
sense the collage is not only created by its author, but 
also by the viewer (cf. Eisenstein 2002). 
But the use that Baglivo makes of his Facebook profile 
is also interesting. The layout of the social media and 
the way in which he publishes the content could in 
fact be read as a form of montage too (Fig.63) ( in a 
way that is similar to the already mentioned layout 
of the curated-archives). The images, in the albums 
overview, in fact are all juxtaposed. Secondly the 
comments of the “friends” below the images, consists 
often in images too and can be associated  with the 
context. So the publication of the work itself encloses 
three levels of “montage”: the first one concerns the 
image itself (the collage), the second one  concerns 
the collection of the images, as the user opens the 
album and  the third one concerns the association with 
the comments.  
Also Beniamino Servino uses Facebook as instrument 
to share his works, even if differently from Baglivo 

(Fig.65).In fact the captions to Baglivo‘s pictures are 
mostly the titles of the collages, short descriptions or 
rebuses. The texts related to the works of Servino are 
instead essential to the understanding of his images. 
As Servino explains 

“il testo è complementare all‘immagine. Questa (l‘im-
magine) non illustra il testo. Lo integra.”

“The text is complementary to the image. This one 
(the image) does not describe the text. It completes its 
meaning”. Translation

The work of Servino  principally concentrates on 
the state of abandonment of the urban landscape. 
The ideological re-appropriation of the space occurs 
through archetypal forms and monuments. Servino 
makes an operation of “overwriting” by using already 
existing archetypes, as for example the “pennate”, that 
he represent in form of simply suspended structure on 
columns above the existing landscape. The “pennate” 
in fact are simple rural warehouses typical for the 
southern part of Italy (where Servino lives), mostly 
supported by pillars and so easily recognised as a part 
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Fig.65_Fotos of B.Servino on Facebook109



Fig.66_ „Diary“ on Facebook profile of C.Baglivo
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Fig.67_Diary of B.Servino on Facebook
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Fig.68_ Postcard_Luca Galofaro

of the collective memory. Also the aspect related to 
the monuments is referred to the collective memory. 
As Servino explains : “La città dell’abbandono e il pae-
saggio dell’abbandono sono i luoghi della estraneità. 
La Necessità monumentale tende a produrre gli stru-
menti per la riconoscibilità del luogo. E’ necessità di 
consapevolezza per una dialettica tra le parti, sociali 
prima e fisiche poi, per un nuovo equilibrio fra queste.” 
“The city of abandonment and the landscape of aban-
donment are the places of unfamiliarity. The need of 
monuments tends to produce the instrument to recog-
nise the place. It is the need of awareness in order to 
reach a dialectic between the parts ( first between the 
social ones and the physical one) due to the realisati-
on of a new balance”. 
Servino mixes in his collages photographies, drawings 
but also renders, often using the central perspective. 
Instead of publishing his works on the social networks 
Luca Galofaro prefers to share his collages on a blog 
which is called The Imagelist. The blog works like a 
diary and so the publications do not necessarily follow 
a specific order. It is a collection of photographies, 
collages, etc. that Galofaro uses as inspirations for 
his work, which completes its parallel blog about 

books,The Booklist.
It also deals as his personal archive, “a kind of visual 
autobiography” (http://www.the-imagelist.com/p/about.
html). The images are organized per categories ( 
Collages, Postcards, Maps, On Projects etc.)(Fig.69). 
Concerning to his blog it is interesting to notice that 
most of the collages are accompanied by texts, mostly 
quotations of other authors. In this case the relati-
onship between the images and the texts assumes 
a different meaning, if compared with Baglivo and 
Servino. It differs from the first one, as the texts does 
not necessarily consists in few lines, but also in many 
sentences, parts of discourses. It differs from the 
second one, as the text do not complete the ideas 
expressed in the images, but try rather to “establish 
a dialectical confrontation with his wide system of 
references (which are always mede explicit in his 
posts”.(Ferrando, 2014). Concerning his collages, he 
uses too the methods of scaling, copy and repetition, 
displacements. As the other authors his work consists 
in the combination of diverse fragments of images to 
create new final montages. It consists in re-ordering 
the parts,  showing an idea and a certain dynamic. 
They all“arrange, separating and re-joining their 
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Fig.69_The Imagelist
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Fig.70_ Upper Level Amphitheater House_A.Antonas

