
 
 
 
 
 
 
 
 
 
 
 

 
 

This thesis has been submitted in fulfilment of the requirements for a postgraduate degree 

(e.g. PhD, MPhil, DClinPsychol) at the University of Edinburgh. Please note the following 

terms and conditions of use: 

 

This work is protected by copyright and other intellectual property rights, which are 

retained by the thesis author, unless otherwise stated. 

A copy can be downloaded for personal non-commercial research or study, without 

prior permission or charge. 

This thesis cannot be reproduced or quoted extensively from without first obtaining 

permission in writing from the author. 

The content must not be changed in any way or sold commercially in any format or 

medium without the formal permission of the author. 

When referring to this work, full bibliographic details including the author, title, 

awarding institution and date of the thesis must be given. 

 



ATHENS’ IMAGE-OPSIS: The Asperity of Attica’s Marble Vol. 3

MARIA MITSOULA
PhD in Architecture by Design, University of Edinburgh
2016



“This thesis takes the form of three volumes. Vol. 1 presents a set of text-led parts and chapters. Here the illustrations employed guide the reading of the 
textured theoretical arguments. Vol. 2 takes the form of an ‘image gallery’, where the primacy of the textured visual argumentations take over the task of 
describing and analysing the broader situation. Vol. 3 consists of an architectural portfolio that opens the analysis through the textured nature of design. 
Vol. 1 and Vol. 2 are closely related, but instead of imposing a fixed structure by punctuating Vol. 1 with the imagery of Vol. 2, two separate volumes are 
created that allow for a flexibility in the manner one ‘reads’ the material; one can, for example, place one volume next to the other or read them as two 
stand-alone documents. Vol. 3 advances a discourse on architectural design as it unfolds the techniques, methods and methodology employed for the ‘making’ 
of four speculative design propositions. Framed around three design briefs, the four design projects proposed here have both situational and programmatic 
specificity. This tripartite Architecture by Design presentation documents process rather than offering a resolution, as the thesis opens and presents its own 
thickening of marble.  All together, Vol. 1, Vol. 2 and Vol. 3, offer a network of active and textured ‘readings’ of this Architecture by Design thesis.” 



ABSTRACT

Athens insists on representing white marble as the material embodiment of the city, 
and consequently white marble is persistently present in mythologies of the city. 
This thesis argues that in perpetuating these myths that make consistent appeals 
to idealised ‘white places’, the reciprocal and mytho-poetic relationship between 
marble’s materiality and the Athenian metropolis is progressively over-simplified. 
The result of this particular, reductive historiography is that today the contemporary 
opsis (architectural surface and image) of marble stimulates an emotional (pathetic) 
perception of the material that, by extension, fosters a marble-image of Athens 
that is truly pathetic. This pathos is clear if we consider the violent gestures that 
accompanied a series of recent anti-austerity riots in which rioters deliberately 
tore marble veneers from numerous modern and contemporary urban edifices. 
Despite the apparent senselessness of this act of dissent toward the superficiality 
of the current Athenian politico-economic apparatus, these actions in fact exposed 
the superficial manner in which the material has been employed to re-present 
Athens as an imaginary place. This thesis regards the perceptible absence of marble 
brought (inadvertently) to the surface during these riots as an opening to a deeper 
understanding of marble’s materiality. 

‘Following’ the agency of marble’s matter, this Architecture by Design thesis 
presents three potential ways of re-instituting what matters in Attica’s marble. 
Firstly, the thesis advances a theoretical argument for the mutually constitutive 
relationship between marble and Athens, where obsolete illustrations and a priori 
dogmas regarding notions of matter and materiality, image and opsis, landscape 
and ecology are challenged (Vol. 1). Secondly, the thesis presents a re-presentational 
visual archive as an expressive essay of both marble’s opsis and of Athens’ marble-
image (Vol. 2). Thirdly, the thesis evokes the poetics of marble as discourse along 
with a portfolio of architectural design as it materialises a series of speculative 
design propositions that are placed in specific charged contexts across the broader 
Attic (metropolitan) landscape, and which address practices of marble concerned 
with the marble-image of Athens (Vol. 3). Read in conjunction (or in disjunction), 
these three means of re-situating marble’s materiality within its inherently aesthetic 
and, by extension, political ground mobilise the material’s asperity. In this way, the 
material’s intrinsic textures, tensions and differences are projected into the making 
of marble’s opsis —an opsis that in turn re-informs and enriches the making of 
Athens’ imageries. 
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 1 
In total, ten architectural design propositions are 

