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STATEMENT

I investigate the relationships between transformational processes in the 
urban, social and natural orders of specific geographies. My practice favours 
long-term projects developed through large-scale works, drawings, writings, 
scale models, and video-documents.
In the past few years, I have questioned the meaning of public space (and 
what art can do in the public sphere). I have designed temporary structures 
in Italian cities where I seek to stress the subversive potentialities of urban 
voids in order to transform them into totally public spaces to be given back 
to citizens. Many of them were never built.
My projects include Istanbul City Hills_On the Natural History of Dispersion 
and States of Aggregation (2013-2014), which, using glass waste as a 
paradigm, seeks to create a portrait of the city. It focuses on the recent urban 
transformation of Istanbul, the demolition of entire neighbourhoods and 
the forced displacement of local communities; how people spontaneously 
organized to claim spaces for democracy. Between 2012 and 2018, 
I developed 1XUnknown (1942-2018, to Fortress Europe with Love), a series of 
21 short videos documenting the Atlantic Wall defensive line: 15,000 bunkers 
built by the Third Reich across the European Atlantic coast, with the purpose 
of defending Fortress Europe. In 2014, in Seoul, I formulated the project 
Once They Came and Cut and Stole the Top of Our Mountains, about the 
local apartment revolution and especially the evolution of the model houses 
system. Since 2016, I have been studying refugee camps as cities. My project 
The Fountains of Za’atari focuses on Za’atari Refugee Camp, which arose 
inJordan in 2012 in a desert area near the Syrian border. Za’atari camp is a 
slum and a foundation city at the same time, where advanced infrastructures
have been built but residents are forced to inhabit a temporary built 
environment. The Fountains of Za’atari is an inventory of the courtyards with 
fountains built by Syrian residents of Za’atari Refugee Camp, within their 
own homes. The work is a device to sell sixty-one courtyard models to 
European institutions that, by paying royalties to the Syrian designer, 
commit to reproducing them in their real dimensions as public fountains 
that, through an iter formulated by legal experts, will be turned into extra-
territorial spaces (and extraterritorial objects as well), which differ from 
the sovereignty of the national soil they occupy, with the aim to turn them 
into territories such as the High Seas.  I believe that today, more than ever, 
the Arts are asked to deal with current emergencies by offering their own 
visions, and acting as devices able to condition the present, into and out of 
the symbol.









<<<
Dead Sea, 2018.
print on paper, cm 60x40, MDF, glass.

<<
If Inhabiting Means Remaining Foreigners, 
2022
views of the exhibition 
Soil taken in Jerusalem on paper.  
n.5 elements, cm 120x190 each.
Galleria Ex Elettrofonica, Roma. 
Photo Andrea Veneri

>
Mount Nebo, 2017
Print on paper, cm 60x40, MDF, glass.
Photo Andrea Veneri

>>
Sasso 2022
bronze, cm 13x11. 
Photo Andrea Veneri











<<
The Mountains’ Factory (2018)
Stills from video
MiniDV transferred to the hard 
drive. 52’’, loop. Monitor 32’’. 

In 1943, Hannah Arendt 
publishes, a short essay titled We 
Refugees on the Jewish magazine 
The Menorah Journal. 
“We Refugees” because Arendt 
herself was living that condition: 
due to the racial laws in Germany, 
she was persecuted as a Jewish, 
and forced to flee to Paris and 
New York. 
At the end her essay she writes: 
Refugees driven from country to 
country are the vanguard of their 
peoples. First Hannah Arendt, 
talked about the stateless as the 
paradigm of a new historical 
consciousness, to be treated not 
as an exception, but as the 
foundation principle of another 
idea of citizenship, capable of 
protecting the human being 
despite his territorial belonging or 
the bond of blood.
The Mountains’ Factory (2018) is 
meant as a short note which was 
filmed within a basalt’ s extraction 
site in Lazio, Italy, in 2012, and 
was completed in Amman, Jordan, 
in January 2018.



Inhabiting without belonging, 2020
Bronze, 200x110x2,5 cm
Courtesy Collezione Maramotti, Reggio Emilia. 





<<Inhabiting Without Belonging (2020) 
View, Galleria Renata Fabbri, Milan.  
Detail. 
Pigment on paper, wood.
Photo Andrea Rossetti.

>> Inhabiting Without Belonging (2020) 
View, Galleria Renata Fabbri, Milan.  
view of the exhibition. 
Glass, different size.
Photo Andrea Rossetti.

The areas of High Seas of the Planet 
Earth, have been isolated and reproduced as 
sculptures. They become islands, to imagine a 
Planet which is ruled as the High Seas are: res 
communes omnium which cannot be subjected 
to the sovereignty of any state. 





>>>

VIETATO AI TURISTI / NOT FOR TOURISM  
(2021) 
n. 300 poster numbered and signed. 
n. 3 white neon installed on the façades of 
three empty buildings.  
Photo Michele Sereni 

A project conceived for the ancient village of 
Corinaldo (AN), Italy, on the occasion of the 
event Una Boccata d’Arte, 
a project by Fondazione Elpis, Milano and 
Galleria Continua, San Gimignano, Italy. 