elements at the point of their most improbable relati-
onship.“ (Didi-Huberman, 2008). There are endless 
possibilities of combination and „explosion of views“ 
as well as „interpretation of various levels of images“.
But what is interesting to notice is that all processes 
of montage require a previous work of decomposition 
of the “original” images. It is necessary  to decompose 
the initial objects in fragments, in order to reassemble 
them. As Didi-Huberman (2008) explains, everything 
must be broken so that a new relationships can 
appear.
This action, which is called de-montage , requires 
time to think and reflect about the selected fragments 
to read and process them. This aspect underlines  
the importance of having, for architects or artists, an 
archive of images, the possible sources ready to be 
converted in collages.
This is one of the contradictions we find with respect 
to the speed of circulation of images on the Internet. 
Through the demontage we make a stop to read, to 
fragment, to reflect.
The work of Aristide Antonas principally investigates 
the topics of modern living in connection to the virtual 
network, the consequent “new urbanity” and dome-

sticity(Fig.70, Fig.71). In fact most of his collages 
depicts interiors scenes illustrated in the form of plans, 
sections and visualisations. The kind of represen-
tations he uses distinguish his work from the one of 
the other collagists. The background of his images in 
fact is mostly completely white and the architectural 
objects decontextualised, in contrast with the interiors, 
which are instead carefully described. As Galofaro 
explains the abstract shapes are articulated by pieces 
of furniture. In fact the abstract space and the idea 
of architecture, expressed in his collages wants “to 
define a place escape to waiting for a different time, 
houses where it is possible to rediscover the sense of 
space, then the structure of a community, the one re-
presented by the network.” (Luca Galofaro, 2014) It is 
the space to slow down, to take care of our bodies,”to 
wait for something to change” (Luca Galofaro, 2014).
So the intention behind the collages of Antonas is a 
theoretical investigation. The ideas should not neces-
sarily be built, as they are able to influence anyway 
the built reality. In this sense the images become tools 
of research, of knowledge and imagination. 
Even if the work of this four collagists is different, they 
present common features. The first most important 
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Fig.71_Inhabited Observatory_A.Antonas



one is that these works understand architecture and 
its image as a device for “thinking, reflecting, criticizing 
and constructing a conceptual model “. This reflec-
tions should influence the production of built archi-
tecture. Therefore the images become instruments to 
think about architecture, to achieve different meanings 
and knowledge.
This kind of architectural images, published on the 
social media, should be therefore understood as way 
of thinking. As Galofaro explains :”Today architecture 
has taken on a different form […], is divided between 
formal or technical performance, between design and 
spectacularization of the personalities making it, a 
successful status for architects, which is the sign of a 
crisis of meaning.” They can be interpreted as respon-
ses to this circumstances not only for their contents 
and messages, but also for the choice of the media: 
the internet, the social platform and the collage. 
Concerning the image itself they use the potential of 
creating a “Verfremdungseffekt” (distancing effect).
The distancing effect has been used by Bertolt Brecht 
in the theatre and consists of interrupting the spec-
tators so that they are not able to identify themselves 
with the characters of the spectacle. In this way they 
are able to reflect in a more critical and objective 
way about its messages. In the field of images the 
distancing effect can be achieved with the effect of 
strangeness, that is to say by the result of assembling 
various fragments of images or texts that are unusual 
to see placed together. It is achieved through discon-
tinuity space - time and fragmentation. This form of 
assembly produces dialectic between the fragments 
that compose the images and generates in the viewer 
a feeling of surprise able to capture its attention. In 
fact Servino asserts 

“ogni immagine finale tende a restituire un pensiero 
politico, un‘ideologia banalizzata dall‘immagine. Un 
modo per catturare velocemente l‘attenzione su una 
presa di posizione su una dichiarazione di propositi. 
La rete (ma anche la stampa) infatti veicola immagini 
che vengono usate (spesso) con tempi di attenzione 
motlo brevi”.(Servino interview with Magagnini, 2013)

” every final image tends to give back  a political 
reflection, an ideology banalised by the image. It is a 
way to quickly catch the attention on a stance, on a 
declaration of intents. The web (but also the press) in 
fact spreads images that are consumed in a quickly 
way” translation.