suggested. See Drawings: Atlas of Attica’s Marble in Vol. 2.

 2 
As discussed in the second part of Vol. 1, I employ the 

term ‘ecological’ in the sense Felix Guattari elaborates in 
the Three Ecologies. Guattari extends the conventional 

notion of ecology (as the economy of nature) to an 
ethico-aesthetic paradigm that involves changes in modes 

of production, axes of value and ways of living as it 
simultaneously addresses environment, society, economy, 

and politics along with individual/collective human praxes. 
Guattari, F. (2000). The three ecologies. Trans. Pindar, I and 

Sutton, P. London and New Brunswick: The Anthlone Press 

As for the term ‘sensible’, I follow Jacques Rancière’s 
articulation in ‘Ten Theses on Politics’ (further discussed 

in the the first part of Vol. 1), according to which “The 
partition of the sensible is the cutting-up of the world and 
of world [...] a partition between what is visible and what 

is not, of what can be heard from the inaudible.” Rancière, 
J. (2001). Ten Theses on Politics. Theory & Event. Vol. 5. 

No. 3 

This volume presents four ‘materially’ informed architectural design propositions 
that are embedded into the Attic (metropolitan) landscape amid the current 
financial crisis. Set up as design explorations (research-by-design), marble in 
these projects takes the role of an agent that opens up a critical discourse on 
architectural design while simultaneously challenging romantic representations of 
the marble-image of Athens.1 Put differently, these four projects call attention to 
the ‘making’ of architectural buildings, urban and landscape schemes that affect 
practices associated with marble across contemporary Attica, while changing the 
conventional ways through which marble is employed and represented in Athens. 
However, these projects are not literally probing the ways marble is applied; I am 
not pursuing the question of how the material comes together in a straightforward 
or merely technological manner. The way marble (or any material in that sense) 
is addressed is by making it ‘immaterial’, or, in other words, by holding marble’s 
immediate sensual qualities in abeyance so that the politics and poetics of marble’s 
image-opsis can more palpably surface. Such an approach aims to provoke a more 
‘ecological’ and ‘sensible’ perception of the material.2 

Framed around three design briefs, Section i presents a brief reflection on a 
series of generative movements critical to the making of four architectural design 
propositions; Section ii takes the form of a design portfolio that documents these 
four projects. Retrospectively grouped here as Movements 1-3, these generative 
movements serve not only as means for re-reading the material (drawings, 
photographs, notations, collages, sketches, models, three-dimensional scans, etc.) 
produced during that making, but also as means for unpacking the various design 
methods, the drawing/modeling techniques and design methodology practiced 
in this research. The chosen contexts, proposed programs and exploratory 
forms —along with the varying materialities (and immaterialities) employed for 
representing these contexts, programs and forms— are prompts that, on one hand, 
expose the vibrant sensibilities of marble’s matter in Athens and Attica and, on the 
other, explore the complexities of architectural design as discourse. Hence, the three 
movements provide openings to broader architectural design matters that involve 
the ‘making’ of architectural buildings, urban or landscape schemes. This making 
once again refers to the procedural gestures that accompany the material formation 
of a rchitecture, rather than the materialization of finalized, determined and merely 
aesthetic architectural forms.

