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1. Your projects often reference works of art 
and artists. For you, is this an explicit method 

of working? And how do you feel that art 
contributes to your work?

Gianfranco Bombaci: Yes, absolutely, art is part of our way 
of developing the project, especially in the first moment. As you 
mentioned [earlier] it is sometimes about aesthetic – so searching 
for aesthetic solutions... Of course starting from the piece of art that 
is then transformed into something else, especially an architecture. 
Sometimes [the process] is not just about aesthetics, but is really 
involved in the approach of the artist. Also, we started our careers in 
situations that were really close to the art world. For our first projects 
we were students, we were not already architects, so for example 
the first two projects we realized were occasions that were born in 
an artistic situation or competition for artists. Because we were not 
architects we can not achieve some… 

Canadian Academy in Rome: This was the blur [project]?

Gianfranco Bombaci: Yes, this was the rotunda, but also the 
garden in Spain.

Matteo Costanzo: Also connected to the program of art and public 
space.

GB: We also started making a magazine that was 2A+P – the name 
of this magazine. In that period we were really focused on this 
idea that architecture was something related to other disciplines, 



so the meaning of 2A+P, at that time, was Art, Architecture, and 
Philosophy. So in that magazine we put pieces of architectures and 
artists. In that period we went a lot of times to galleries in Rome.  We 
were really inside the art underground in Rome. So probably that’s 
why today we still continue this relation with contemporary artists – 
not only contemporary. 

MC: Not only contemporary. The fact was that we were trying to 
understand an inclusive approach, and for example the magazine 
usually worked on a topic. There was a monographic issue; the first 
one was Body, and we tried to understand the connection between 
art, architecture, and philosophy: how contemporary art was trying 
to work on the body, and which were the connections between the 
body and the space. So, at that time, we were trying to understand 
what were the direct connections between these different disciplines. 

CAiR: You were trying to use these different disciplines to solve this 
one problem?

MC: We know they are really different. If you are an artist you are 
an artist; you work in a really different way, and probably also the 
content of your work is totally different, and the spaces in which  you 
are going to show these elements are totally different. But at the same 
time, as was already said by Gianfranco,  some works of art, in a very 
precise way, and in a very simple way, express an aesthetic that is 
really difficult to have at the beginning of an architectural project. So 
they really help you in finding the specific path that helps the project 
to go to the conclusion. So, for example, when we talk about three 
dimensional structures, it’s more easy to find in a sculpture made 
by Sol LeWitt the good solution – I mean the possibilities – than 

Sol LeWitt

(i)

(ii)

(iii)
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construction of the image. Sometimes you see these colours or forms, 
or the construction of some drawings using the precise axo, which 
are really close to the description of a strange object – like some 
games or a design object itself. So sometimes when people look at 
our project from the outside, they recognize this naïveté. We are a 
little bit afraid of that because it seems at the same time that we are 
not architect, that we are…

GB: That we are not serious. 

CAiR: Naïveté often has a negative connotation, but it didn’t always 
have it.

trying to work on a model for a week. Sometimes the attitudes are 
more clear and specific in the artworks.

GB: And the nice thing is also that you look at images from art every 
time a different way. It depends on the project that you are doing. 
You look at the same image and you see other things.

CAiR: There’s a lot of information encoded in an image.

GB: Yes, about copying it’s like this: you can copy it, but every time 
it’s different. And then we have some artists that are very important 
to us. LeWitt is one of these. Henri Rousseau also, for an aesthetic 
point of view. In this moment it’s also very trendy to use pieces 
from Rousseau in images and collages, but we are fascinated also 
by the real biography of the artist, because he painted all of these 
beautiful landscapes where he had never been. So, in a certain way, 
we feel similar to Rousseau because sometimes we design in places 
were we have never been. Bamyan for example. Today, one designs 
everywhere in the world. 

MC: Yeah, we feel in the Rousseau condition. So, of course we really 
like his aesthetic in which he painted and the images he was able to 
produce, but the most important thing is probably the condition: 
he didn’t travel too much, but he was able to use newspapers and 
pictures and photos to re-invent that kind of space – that probably is 
totally different [in reality]. I think that the forest made by Rousseau 
is a project. I mean, it’s not true. It is an invention in itself.

MC: Yeah, there are more reasons to speak about naïveté. The 
first one is probably the aesthetic we have in our drawings and the 
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It is fitting that Henri Rousseau should be the de facto representative 
of naïve art. In 1972 the famous MOMA exhibition “Italy: The New 
Domestic Landscape” cast onto the world scene the works of Andrea 
Branzi and Ettore Sottsass – both critical influences for 2A+P/A. 