So the collage is not perceived as “real”, its observer 

does not feel like “having been there”, as it happens 
by watching a renders or photographies. It is not an 
illusion of reality. 
Secondly the critical attitude could involve a conse-
quent action of de-montage. In this case the de – 
montage is not related to the author of the montage, 
but to its observer, that tries to “unfold” the image, in 
order to find out the fragments that compose it and so 
to better understand its meaning. 
Therefore the collages don‘t limit the idea of the archi-
tectural images as illustrations : 

architecture is “ mainly intended as a theoretical in-
vestigation ground; architecture should not be limited 
to represent and make the need of dwelling real; 
architecture is always a device for thinking, reflecting, 
critizing and constructing a conceptual model whose 
overall meaning must return to be the definition of 
a space that can generate relationship.” (Galofaro, 
2014)
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Fig.72_Waste Design Strategies_A.Antonas



Fig.73_ „Diary of C.Baglivo on Facebook
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Fig.74_Campidoglio,Roma_C.Baglivo_2015

Fig.73, Fig74
Baglivo produces series of collages mostly combi-
ning historic places in Rome with minimal grids, that  
remind to the aesthetic of the Continuos Monument 
by Superstudio, in order to demonstrate the potential 
of the association of different and controversial places 
and objects.
In the collage Sublime Structure - 2 (Fig.73) Baglivo 
juxtaposes a grid inspired  by Superstudio’s works 
with a painting of Caspar D. Friedrich, titled “The 
temple of Juno” and painted in 1830. He takes advan-
tage from the rhetoric potential of  the images: in this 
case the building is scaled as monument. The intenti-
on of Baglivo is to establish a dialogue and reflection 
about the city with  architects and urban planner, 
especially concerned on how they could design the 
historical city. The Temple of Juno is destroyed, only 
the pillars remain, though its historical value, its role 
as testimony of the history, remain. On the pillars 
Baglivo sets the new building, which does not cover 
or replace the old one. The signs of the past in fact 
remain visible, and can be reused thanks to the new 
contemporary building. This action could be interpre-
ted as the controversial aspect about conserving the 

historical building or build on them. A similar operation 
can be identified in the collage “Campidoglio – Roma 
2015” (Fig.74). In this case the location is Campidoglio 
in Rome. The original drawing was made by Piranesi. 
In this case Baglivo criticise the buildings in the void 
spaces of the old cities “ the void is not strong enough 
to resist the build”. ( cf. Baglivo, 2014)
There is a second level of montages can be found in 
the virtual space of the social networks, in which Bag-
livo posts his collages in his Facebook profile. In the 
post in the social media  Baglivo associates images 
with a short text.  The title “Sublime Structura (2) – 
2016” provides the fundamental informations about 
the content of the image and date of realisation.
The second part of this montage concerns people in a 
participatory way. People react to this post with likes, 
shares and comments complementing the montage. 
Sometimes the post is commented with words of 
approval, some further descriptions about the image, 
or completed with other images related to the collage. 
The image attached in the comments  by other people  
mostly show  constructed buildings, which remind 
to the collage, leading a dialogue with the image of 
Baglivo.
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Fig.75_ Webpage of B.Servino
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Fig.76_Atlantide_B.Servino