“The Decline of the Nation State 
and the End of the Rights of Man” 
is the title of chapter 9 of The Origins 
of Totalitarianism (1951) by Hannah 
Arendt. Here, the philosopher analyses 
the fall of the big empires during WWI, 
and their division through peace 
treaties and the Minority Treaties. 
But, the treaties which were meant 
to guarantee protection for minorities 
produced the first huge contingent 
of refugees: hundreds of thousands 
of Russians, Hungarians, Armenians, 
Germans and Spaniards. After a few 
years, the same happened as a 
consequence of the racial laws in 
Germany and the civil war in Spain. 
Arendt herself was forced to seek 
refuge in Paris and in New York. 
The treaties which were meant to 
protect minorities generated millions 
of exceptions. After WWI, the 
modern nation state was instituted in 
Europe, following the three principles 
of state-nation-territory. This meant 
that only people who belonged to the 
national territory, natives or those who 
accepted assimilation, benefited from 
state legal protection. All the others 
were exceptions, whose inalienable 
rights had to be safeguarded by the 
United Nations. 
Today, there are more than 65.5 
million exceptions in motion, due to 
climatic factors, economic reasons and 
wars. Displaced people are not a 
contemporary emergency, rather, they 
are the future and the past of 
humankind, as we have been moving 
forever. 
The title “The Decline of the Nation 
State and the End of the Rights of 
Man” unites the destiny of human 
rights together with that of the Nation 
State, that is, the paradigm through 
which we are used to seeing the 
planet divided. Differently from the 
purposes of the founding fathers of 
the modern nation state of Europe, 
history demonstrates that stateless 
minorities have never been assured 
inalienable rights, because the world 
never found anything sacred in the 
nakedness of being human. 

According to Arendt, instead of being 
meant as an exception, the stateless 
should be recognized as the paradigm 
of a new historical consciousness. 

Making this thinking by Arendt public, 
involves introducing the observer 
to an era which has recognized the 
urgent need for a paradigm shift. 
We have recognized the democracies 
gained in the last century as a good 
to be defended, but we have not been 
able to renovate them. So today, we 
look at each other, scared for our 
democracies, forced into nation states 
which more than ever are laboured in 
defending their own territorial 
sovereignty from the foreigner. 
For a long time, nationality has been 
re-oriented out from the nation, and 
towards the “inhabiting”, the “resid-
ing”. It is re-oriented towards the city, 
because the city is the entity where 
citizenship is achieved, by people who 
organize themselves into a community 
(civitas), which is able to build its own 
built environment (urbs) and its own 
rules (polis).  
Whatever the political entity able to 
serve, as an instrument, the needs of 
our time may be, will it assume 
statelessness as its own foundation 
principle? Can we envision a new 
“model of citizenship” finally 
emancipated from territorial belonging 
and founded on the very condition of 
exile?
If a paradigm shift were offered by 
the city, if the city were a pertinent 
reference, bearer of another idea of 
citizenship, it would be a city where 
it would no longer make sense to use 
institutions like “asylum”, or words like 
“hospitality”, because each of us would 
be legally protected as a foreigner. I 
believe that this is the challenge to be 
faced today. 
The neon The Decline of the Nation 
State and the End of the Rights of Man 
has a public vocation. 

<<
The Decline of the Nation State and the 
End of the Rights of Man (2018) 
Red neon cm120x50
Exhibition view. Alter Eva. Natura Potere 
Corpo, Palazzo Strozzi, Strozzina, 2021. 
Courtesy Fondazione Palazzo Strozzi 
©photo ElaBialkowska, OKNOstudio

<View, Banca di Bologna.  



Souvenir photo (2020-2022)
Print fixed on aluminium, iron.
20x26,5x17,5 cm
ed. of 11 + 2AP

Galleria Gian Marco Casini, Livorno.











<<<
Inventory. 
The Fountains of Za’atari. 
Video 4K, 52’14’’, 
subtitled English. 
Video-document filmed in Jordan 
between September 2017 and 
March 2018.

THE FOUNTAINS OF ZA’ATARI 

The Fountains of Za’atari is an 
inventory of the courtyards with 
fountains built by Syrian residents 
of Za’atari refugee camp, in 
Jordan, within their own homes. 
Za’atari Refugee Camp arose in 
2012 on a semi-desert area in 
northern Jordan, to receive 
Syrians fleeing the war. Rapidly, 
from being a first aid settlement, 
it became a town, the fourth 
largest in the country, and the 
second largest refugee camp in 
the world, with a population of 
150,000.
In Za’atari, advanced 
infrastructures have been built: 
the largest solar plant ever 
created in a camp; a water 
system which meets national 
standards; a facility where grey-
water is depurated and reused to 
irrigate the farmland where r
efugees are employed as day-
labourers. Thanks to cash 
circulation, a vibrant economy 
has developed: more than three 
thousand shops, three hundred 
restaurants, and then schools, 
clinics, and supermarkets where 
residents pay through iris identi-
fication. 
In a few months, as a private 
initiative, residents started to 
move the caravans provided 
by humanitarian organizations, 
gathering them around a void. 
From being houses, the caravans 
became rooms of more complex 
abodes which replicate the 
traditional courtyard-house 
common in the Arab world. In 
Za’atari, one out of ten houses 
is built with this criterion, and 
has a fountain installed at the 
centre of the courtyard. They are 