Soon after, there was a massive retrospective of naïve art, and at 
the heart of this exhibition were the paintings of Henri Rousseau. If 
naïve architecture now, or primitive art in the time of Picasso, is a 
willful letting go of strict intellectual dogmas, then the work of Henri 
Rousseau is more truly naïve. Born in 1844 in Laval, France, Henri 
Rousseau studied law and practiced until he was accused of perjury. 
He then found work as a soldier for the next four years until his 
father’s death, after which he moved to Paris to care for his mother. 
There, he married, had children, and found employment at the toll 
collector’s office where he worked collecting taxes until the age of 
49. He then retired to pursue his beloved art, which he had begun to 
pursue less than a decade earlier.

We greet you 
kind ROUSSEAU, you hear us

Delaunay, his wife, mister Queval and I
Let our luggage pass freely by the gates of heaven

We bring you brushes, paints and canvas
so that your pastimes be sacred in the light of  REALITY
you dedicate them to painting as you drew my portrait

The face of stars

- Henri Rousseau’s epitaph, written by 
Guillaume Apollinaire -

Henri Rousseau

(iv)

(v)
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2. You’ve spoken about your work having a 
naïveté. Is this for you an aesthetic sensibility 

or more a method of working?

MC: You run on a blade when you use these words. But there is 
another aspect of naïveté that really helps us in making architecture: 
it is the fact that we usually refer to something. If we start a new 
project we try to interpret the project as a moment also for a work 
of research. And so we open a new file and we start to put inside 
this new folder different pictures, different textures, or different 
architects, and of course different architecture – trying to make 
a new building, a new space, a new architecture. And we use this 
naïveté because it helps you in going out from a coherence. So you 
can sometimes work, I don’t know, with a texture of Andrea Branzi, 
but at the same time an image made by Aldo Rossi, which of course 
are not possible to connect in a direct way. So this naïveté gives 
you a distance from this context and gives you also the possibility 
to misunderstand something and rearrange this new history in 
a different way that, at the end, will not be connected with the 
elements used to build it.

CAiR: It’s almost like the way Picasso used to work, attempting to 
achieve a childish view of the world.

MC: Yeah. We think, for example, in misunderstanding Robert 
Venturi, today you can do a good work. Hahaha!

GB: Yes. Then, you know, you have to consider that for us it’s very 
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Misunderstanding Venturi

“Architects can no longer afford to be intimidated by the puritanically 
moral language of orthodox Modern architecture. I like elements 
which are hybrid rather than “pure”, compromising rather than 
“clean”, distorted rather than “straightforward”, ambiguous rather 
than “articulated”, perverse as well as impersonal, boring as well as 
“interesting”, conventional rather than “designed”, accommodating, 
rather than excluding, redundant rather than simple, vestigial as 
well as innovating, inconsistent and equivocal rather than direct and 
clear. I am for messy vitality over obvious unity. I include the non 
sequitur and proclaim duality.

I am for richness of meaning rather than clarity of meaning; for 
the implicit function as well as the explicit function. I prefer “both-
and” to “either-or”, black and white, and sometimes gray, to black 
or white. A valid architecture evokes many levels of meaning and 
combinations of focus: its space and its elements become readable 
and workable in several ways at once.

But an architecture of complexity and contradiction has a special 
obligation toward the whole: its truth must be in its totality or 
its implications of totality. It must embody the difficult unity of 
inclusion rather than the easy unity of exclusion. More is not less.”

 - Venturi, Robert. Complexity and Contradiction in Architecture.  
     New York: Museum of Modern Art, 1966.

(xi)
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Architect 1: It would be great to show a misunderstanding through 
a drawing.

Architect 2: Yes... like the Monumental project by 2A+P/A. That 
project works well as a subversive misunderstanding of Ettore 
Sottsass.

Architect 1: Oh! Do you think we should misunderstand a building? 
I was thinking about misunderstanding a theory. This is a great idea 
though!

Architect 2: Well, that’s not quite what I meant.

Architect 1: Ha! Now we’re having a misunderstanding about the 
very idea of misunderstanding. A meta-misunderstanding.

Architect 2: The question, then, is this: which misunderstanding is 
the most interesting?

(xii)
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important to imagine architecture as a scenography for activities, 
for life, for people. So sometimes it’s very important for us to 
represent this life inside of our projects, and maybe this also brings 
our representation to something that could be seen as naïve. And 
sometimes we feel – I don’t know if Matteo agrees with me - that this 
kind of naïve representation is less guilty, can I say? than a render, 
which is really a way to simulate, to represent, this great architecture, 
but then maybe... it’s just a lie. 

CAiR: There’s more emphasis on the life on the inside of your 
buildings.