Fig.75 Fig.76
“Atlantide” is a collection of  images realized by the 
Italian architect and collagists Beniamino Servino in 
occasion of the exhibition in “Casa dell‘ Architettura” 
(Rome) called, in turn, with the same name “Atlan-
tide”. The topic of the exhibition, curated by Giorgio de 
Finis, in which were exposed the works by C. Baglivo, 
C. Prati and Servino is a research about the “disap-
peared city” and prefiguration of architecture today.( 
cf. “Atlantide”, Giorgio de Finis, texts by  F.Purini and 
Valter Scelsi”).
The images by Servino are characterized by the same 
representation style and look all similar. 
The digital drawings are divided in two parts: an emer-
ged one,made up of buildings on a white background 
and a submerged one, characterized by an intense 
red background, in which the main figures are black 
silhouettes of trees and of mountains, that hold up the 
buildings on the surface. As the author explains the 
work “Atlantide” is a collection of notes about the city. 
The buildings all remember the architectural typology 
of the so called Italian  “pennate”, which are simple 
structures made of wood and old metal plates typical 
of the southern regions of Italy. 
They are rural buildings, principally used as 

warehouses in the countryside, characterised by flexi-
ble and light structures and mostly realized in a short 
time using easy and cheap instruments.
The same word identifies old factories, which broke 
down during an earthquake in the 80s and were 
afterwards re built in a mostly autarchic and simple 
way. (cf. http://www.abitare.it/it/archivio/2011/06/27/
architettura-senza-contenuto/) Probably this figure is 
attributed to the building of the drawings,  because, as 
Beniamino explains,  the architectural object depicted, 
emerge after an ecological disaster. Of course it is 
also to notice that the archetype of the “pennate” is 
constant in many of the works by Servino as a form of 
re-appropriation of the abandoned space.
(Source: „Atlantide ..)
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Fig.77_ The Imagelist_Galofaro
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Fig.78_Postcard_L.Galofaro

Fig.77, Fig.78
Luca Galofaro principally publish his work on his 
webpage, called “The Imagelist”, a collection of 
archived images, that the author uses as a diary. 
Between the different themes and research projects 
that he publishes there is one called “Postcards”. This 
collection stresses the topics of  time and memory 
inside the architectural discipline. In fact “ to send a 
postcard its an attempt to stop time, or better to create 
relationships between different times” (Luca Galofa-
ro,translation; cf. http://www.artribune.com/2015/10/
carnet-darchitecture-luca-galofaro-architettura/). At 
the same time it relates with the connection between 
text and collage, the fragments and the storage. The 
collection in fact consists in different old analogical 
post cards that Galofaro used to collect and keep, 
fragments of travels or pictures depicting fascinating 
places. He started to write and compose postcards 
himself using the paper ones as source and support, 
but at the end the text disappeared and left its place 
exclusively to the collages. They are often analogically 
realized, but then published on digital media. This 
decision has to do with the desire to bring back to life 
the old postcards, first of all by transforming them 

in collages and secondly by sharing them with a global 
audience. This reveals a desire for more concreteness 
and also the attempt of imagining different considera-
tions about cities and places. As L. Galofare says, his 
postcards are a “museo del reale” (museum of what 
it‘s real), instruments to look back at the cities in which 
architecture represent a determinate physical space. ( 
cf. http://www.artribune.com/2015/10/carnet-darchitec-
ture-luca-galofaro-architettura/)
As usual  for L. Galofaro the images of the postcards 
on the blog “The Imgelist” are often accompanied with 
quotations of other authors. 
(Source:)
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Fig.79_The Zizek Residence_A.Antonas
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                     Fig.80_The Zizek Residence_A.Antonas

Fig.79, Fig.80
The Zizek Residence is a project, but most of all 
a research about new possible house and living 
typologies in the contemporary and future time. The 
project by Anotonas is a reflection  according to the 
contemporary social, political and economic situation, 
and gives in this sense an answer to the influence 
of the virtual space in the constantly changing diary 
life and the physical space.The project consists in a 
small wooden house on pillars composed by a fluid 
staggered interior space, that consists of a bedroom, 
work zones, toilet, a dressing room and a swimming 
pool. This is not a traditional home, it is more a re-
flection about the house of today and future home. In 
fact  the background space is completely white, which 
is an aspect that remarks the theoretical dimension 
of the project. The detached house could be probably 
located everywhere, it is not bound to a specific place. 
Perhaps it possible to consider that in the future peo-
ple  will not live in the city, or have children or meet in 
the living room; they will probably meet in  the network 
space. According to Galofaro “The project proposes 
space to withdrawal to work, to continue producing 
cultural capital, but trying to keep it in a place other 