semi-public monuments, the city’s 
private squares. They are built in 
concrete and are not legal, 
because cement is at the top of the 
list of typical “materials of perma-
nence” which are not 
allowed to enter the camp. A camp 
must be temporary and informal. 
This is why Za’atari is a both a 
slum and a foundation city, at the 
same time. 
An inventory of Za’atari’s 
courtyards was produced within
the camp between 2017 and 2018, 
in collaboration with the 
journalist Marta Bellingreri and, 
on a commission basis, a work-
ing group which included painters 
Tasneem Al Nabilsi and Mahmoud 
Hariri, sculptor Tammam Al Hasan 
Al Nabilsi, calligrapher Eyyad 
Sabbagh, photographers 
Mohammad Khalaf and Dahham Al 
Hamad, under engineer Abu Tam-
mam Al Khedeiwi Al Nabilsi’s 
direction.
The Fountains of Za’atari is a 
device to sell the courtyard 
models to European cities or 
institutions. By paying royalties to 
the Syrian designer, they obtain 
the right to reproduce the 
selected model in its real 
dimensions. Once the sculpture 
is installed in a public space, the 
institution applies an iter 
formulated by legal experts in or-
der to qualify the object as an ex-
traterritorial space, that is, a space 
(and an object as well) which in le-
gal terms differs from the national 
soil it occupies, taking its distance 
from territorial sovereignty.
A power vacuum on national soil? 
Black holes where the law is 
suspended? The project’s 

ambition is to achieve the legal 
condition of the High Sea, which 
is one of the few territories on the 
planet that cannot be subjected to 
the sovereignty of any state. But the 
process is delicate and we proceed 
step by step. 
In accordance with Giorgio 
Agamben, can we envision a Europe 
which is no longer an impossible 
Europe of nations, but a territory 
topologically perforated by 
a-territorial cities ruled by 
extra-territorial relationships? Might 
a topologically perforated Europe 
start from some sculptures? Into 
and rapidly out of the symbol, might 
they be the foundation stones of a 
new city which materializes a new 
way of thinking of citizenship?

The Fountains of Za’atari 
participates in exhibitions for the 
sole purpose of generating new 
acquisitions of courtyard models. 
None of the elements included in 
this project are for the market. 
The Fountains of Za’atari does not 
deal with assistance. Rather, it is a 
device which shares the need to 
rethink refugee camps as cities 
which endure. If the “right to the 
city” is practiced, if a resident’s wish 
to organize himself into a 
community (civitas) is facilitated, 
if his ability to make decisions and 
formulate rules (polis) is encouraged 
as well as his capacity to build the 
material environment on the basis 
of its own needs (urbs), therefore, 
the citizen of the city achieves 
citizenship. For a long time now, 
nationality has been re-oriented out 
from the nation and towards the 
inhabiting, the residing: Might 
another way of thinking of 

citizenship – given back to the 
city, and finally founded on the 
very condition of exile, rather than 
on territorial belonging – 
materialize a valid paradigm shift 
that adequately serves our 
democracies?

Of course, the best refugee camp 
is the one that does not exist. Can 
we envision a global paradigm 
shift starting from the very space 
of paradox represented by refugee 
camps? 

To date, two fountains have been 
built in Italy. The first one is part 
of the museo MADRE collection, 
Naples, and the second one 
belongs to the Collezione 
Maramotti, Reggio Emilia. For both 
of them, the iter to achieve extra-
territorial status is in process. 

The project’s first phase was 
carried out in collaboration with 
Fondazione Pastificio Cerere, 
Rome, and with the support of 
MiBAC. It was completed and 
fully activated as a device thanks 
to Collezione Maramotti, Reggio 
Emilia. 







<<
Inventory. The Fountains of 
Za’atari.  (2018)
Wall Drawing. Soil, cm300x500.
View of the exhibition, 
Fondazione Pastificio Cerere, 
Rome.  
Photo Andrea Veneri. 

The map of Za’atari is reproduced 
on a wall with the technique of 
spolvero, using the soil taken from 
Mafraq Governorate as a pigment. 
The map is the masterplan of the 
water system of the camp. 
In the future, the wall drawing can 
be reproduced until the material 
depletion.

>
House 90, Block 1, District 12, 
Za’atari Refugee Camp, Jordan.
Sculpture.
Soil, sand, synthetic resin, bronze. 
Cm 300x375x7
View of the exhibition, 
Fondazione Pastificio Cerere, 
Rome. 
Photo Andrea Veneri. 

The sculpture is a 1:1 scale 
reproduction of courtyard n.48, 
built by Mr Hussein Mahmoud Al 
Uqla in House 90, Block 1, District 
12, of Za’atari Refugee Camp in 
Jordan. 
The object was produced in Italy 
by mixing resins and Jordanian soil 
and is presented vertically. 
The location and the name of the 
designer are indicated on one side. 
It is the first prototype developed 
from the inventoried models. Its 
installation on the ground and 
activation as a fountain will be 
authorized only once the object 
has extra-territorial status.













<<<
The Fountains of Za’atari, 2019
Views of the exhibition, 
Collezione Maramotti, Reggio Emilia. 
Photo Andrea Rossetti. 

<<
The Fountains of Za’atari, 2019
n.61 drawings. 
Pure pigments on paper, gold, iron. 
View of the exhibitions, 
Collezione Maramotti, Reggio Emilia 
(Photo Andrea Rossetti) 
and MAXXI museum, Rome 
(Photo Luis Do Rosario).