GB: [A rendering is] something commercial, so we sometimes want 
to avoid this. And maybe this pushes us towards this sort of naïveté 
that, we feel, is more sincere.

MC: Or just because sometimes the project needs to have a moment 
of abstraction, and probably speaking about the representation and 
the high quality of the render that used to be more realistic than 
the real itself... Naïveté gives you this new space where the project 
seems like a drawing made by a child. That of course is dangerous, 
but at the same time it is a moment in which architecture is still 
an abstraction, and you can really understand the intention of the 
project, and not just the aesthetic solution in the real space.

(xiii)
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Naïve Architecture

In 2010, Milica Topalovic published “The New Naïve” in Innocence, 
the first issue of San Rocco. Here, naïveté is not used in the 
colloquial sense. Instead it describes the intended experience of the 
architecture, and by extension, a method of designing. By appearing 
as though the architect tried to “unlearn his skills” the work seeks to 
induce a primitive phenomenology by creating a “space before the 
analytical distancing that language entails”.

For the naïve architect, a realistic rendering misses the point of 
rendering. A perspectivally correct, photorealistic image, because 
of its inherent spatial and temporal specificity, is inherently and 
ironically limited in its ability to convey the thesis of an architecture. 
It can also fail to even convey the feeling of what it might be like to 
inhabit a space. Often it succeeds only in selling condo units.

For the naïve architect, a rendering can convey specifics about the 
experience of a building – and an approach to architecture – if its 
aesthetic is freed from the exactness of reality. No longer distracted 
by the wood floor’s perfect reflection and bump map, the maniacally-
precise geometry of the form, and the numbing warmth of Gaussian 
blur, one can now see the idea of the architecture. And, if spaces feel 
the way they do because of how we inhabit them, one can perceive 
the experiential intentions too. The new naïve make drawings the 
way they make buildings.

(xiv)
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GB: Collaboration is a very important topic for us because we started 
collaborating with our friends, then we had this first office with five 
partners – now we are two – but we use collaboration as a way to 
learn and to know other architects in a deeper way. And we try to do 
this also with architects that we recognize, in a certain way, as a point 
of reference – masters, we can say. 

CAiR: Influences for you guys?

GB: Yeah, so this is why we collaborated with Yona Friedman, 
or Andrea Branzi, or now with Gian Pierro Frassinelli. And the 
experience with Sottsass was an invention because he was already 

3. You guys often collaborate directly with 
other architects or conceptually as with the 
late Ettore Sottsass. Is collaboration a way 
for you to learn from the past, or is it also a 

method for generating new ideas? 

(xv)
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dead. So to make a collaboration with him we had to invent this 
sort of diachronic collaboration. It was also an idea that started 
from the San Rocco magazine project. It was for the collaboration 
issue, and one of the points of the introduction of that issue was 
this kind of two-way collaborating, so considering architecture as a 
universal knowledge, we can say, a heritage that is common to all the 

people, and that should be shared. Then you can, in a certain way, 
collaborate also with Bramante or Borromini or Bernini. And it was 
also really interesting to make this project. We started from just a 
drawing, an axonometric view, and we imagined the interiors of this 
project, for which we also invented the function, because the name 
of that drawing is just Monumental Architecture. We interpreted this 
drawing as a house in front of the sea, because we have a movie, a 
sort of interview, of Ettore Sottsass and we have some frames where 
he really is drawing that drawing. He in his house in Favignana, this 
island close to Sicily, in front of the sea, so we imagined that the 
house probably should be in that kind of position. 

MC: I think that this is a new path for our work, but this out-of-time 

collaboration is also a way to copy from history in a different way. It’s 
not just sampling something that comes from history, but it is a new 
path because you go inside some project and you try to make a new 
project inside it, as in the case of the Ettore Sottsass drawings. But 
it’s not just stealing from the language of Sottsass. 

GB: It’s something more like hacking.

MC: Yeah, but also it’s making an architecture within an 
architecture. It’s something like finding an empty space that no one is 
using at this moment and filling it with new content – content that is 
not necessarily directly connected with [the container], and it’s also 
important this that it is not necessarily coherent with the space that 
existed at the beginning in the drawing by Sottsass.

GB: And also with the time... because when you do these kind of 
experiments you have to consider that you’re working on something 
that was designed in a specific moment with other political or social 
or ideological ideas, but when you do [your own experiment with the 
work] you are in another moment in history. So it’s also interesting 
to make this sort of tabula rasa of  [the context] around the project. 
You just work on the architecture.

CAiR: I guess in the case of the Monumental Architecture project 
the void was very literally what was inside. 

GB: We were really curious about what was inside. 

MC: Yeah, that can be a house, but as Andrea Branzi wrote, it can 
also be a tomb, so there are two different interpretations.

(xvi)
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