than the city.”(Galofaro, 2014)
“The individual is isolated, by in reality he remains 
connected to the world” (Galofaro, 2014). In a world 
where the virtual space is becoming more and more 
important, it is not necessary to live in the city. The 
house is situated on the boundaries of the city but 
always connected to the cyberspace. 
Therefore the interior space of the house, which is  
the space that keeps the inhabitant connected with 
public virtual network, is more important than the form 
of the house, which consists of three displaced cubes, 
juxtaposed side by side. The form is not important. 
(Galofaro, 2014)
The collages of Antonas aren‘t traditional represen-
tations. He combines different techniques: the space 
is rendered, people and other objects are collaged 
elements and the representation of the constructive 
parts of the building are drawn. This form of repre-
sentation, that combines render and drawing allows 
us to take distance and perceive the image as tool of 
a representation in architecture. Through the renders 
Antonas wants to think about the real situation, but at 
the same time, he points out that the image is only a 
representation of the reality.
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CONCLUSION

According to all of this, the outbreak of the new media 
and the development of technology caused the affir-
mation of circumstances that have radically changed 
the nature of the images, their communication, use 
and consumption and consequently also the creative 
sphere. 
If we consider that the emergence of the social net-
works is datable around 2008, the new phenomena 
developed very quickly, according to the speed of our 
time. Some of the consequences are already notice-
able in many fields.
Concerning architecture, beyond the big amount of 
possibilities, that the interconnection of users could 
open, the risk of commodification of architecture, the 
trivialization of culture, the consequent association 
with fashion and branding and the increasing tenden-
cy of recognizing architecture with its image are the 
manifestations of how the visual culture is dominating 
the web and how this aspects could influence the 
architectural sphere. 
Therefore the “curated archives” and the digital col-
lages can be considered as forms of reaction to this 
phenomena. In a context in which the visual commu-
nication is becoming so important, they use the tool of 
the images and can be both understood as forms of 
“montages”.
On one side in fact the juxtaposition of images, their 
consequent association, distinctive of the “Bilderatlas” 
( atlases of images), produce a different combination/
montage of meanings and messages and a different 
reading of the images. 
On the other side the digital collages, which are the 
re-composition of different visual elements in order 
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to create new ones, are operations of spatial and 
temporal relocation, an assemble/montage of different 
dimensions. So the result, in both cases, the one of 
the curated archives and the one of the collages, is 
the different combination/montage of images and so 
the creation of visual narrations, open to new interpre-
tations and different levels of dialogues: one between 
the observer and the observed object and  the other 
one between the images that compose the “montage”.
They represent a critical reaction against the general 
commodification of architecture on the new media, 
underlining the fact that architecture is still bound to its 
cultural dimension. As F. Purini explains:

“questa  nuova fase della ricerca (la rappresentazione 
architettonica) è scaturita da una motivata reazione 
alle logiche omologanti della globalizzazione, esaltate 
da quel conformismo digitale che è divenuto una sorta 
di virtuale esperanto architettonico privo di riferiemnti 
a luoghi specifici, sostituiti da intorni atopici” (Purini 
2014) 

“this new research step (the architectural represen-
tation / the drawings) arose from a justified  reaction 
against the homologated logics of the globalisation, 
intensified (the logics) by the digital conformism, which 
has become a sort of virtual architectural common 
language (Esperanto), which lacks from references to 
specific places, which are replaced by atopic surroun-
dings ” (translation) 