>>>
Mahallat el-Ghouta 94, Block 8, District 4 
(2019)
marble, 55 x 647 x 420 cm
Parco Alcide Cervi, Reggio Emilia, Italy
Courtesy Collezione Maramotti and 
MaxMara.
Ph. Andrea Rossetti













<<<
from the project The Fountains of Za’atari, 
clay models 1:10 scale of some courtyards, 
built in order to operate 3D scanning for the 
digitalization of the rchive and the 1:1 scale 
future reproduction of the models.
Views of the exhibition “Extraneous”, 
curated by Z. Colah and V. Viviani at Exile 
gallery, Vienna, in the frame of Curated By 
2022.   

<
clay model 1:10 scale of the courtyard built 
by Mhammad Mheasen Alaboud.
District 1, Block 9, House 15, 
Za’atari Camp, Jordan. 
45,1x25,6 cm
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<<<
Damascus, Syria, 11-21-2011 
(2019)
Black ink on paper, frame, 
cm70x50x6

<<
Damascus, Syria, 09-29-2011  
(2019)
Black ink on paper, frame, 
cm70x50x6.

[…] the Polis, properly speaking, 
is not the city-state in its physical 
location; it is the organization of 
the peoples as it 
arises out of acting and speaking 
together, and its true space lies 
between people living together for 
this purpose, no matter where they 
happen to be. 
[Hannah Arendt, 
The Human Condition]

This series of drawings illustrates 
the consistency of the multitude 
occupying urban voids, when it 
claims spaces of democracy. In 
these very moments, the multitude 
fulfils the vocation of urban 
planner, who designs streets and 
squares for transit and gathering, 
as pauses between the material 
environment. Each drawing 
illustrates an event, where the 
material environment is omitted 
and is instead suggested by the 
spatial presence of the crowd. 
Places and dates of the events are 
written and give each piece its 
title.  

So when we think about what it 
means to assemble in a crowd, a 
growing crowd, and what it means 
to move through public space in a 
way that contests the distinction 
between public and private, we see 

some way that bodies in their 
plurality lay claim to the public, find 
and produce the public through 
seizing and reconfiguring the 
matter of material environments; 
at the same time, those material 
environments are part of the action, 
and they themselves act when they 
become the support for action. 
[Judith Butler, Bodies in Alliance and 
the Politics of the Street]

I have dedicated this series of 
drawings to the Syrian people 
because I believe that the Syrian 
diaspora marks a global, critical 
breaking point. The revolution in 
Syria started in 2011, but the entire 
world seemed to realize it only in 
2015, when thousands of Syrians 
fled their country towards Europe, 
and split it up, 30 years after the 
Schengen Agreement. In 2015, 
Europe split in two – countries ready 
to receive newcomers and 
countries that closed their borders 
and started to build new walls. As a 
project, Europe wavered, and after 
a few months, Brexit meant that 
another Europe had to be designed. 
I believe that very moment was a 
huge chance to rethink the 
foundation principles of the nation 
state, to envision another idea of 
citizenship, founded on the condition 
of exile. 







<<

Metropolitan Voids Agency (Amman), 2018
Print on paper, frame. Cm 65x45

Since early XX century, Amman grows up 
“informally” receiving new comers from the 
neighbouring countries. Sand and rocks were 
extracted from peripheral areas and used as 
construction materials for buildings. Today, 
many former extraction sites are integrated in 
the urban fabric. Some of these voids are
populated and became informal settlements, 
like this huge crater in East Amman.







<<
ATLAS. 
On the Human Condition. 
Places and Times. 
2016

Steel, blue inks on different papers, hole. 
Ambient size. 
Installation view, Ex Elettrofonica, Rome.
Photo Andrea Veneri.
Courtesy Fondazione Rossini, Milan.

The book ATLAS is a collection of 
drawings that illustrate more than one 
hundred events from ancient and 
recent human history, and from 
literature. Each page shows a crowd 
gathered in a public space where the built 
environment is omitted. The places and 
dates of the events are written on each 
page. The book is installed in a hole in 
the wall of the exhibition space. When 
visitors enter, the gallery directors extract 
the book from the wall, place it on a desk 
and show each of the pages, telling them 
about the events, because the 
communication of the events is oral only.

A photo of Za’atari Camp serves as a 
bookmark. 









Asylia, 2015-2016

Cement, black marble dust, 
mt 13,5x8,34x0,80.
Project for a long-term work for 
ArtLine, Milan. Commissioned by the 
City of Milan.
Never built.
Photo Credits CityLife.

A black cement platform is built 
according to the golden ratio and placed 
in the ArtLine, CityLife sculpture park in 
Milan. 
As a platform, it is designed to be 
managed by international organizations 
working in human rights. As a sculpture, 
it will fall under a special jurisdiction with 
extraterritorial features. Like a relocated 
parvise (made of stone and immunitas), 
it is envisioned to materialize 
statelessness, in both legal and physical 
terms. The project was formulated on the 
invitation of the Municipality of Milan (as 
part of the 30 projects for ArtLine 
competition) with the help of Elena de 
Luca (researcher, Rome), Valeria Verdolini 
(sociologist, Milan), Tullio Leggeri 
(architect, Bergamo), Costantino de 
Sambuy (architect, New York) and OBRA-
architects (New York, Beijing, Seoul).