In fact despite of the common tendencies  today, that 
consist in sharing personal information, keep “friends” 
and “followers” updated about personal activities and, 
regarding the professional field, the promotion of 
works or projects, the collagists as the editors of the 
curated-archives use the social media as instruments 
to share the images as reflection tools. This facts 
reveal the  attitude typical of the artworks in the Post – 
Internet period, as M. Olson defined. The term “Post – 
Internet” is born inside the artistic context and used for 
the first time A. Vierkant, G. McHugh and of course M. 
Olson. It defines the period that followed the outbreak 
of internet, in which, according to Olson an the others, 
art is characterized by a critical attitude. 
So the use of the images and of the social platforms 
made by the collagists and the editors of the curated 
archives are restoring the creation of visual narrations 
and the consequent visual reading. As explained in 
the previous chapters the digital images are mostly 
presented as fragments characterized by high speed 
of circulation. Therefore the reading and analysis of 

the single images are made difficult. On the contrary 
to establish connections between the images could 
become the interpretation key of the fragmentary 
visual communication on the new media.  This fact 
concerns a different level of understanding and rea-
ding the images as a whole and not as separated ele-
ments. It deals with a comprehensive knowledge, that 
is not embracing single facts but the sum of the parts 
in their complexity. So “ the major concern is not the 
reality as it is but the search for an all-around idea, for 
a general content, a coherent thought, or an overall 
concept that ties everything together.” (http://ndlr.eu/
city-metaphors/). Of course also the collage itself as 
image contains narrations made by the association of 
different elements, remarking the power of the images 
as autonomous communication medium. 
But what this book is about is not completely new, as 
the techniques of association, collage and in general 
“montage”( like the previous historical examples as 
the Atlas Mnemosyne and the collages by the Dadaist 
demonstrate) are not novelties. What is important 
to understand is the context in which this “traditio-
nal” techniques are applied. Again, in its history, the 
architectural discipline is dominated by representation 
and communication through the images more than 
thorough texts. The images in the new media, used 
as montages are again the instruments to think about 
architecture and not only to represent it. They express 
the desire of research, of activating the imagination, in 
order to raise up critical thoughts (cf. Marta Magagni-
ni). This could be led back, not only to the commodi-
fication of architecture through the images, but also 
to the consequences of the economical crisis, as in 
many states of the world architects have few possibi-
lities to realize their projects. So the new media can 
not only be useful tools for the figure of the architect, 
in order to advertise their work and catch followers; it 
could also become a useful tool for the discipline of 
architecture. 
Concluding as Galofaro writes : 

“Today all this seems to be obvious, but [...]precisely 
because we are surrounded by so many images it‘s 
even more important to find a way of thinking through 
images”.(Galofaro,2014)
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Fig.24 _Atlas Mnemosyne_ Aby Warburg
https://s-media-cache-ak0.pinimg.com/736x/bf/9f/53/
bf9f53497b2bb33d533bc6c7becf62e4.jpg

Fig.25_Boite en Valise1_selfmade collage

Fig.26_ Boite en Valise2_selfmade collage 

Fig.27_ Vers une Architecture_L.Corbusier
http://1.bp.blogspot.com/-QbvAHuFwwlY/UZ1M-
HAxCzWI/AAAAAAAAAIs/ZdnAx8LoAN0/s1600/
screen-shot-2010-12-06-at-5.29.38-pm.png

Fig.28_The Mathematics of the Ideal Villa and 
Other Essays_Colin Rowe
http://www.laboratorio1.unict.it/2004/lezioni/05-segno/
images/0503cp.jpg

Fig.29_City Metaphors_M. Ungers
http://socks-studio.com/img/blog/tumblr_lizkhkORfJ-
1qe0nlvo1_1280.jpeg

Fig.30_ Composite2_Captions_P. Schaerer_2015
http://www.philippschaerer.ch/e/w-captions02.html

Fig.31_ Composite4_Captions_P.Schaerer_2015
http://www.philippschaerer.ch/e/w-captions04.html

Fig.32_ Composite1_Captions_P.Schaerer_2015
http://www.philippschaerer.ch/e/w-captions01.html
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Fig.33_ Curated Archives
http://www.aristideantonas.com/tag/theater-scripts/
project/le-bureau

Fig.34_ Atlas Mnemosyne and Archive of Affini-
ties_self made collage

Fig.35_ Fuck Yeah Brutalism
http://fuckyeahbrutalism.tumblr.com
screenshot_10.01.2017