Asylia was a privilege granted to people 
and temples in ancient Greece, and is at 
the root of the modern “right to asylum”. 
For both individual and groups 
(ambassadors, heralds, artists), the 
status of asylia implied that they had 
nothing to fear – even in wartime – from 
those conceding them this privilege. 
Within these sanctuaries, immunity 
protected people and things. 
In Hellenistic Greece, these diplomatic 
concessions were granted by the 
powerful artistic corporation of the T
echnitai (τεχνται) – followers of the cult 
of Dionysus – which chose Teos as its 
official residence. 
Up until the mid-nineteenth century (and 
to this day, in some cases, due to the 
legacy of ancient covenants between the 
Italian state and the Papal States), 
churches on Italian soil enjoy the status 
of extraterritoriality. This jurisdiction is 
valid for the entire edifice, including the 
parvise, even when the latter is an open 
access area, such as a public square. The 
parvise is often a flight of steps, and a 
base that supports the main body of the 
building. 
I isolate the parvise (together with 
its jurisdiction) and move it into a 
park. 
From Masaccio to Brancusi to Burri’s 
Teatro Continuo, the base is pedestal. 
Asylia is envisioned as a black monolith, 
a sheer occupation of land. A black hole 
on Italian soil. 

The sculpture is a golden rectangle made 
of black cement: 8.34 m wide, 13.5 m 
long and 0.80 m high, like a table. The 
cement contains black marble dust: the 
colour black is the material. If scratched, 
its interior is identical to its surface, just 
like a rock. And like a bronze casting, it 
is poured as a single continuous casting, 
to render – once solidified – a monolithic 
block. 
The sculpture is assembled on site. The 
volume is hollow inside and has no foun-
dations, is not fastened to anything, and 
rests directly on the ground.  
Asylia is the name of a sculpture that 
qualifies a portion of soil, 
indicating a juridical status and sug-
gesting a specific use. The sculpture 

is a platform that may be experien-
ced as a seat or a stage. 
Hoping for a kind of future 
collaboration with UNHCR, the platform 
has, from its inception, been offered to 
a network of local initiatives* aimed 
at supporting human rights, so that it 
may be used for activities and events. 
A board monitors the quality of the 
events. The selection of the board itself 
acts as a statement. The board 
members* include figures and 
professional spheres that the platform 
offers as services. An online platform 
operates in conjunction with the 
cement platform, as an agenda, 
archive, and site for in-depth analysis. 
A coordinator offers quality control 
and logistic support for the activities 
on the platform for the first year, with 
the primary aim of turning it into an 
autonomous organism. What would 
happen if a special jurisdiction 
with extraterritorial qualities was 
in force on Asylia? 

* 
The research work in this specific area 
and the mapping of the local contexts 
used to draft this project have been 
made possible by the work of 
sociologist Valeria Verdolini, who I’d 
like to suggest as a possible activity 
coordinator; Escapes (Laboratorio di 
Studi Critici sulle Migrazioni 
Forzate, Dipartimento di Scienze Sociali 
e Politiche, Università degli Studi di 
Milano), Katia Anguelova (codirector, 
Kunstverein Milano) and Felicity D. 
Scott (associate professor, GSAPP, 
Columbia University, NY), Erdem 
Gunduz (choreographer, Istanbul), who 
have all agreed to cooperate as board 
members. Significant contributions 
have been made by Elena de Luca (art 
historian, Rome), prof. Mauro Politi 
(jurist, Rome), OBRA architects (NY, 
Beejing, Seoul) and Arch. Tullio Leggeri 
(Bergamo), who has been entrusted 
with the design and building of the 
sculpture. The project was conceived 
as part of the competition 30 projects 
for ArtLine, a sculpture park in the 
CityLife area, Milan.







To San Rocco with Love, 2014.
 
Scaffolding poles, metal mesh panels, 
wood, neon lights, twilight switch 
connected to public lighting. Ambient 
size. Built and demolished. 
Produced by Contemporary Locus and 
Impresa Poloni, Bergamo. 

This wedge-shaped structure was made 
with materials used for safety at 
construction sites or in derelict or 
bombed sites. The metal structure fits the 
architectural limits of the former church 
of San Rocco in Bergamo, Italy, which has 
been closed since 1930. San Rocco’s 
ceilings were covered with ancient 
frescos, which had to be safeguarded 
against vandals. At the same time, the 
site was abandoned and closed due to 
danger of collapse.
To San Rocco with Love was a 
staircase which served to create a safe 
and walkable structure for visitors as well 
as to build a structure that protected 
visitors from the fall of debris. 
To San Rocco with Love was a device that 
allowed visitors to visit the site. 
It represented the very condition to make 
the site visible and accessible again.
The structure transformed the site into an 
accessible square, open 24 hours a day, 
without any filters, no custodians, no 
doors and no informational tools. The 
indoor lights worked like street lighting, 
turning on at sundown and off at sunrise. 
In this way, the site became totally 
public, like a square, and people 
temporarily gained some public space. 
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The project was developed in 
Istanbul from February to October 
2013, with the aim of portraying the 
city’s urban transformation and how 
it has been conditioned by the 
geomorphological features of the 
area, and how the local community 
has reacted. At that time, 
governmental policies of urban 
regeneration, officially intended 
to adapt the built environment to 
anti-seismic standards, led to the 
demolition of entire neighbourhoods, 
such as Tarlabasi and Sulukule. As 
a consequence, entire communities 
were forcibly displaced from the city 
centre to settlements known as TOKI 
villages, 60km away from Istanbul. 
The phenomenon of 
gentrification was part of a central 
strategy to favour the private 
interests of developers. When the 
last symbol of democracy was in 
danger, people gathered to defend it. 
The Gezy Park Revolution expressed 
a need to claim spaces of democracy 
and responded to many of my 
questions. Resistance was a 
masterpiece; repression was a hell. 
The collaboration with geologists, 
urban planners, activists and 
journalists, the geomorphological 
study of the area, together with an 
investigation of the results of the 
regeneration plan, and the possibility 
of witnessing the revolution allowed 
me to carry out a series of works 
giving voice to local interlocutors. I 
decided to speak through material, 
and I used the local glass disposal 
system as a paradigm. 