Fig.36_The Network of Curated Archives_self 
made diagram

Fig.37_ Archive of Affinities
http://archiveofaffinities.tumblr.com
screenshot 12.12.2016

Fig.38_ A List Of Analogie
http://opusanalogico.tumblr.com
screenshot 12.12.2016

Fig.39_ Fuck Yeah Brutalism
http://fuckyeahbrutalism.tumblr.com
screenshot 12.12.2016

Fig.40_ Of Houses 
http://ofhouses.com
screenshot 12.12.2016

Fig.41_ Architecture and Disjunction_B. Tschu-
mi_1994
https://s-media-cache-ak0.pinimg.com/originals/05/
d1/35/05d135a2d62ab335820b6f56fa6abed1.jpg

Fig.42_ Mall The World, Dubai 
http://www.budgetdumpster.com/blog/wp-content/
uploads/2014/07/mall-of-the-world-dubai-indoor-the-
me-park-designboom-03.jpg

Fig.43_ Ceci n‘est pas un pipe_R.Magritte_1928-29
https://lightdesignworkstation.files.wordpress.
com/2010/03/magritte_pipe.jpg

Fig.44_ This is not a building_self made

Fig.45_ Acropolis_Photo
http://www.ysma.gr/static/images/3_Acropolis_Pnyx.
jpg

Fig.46_ Acropolis_Drawing_Le Corbusier_1911
https://s-media-cache-ak0.pinimg.com/736x/f8/ee/54/
f8ee54177595932911e63c6d89967b92.jpg

Fig.47_Render_Centro Heydar Aliyev_2013 
http://derstandard.at/2000044035297/Architek-
tur-Koennen-Sie-Foto-und-Rendering-unterschei-
den?ref=article

Fig.48_Photo_Centro Heydar Aliyev_2013
http://derstandard.at/2000044035297/Architek-
tur-Koennen-Sie-Foto-und-Rendering-unterschei-
den?ref=article

Fig.49_ A Picture is worth more than a thousend 
words_B.Kruger
http://cdn3-www.craveonline.com/assets/upload-
s/2016/09/4708-016-copy-e1475265476232.jpg

Fig.50_self made collage

Fig.51_ R.Hausmann _1920
https://businessinrhyme.files.wordpress.
com/2015/10/1916-dada.jpg

Fig.52_ The Naked City_G.Debord_1957
http://ryanraffa.com/parsons/blog/images/09_fall/
major_studio/finalproject/precedence/the-naked-ci-
ty-1000.jpg
           
Fig.53_ Just what is it that makes today’s homes 
so different, so appealing?_ R.Hamiltion_1956 
http://3.bp.blogspot.com/-GurOyPITf5s/Te5uQ-
Q79DAI/AAAAAAAAABs/E6r2JZKt6UU/s1600/just-
whatisit.jpg

Fig.54_Five fundamentals Acts_Superstu-
dio_1972-73
https://static1.squarespace.com/
static/55b43427e4b0b04050cb-
764c/56a08097e0327cdb70f55b5d/56a08098fd-
5d08b8dcfd5720/1453359263522/
SUPERSTUDIO,+Vida+en+la+Supersurface,+I-
magen+Superstudio,+Prestel.jpg
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Fig.55_ Continuos monument_Superstu-
dio_1972-73
http://4.bp.blogspot.com/-3nkhd-7smpY/T9sSBte4VeI/
AAAAAAAAABI/DXfwgmm7AvM/s1600/614b626a1fb-
16c4cf89164ebad9df443-orig.jpg

Fig.56_ Istogrammi_Superstudio_1969
http://www.architetti.com/wp-content/uploads/2015/10/
superstudio_pac_07.jpg

Fig.57_Exodus, or the Voluntary Prisoners of 
Architecture_Rem Koolhaas_1972
http://socks-studio.com/img/blog/Exodus7-800x653.
jpg