Produced by AlbumArte, Roma;
AGI Verona; Visioni Future, Potenza;
Embassy of Italy in Turkey; IIC of 
Istanbul; VetroRicerca, Bolzano.
Produced in collaboration with 
Eugenio Crifò.

Istanbul City Hills_ 
On the Natural History of 
Dispersion and States of 
Aggregation.  
2013-2014. 





<<
Istanbul City Hills_ 
On the Natural History of Dispersion 
and States of Aggregation, 2013-
2014. 

Video-still. 
Photo-courtesy Fondazione MAXXI, 
Rome, Italy.
Video-document, 5’30” HD transfer-
red on Blu-ray Disc, sound 
Filmed and edited by Artkisler 
Videocollective (Istanbul/Ankara) at 
Özen Cam’s facilities in Kayaşehir, 
İstanbul, in June 2013. Here, the 
company collects and processes 7,000 
tonnes of glass waste per month, 
preparing the fragments for the next 
melting. The material comes from all of 
Istanbul’s municipalities and includes 
both residuals from demolitions and 
glass broken during the riots.
Behind the hill of glass is the skyline of a 
TOKI settlement, where many 
communities from Istanbul have been 
resettled.  

>>
Istanbul City Hills
On the Natural History of Dispersion 
and States of Aggregation. 
2013-2015

view, Fondazione MAXXI, Rome.
Courtesy Fondazione MAXXI.
Video, book, iron, 3,000 kg of glass 
waste. 
The glass fragments are debris from 
demolition in the city and are put 
together on site to reproduce the 
elevations of the Istanbul area 
(ambient size, natural light only).

>>>
Istanbul City Hills_On the Natural 
History of Dispersion and States of 
Aggregation, 2013.

Book, cm 13x17, 144pp, colour, Ed. 
Libria, printed in Istanbul in 
September 2013.
The book illustrates the project through 
production stills and a collective 
conversation where contributors 
articulate their contributions in different 
linguistic registers.

List of contributors: 
Artikisler Video Collective (artist, 
Ankara-Istanbul), Rusen Aktas (art 
curator, London-Istanbul), Mr Atalay 
(owner Ozen Cam, Istanbul), Hera 
Buyuktasciyan (artist, Istanbul), 
Eugenio Crifò (art historian/researcher, 
Rome), Alessandro Cuccato (director 
VetroRicerca, Bolzano), Cristina Dinello 
Cobianchi (president AlbumArte, Rome), 
Giorgio Fasol (art collector, Verona), 
Luca Gasperini (scientist ISMAR-CNR 
Bologna), Korhan Gumus (architect, 
Istanbul), Mehmet Kacmaz 
(photo-journalist, NARphotoAgency, 
Istanbul), Barbara Marengo (journalist, 
Venezia-Ankara), Margherita 
Moscardini (artist, Italy), Jakob 
Racek (cultural manager, Goethe 
Institute Prague), Moira Valeri (architect 
and professor, Istanbul), Erdem Ungur 
(architect, Istanbul), Isik Gulkaynak 
(architect, Istanbul).















<<
With Love, 2013-2016
Wall-paper (ambient size)

<
Istanbul City Hills_
On the Natural History of Dispersion and 
States of Aggregation, 2014.

Blue inks on paper gr 200, cm 43x29.
Collezione LZ, Rome.

>
Melting of the elements of different 
coefficients. Only at the highest 
temperatures, their union is 
guaranteed. After the cooling and 
throughout time, it could be known 
whether the tensions generated by the 
differences produce any cracks, or the 
sheets resist. The fragments have been 
collected in Beyoglu, Istanbul in June 
2013. (2014)

Steel, glass. 
Archivio Margherita Moscardini.
Photo Dario Lasagni.

Glass shards from vehicles burned during 
the riots and used as barricades around 
Taqsim Square were collected and delivered 
to the VetroRicerca workshop in Bolzano. 
Here, they were melted, responding to this 
question: how can such a multiplicity endure 
(and resist), despite its differences?











A Forest / Public Stage is a staircase 
that occupies the whole courtyard of the 
palace. At the same time, it is a stage 
designed for public events, as well as a 
platform and a public square. Each step 
is made of a tree that fell in Florence due 
to natural events. 
The scientific name, as well as the 
geographic coordinates of the tree used, 
are engraved on each step. The steps are 
installed on a structure made of metal 
tubes usually used for construction. 
The material is borrowed temporarily and 
will be given back to the company and 
workshops for re-use.
Each step is produced by a local 
workshop and assembled on site. 

The fallen trees from Florence become 
stairs that allow people to experience the 
palace from points of view never seen 
before. The stage is offered to artists 
who are invited to perform and play 
music, using the palace as both a tool 
and the material of the action. 
Suggestions for use of the stage/
platform: 
- the artist performs on the stairs, with 
the public standing or sitting around him; 
- the artist uses the stairs as a 
platform and invites the public to 
witness the show from the third floor;
- the artist performs from the first floor, 
addressing the audience sitting on the 
stairs. 

A Forest / Public Stage is a forest made 
from trees of different ages (300, 100, 
50 years old), producing a temporary 
and walkable sculpture. 
This temporary monument celebrates the 
different ages of the city and a part of its 
green architecture. Unlike its built 
environment, the green space rejects 
every preservation strategy. What is 
naturally rejected from the city, here is 
re-used. 
The stage follows a tradition that, from 
Masaccio to Brancusi, now considers the 
pedestal as the ground where facts (both 
urban and human) represent themselves. 
In urban terms, Florence is too 
designed and preserved to offer any 
“spaces of contradiction”. In 2015, 

Florence celebrated Poggi who, like 
Haussmann, ordered massive 
demolitions in the city and introduced 
(green) boulevards in the name of 
modernity. Boulevards were platforms 
meant to frame the (spectacle of the) 
city. This work interprets the public 
(green) space of Modernity inside 
Palazzo Strozzi.

The project was formulated at the 
invitation of Fondazione Palazzo Strozzi 
and Elena Magini, with the help of Prof. 
Pippo Ciorra and Arch. Costantino de 
Sambuy.

                                                                                 

A Forest / Public Stage, 2015

A project for Palazzo Strozzi, 
Florence.
Wood from local trees that fell 
because of natural events; 
iron tubes. Never built. 









>
Maquette with sentimental defects, 2013.
Carrara white marble (parent material), 
linden, glass. 
Installation view, Ex Elettrofonica, Rome. 
Collezione Ettore Alloggia, Rome.
Photo Dario Lasagni.

>>>
Maquette, 2013. 
Asphalt, marble (artefact), marble sand, 
glass. Ambient dimension.
Installation view, Ex Elettrofonica, Rome.
Collezione Anna e Francesco Tampieri, 
Modena. 
Photo Dario Lasagni.

An hourglass contains sand from the 
emptying of a small marble object. The piece 
was stolen from an archaeological site near 
Rome. The marble object has been 
transformed into a small pavilion and fixed 
inside a piece of asphalt found in Rome. The 
asphalt is turned upside down so that the side 
that was originally underground becomes an 
incline where the marble object is fixed.











In Heuqueville, France, the blockhouse is 
located in a military zone, after a field of 
cows. In Grove, Denmark, too, the bunker 
battery is located on the military reserve. 
In Quiberville, France, the concrete mono-
lith has fallen from a cliff  and is stuck in 
the sand. When the sea level rises, it fills 
with water and you can hear the ocean, 
like a shell. In Måløy fjord, in Norway, the 
bunker is nestled between the rocks. 
In Capbreton, France, the bunker 
battery is used by surfers and swimmers. 
In Dunkirk, on the French- Belgian border, 
teenagers sleep in the blockhouses after 
parties. On L’Amélie beach, in France, the 
fluorescent green bunkers have become 
mussel farms. In Søndervig, Denmark, 
they are located among houses and dunes. 
In Grand Fort Philippe, France, the battery 
is half buried, between a nuclear plant and 
a condo building. In La Somme, France, 
Madame Senichal inherited three lakes 
with a bunker each. In Bayonne, France, 
Barbara Tower is still smiling.

The project 1×UNKNOWN originated in 
2012 from research into inhabitable solid 
forms whose permanent nature expresses 
both emancipation and their belonging to 
a context (this feature is recognized as the 
political substance of sculpture, which is 
both a judgment and dialectic). 
The structural features and specific 
geopolitical references of the Atlantic Wall 
fortifications led to them being chosen as 
the main source. 
The Atlantic Wall (1942-1944) is a series 
of about 15,000 fortifications built along 
the European Atlantic coast (from the 
Pyrénées to Norway) for the purpose of 
defending “Fortress Europe.” The Third 
Reich commissioned the Atlantic Wall 
project to the Todt Organization, which 

1XUnknown (1942-2018, to Fortress 
Europe, with Love)
2012-2018

n.21 short films, minidv and HD 
transferred on hard drive, different 
duration, sound.

The first part of the project was 
produced by Fondazione Pastificio Cerere, 
Rome, and developed in 2012 along the 
French coast between 
Normandy and the Belgian border. 
In June 2018, the project was 
finalized with the support of MAMbo 
museum, Bologna; Collezione Ettore 
Alloggia, Rome; Collezione Pierangela and 
Stefano Borghi, Bologna; 
Collezione Anna and Francesco 
Tampieri, Modena. 

>>
From the series 1XUnknown (1942-
2018, to Fortress Europe, with Love), 
2012-2018.
Still from a video taken in 2012 in 
Quiberville (FR), where a bunker fell 
from a cliff as a 
consequence of the erosive process.

Courtesy Ex Elettrofonica, Rome.
Photo Andrea Veneri.