Fig.58_ The City of the Captive Globe_R. Kool-
haas_1978
http://www.architektur-ausstellungen.de/sites/default/
files/exhibitions/04_Koolhaas_Captive_Globe_Dett-
mar_Zuschnitt_colour_m.jpg

Fig.59_ Sequence from A. Nevsky_S. Eisen-
stein_1939
https://s-media-cache-ak0.pinimg.com/originals/ae/
da/1c/aeda1c0ed3386fd7bf200822b3c4cb3b.jpg

Fig.60_ The Manhattan Transcripts: The Park_B.
Tschumi_1981
https://www.google.com/search?client=safari&rls=en&-
biw=1680&bih=905&noj=1&tbm=isch&sa=1&q=The+-
Manhattan+Transcripts%3A+The+Park&oq=The+-
Manhattan+Transcripts%3A+The+Park&gs_l=i
mg.3...993140.993140.0.994051.1.1.0.0.0.0.106.106.
0j1.1.0....0...1c.1.64.img..0.0.0.PjKbl3qCdgs#imgrc=r-
Xo8-qiYSuly8M%3A

Fig.61_ collage_Giacomo Costa
https://s-media-cache-ak0.pinimg.com/564x/83/ea/
a6/83eaa6fb6fa097f5ac5c52cc78baf76c.jpg

Fig.62_ Luogo di Culto_C.Baglivo_2012
http://www.artribune.com/wp-content/uploads/2013/11/
Carmelo-Baglivo-Piranesi-Luogo-di-culto-2012.jpg

Fig.63_ Fotos of C.Baglivo on Facebook
https://www.facebook.com/carmelo.baglivo.5?fref=ts
screenshot

Fig.64_ VACUA FORMA MARINA_B.Servino 
http://ec2.it/beniaminoservino/projects/322605-benia-
mino-servino-seascapes

Fig.65_ Fotos of B.Servino on Facebook 
https://www.facebook.com/beniamino.servino?fref=ts 
screenshot

Fig.66_ „Diary“ on Facebook profile of C.Baglivo
https://www.facebook.com/carmelo.baglivo.5?fref=ts
screeenshot

Fig.67_Diary of B.Servino on Facebook
https://www.facebook.com/beniamino.servino?fref=ts
screenshot

Fig.68_ Postcard_Luca Galofaro
http://www.the-imagelist.com

Fig.69_ The Imagelist_Galofaro
http://www.the-imagelist.com
screenshot

Fig.70_ Upper Level Amphitheater House_A.
Antonas
https://s-media-cache-ak0.pinimg.com/736x/2c/
c8/51/2cc8512cfa7defcbf66cb53aca4e1f8c.jpg

Fig.71_ Inhabited Observatory_A.Antonas
https://farm4.staticflickr.
com/3004/2370278879_55a3d0b9d6_o.jpg

Fig.72_ Waste Design Strategies_A.Antonas
http://www.aristideantonas.com/images/_
thumbs/513_3745844050_f05742292e_b.jpg

Fig.73_ „Diary“of C.Baglivo on Facebook
https://www.facebook.com/carmelo.baglivo.5?fref=ts
screenshot

Fig.74_Campidoglio,Roma_C.Baglivo_2015 
https://www.facebook.com/carmelo.baglivo.5?fref=ts
screenshot

Fig.75_Webpage of B.Servino_screenshot
Source: http://ec2.it/beniaminoservino/pro-
jects/307045-beniamino-servino-atlantide
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Fig.76_ Atlantide_B.Servino 
http://ec2.it/beniaminoservino/projects/307045-benia-
mino-servino-atlantide

Fig.77_ The Imagelist_screenshot
http://www.the-imagelist.com
           
Fig.78_Postcard_L.Galofaro
 http://www.the-imagelist.com

Fig.79_ The Zizek Residence_A. Antonas
https://thefunambulist.net/architectural-projects/he-
terotopic-architectures-zizek-residence-by-aristide-an-
tonas-in-dialogue-with-dpr-barcelona-2

Fig.80_ The Zizek Residence_A. Antonas
http://farm7.static.flickr.com/6005/5953251253_
d0ca04f71f.jpg
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