Karola, Bruno, etc.), but 1×UNKNOWN 
(1942-2018, to Fortress Europe with 
Love) is concerned with still-anonymous 
blockhouses, whose function has not 
yet been identified. The project 1×UNK-
NOWN (1942-2018, to Fortress Europe 
with Love) documents different typo-
logies of blockhouses through video/
sound recording. The project focuses on 
the ways each one has been conditioned 
by environmental transformations (both 
atmospheric and social behaviours). 
Blockhouses are recognized as 
sculptures, and analysed through their 
spatial presence. The project is also 
a document showing the architecture 
of the Atlantic Wall, taken before its 
complete disappearance. Some of the 
structures are ruined, or totally 
compromised and blended in with the 
rocks; others are perfectly preserved.
The Atlantic Wall project was envisaged 
by the Third Reich for the purpose of 
defending “Fortress Europe” from the US 
Army. In the past few years, the term 
“Fortress Europe” has appeared in public 
discourse again, identifying the EU as a 
political force whose integrity is 
threatened by people seeking refuge 
and that feels justified in building new 
walls. Within this framework, the project 
1×UNKNOWN (1942-2018, to Fortress 
Europe with Love) offers itself as a 
critical tool to react to the urgencies of 
our present.

turned the whole European Atlantic coast 
into a military construction site, closed 
off  to everyone, for three years.
This hysterical waste of economic 
resources and labour forces was a 
colossal endeavour, destined to fail, 
which was never actually completed.
Each of the bunkers is a work of 
sculpture, a solid form of reinforced 
concrete without foundations, made by 
pouring the mix into large moulds, in a 
single hours- long operation so 
there would be no interruption: any joint 
would have been a weak point. The lack 
of foundation allowed the structure to be 
moved and displaced by the impact of 
an attack. Right angles were broken off  
during the design phase, before enemy 
artillery could do it; the entrance was 
kept as small as possible, allowing only 
one person to pass through at a time, 
and ensuring that person’s survival in a 
final battle. Each blockhouse is an 
architectural module where strictly 
functional motivations were entrusted to 
a standard system of production, which 
produced archetypical figures that 
cannot be placed in any particular 
location or to any particular time. The 
process of erosion the fortifications have 
been subjected to seems to have 
completed their original design. Indeed, 
the bunkers of the Atlantic Wall were 
initially camouflaged in complicated 
ways, in order to blend into their 
surroundings. Over time, as they have 
been modelled by the wind and tides 
– which affect them the same way the 
surrounding landscape is affected –, 
they have ended up resembling the raw 
material extracted for their construction: 
the sand dug up on site to make the 
concrete. In spite of this process of 
blending into the landscape, however, 
each bunker remains a monolith, 
isolated and as resolute as a judgment, 
a political statement. Over time, none of 
the Atlantic Wall blockhouses have been 
demolished, and local inhabitants and 
administrations have given them 
various functions. 
Museums, annexes, storage rooms, 
B&Bs, rocks, landmarks. A proper name 
is engraved on many bunkers (Barbara, 







From the series 
1XUnknown (1942-2018, to Fortress 
Europe, with Love), 2012-2018.
Still from a video, Heuqueville (FR), 
taken in a military zone. 



From the series 
1XUnknown (1942-2018, to Fortress 
Europe, with Love), 2012-2018.
Still from a video, taken at L’Amelie 
beach (FR).



from the series 
1XUnknown (1942-2018, to Fortress 
Europe, with Love), 2012-2018.
Video-Still, Grand Fort Philippe (FR).

The Grand Fort Philippe battery, in 
France, demonstrates the archetypical 
features of many bunkers on the 
Atlantic Wall. Here, the battery looks like 
an Etruscan necropolis in Tuscany, or an 
Aztec settlement in Yucatan.



From the series 
1XUnknown (1942-2018, to Fortress 
Europe, with Love)
Still from a video taken in a private 
property, Bihen Saint Firmin (FR).



From the series 1XUnknown (1942-2018, 
to Fortress Europe with Love)
Still from a video taken in 2018 in Saint 
Palais sur Mer, France.



From the series 1XUnknown (1942-2018, 
to Fortress Europe with Love)
Still from a video taken in Capbreton, 
Pyrenees Atlantiques, France, in 2018.



From the series 1XUnknown (1942-2018, 
to Fortress Europe with Love)
Still from a video taken in Søndervig, 
Denmark, in 2018. 



From the series 1XUnknown (1942-2018, 
to Fortress Europe with Love)
[Barbara Tower] Still from a video taken 
in 2018 in Bayonne, France.
 



from the series 1XUnknown (1942-2018, 
to Fortress Europe, with Love), 
Still from a video, taken in 2012 in 
Dunkirk, France.



From the series 1XUnknown (1942-2018, 
to Fortress Europe with Love)
Still from a video taken in 2018 in a 
private property, Fjord of Måløy, Norway.







from the series 
Unknown (1942-2018, to Fortress 
Europe With Love)
Watercolor, frame, serigraphy on glass. 
Cm 105x75.



from the series 
Unknown (1942-2018, to Fortress 
Europe With Love)
Watercolor, frame, serigraphy on glass. 
Cm 105x75.





TheLandscapeProject (Milan) 2010-11

view of the maquette in Kaleidoscope 
project space, Milan, Italy.  
Glass fragments collected while 
walking along the streets and 
visiting abandoned areas, Milan. 
Different dimensions. 
Photo courtesy 
Galleria Raffaella Cortese, Milan.

The work reproduces a map of Milan 
through glass fragments, put together 
and placed at the point where they were 
found. The work was produced in 
collaboration with a group of NABA 
students, coordinated by the Visual Arts 
department.