MOVEMENTS 1: SITES/SITUATIONS AND RE-PLACEMENTS

The siting of each of the four projects in specific sites across Attica is not random 
or expedient. The four sites are actively involved in contemporary Attic (and in 
some cases even European or global) social, political, economic, cultural situations, 
and in each case a relationship between marble and Athens is either discernibly 
manifested (i.e. the marble surface of Site II-a Syntagma Square or the marble 
ground of Site IV-a Dionysos Quarry, further described in Section ii) or obscured 

Section I

MARBLE MAKES MATTERS
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3
  In the foreword ‘Concepts, Contexts, Contents’, 
Bernard Tschumi (consciously) post-theorises the complex 

relationships between ‘what is conceived’ (concept), ‘what 
is given’ (context) and program/function (content) in 

a series of his practice’s projects. Tschumi explains that 
concepts might begin through a strategic approach towards 

contexts as much as a strategy about program. “There 
is no architecture without a concept —an overarching 

idea, diagram, or parti that gives coherence and identity 
to a building. Concept, not form, is what distinguishes 

architecture from mere building. However, there is also no 
architecture without context (except in utopia). A work of 

architecture is always in situ, or ‘in situation’, located on 
a site and within a setting. The context may be historical, 
geographical, cultural, political, or economic. It is never 

solely a matter of its visual dimension, or what in the 1980s 
and 1990s was termed ‘contextualism,’ with an implied 

aesthetic conservatism. [...] Theory is a practice, a practice 
of concepts. Practice is a theory, a theory of contexts.” 

Tschumi, B. (2005). Event-Cities 3: Concept vs. Context vs. 
Content. Cambridge, MA: MIT Press. 11

4
  See Drawings: Atlas of Attica’s Marble and Drawings: 
Ecosophic Cartographies, The Asperity of Marble’s Alterity in 

Vol. 2. 

5
  I further comment on Peter Eisenman’s ‘site’ 

explorations in the Addenda that follows Section i, as 
Eisenman’s contribution to the architectural design 

discourse and my own design thinking is significant.

 6 
Whiteman, J. (1986). SITE UNSCENE —Notes on 

Architecture and the Concept of Fiction. Peter Eisenman: 
Moving Arrows, Eros and Other Errors. AA Files. No. 12. 

76-84 (79)

7 
When asked what is the relationship between program 

and politics, Koolhaas further explains: “Contrary to our 
official stance as cynical bystanders, we have been trying to 
find ways to create positions that enable us to address what 
interests us rather than being an extension of the market or 
developers’ desirers or individuals’ desires, which intensely 

begs the question of politics. [...] We are not so much 
flirting with authoritarian regimes as investigating the 

world and what systems enable what type of architecture.” 
Koolhhas, R. and Tschumi, B. with Miljacki, A., Lawrence, 

A. and Schafer, A. (2007). 2 Architects, 10 Questions on 
Program: Rem Koolhaas and Bernard Tschumi’. PRAXIS. 

No. 8 (Re-programming). 6-15 (7,8)

(i.e. the marble traces of the Sites III-a Pentelis Avenue 101 and III-b Pentelis 
Avenue 133). However, aside from the initial events that trigger the selection of each 
site, and beyond what is conventionally conceived as a factual or actual site (i.e. the 
site’s topography, urban morphology, and geology, all of which are registered in four 
distinct acrylic models), there is also a plethora of other non-neutral situations that 
are projected onto each site. Echoing Bernard Tschumi’s view that context “is always 
a matter of interpretation [...] often ideological,” the act of re-drawing each site acts 
as a critical questioning of the site’s role in relation to the materiality of marble 
(both generally and as apparent in that specific site), as well as the relation of that 
site to other ‘marble places’ in Attica and beyond.3 Such an index contains images 
and imagings of marble (mythic narratives, histories, economies, social practices, 
archaeological evidence, urban and architectural typologies, etc.) that have had a 
marked impact on past and present marble imaginaries of those sites. In order to 
activate the archival scheme of such a mapping, the mobility of marble is followed 
across a section through Attica (stretching from the field of Marathon to the port of 
Piraeus) which carries with it different timeframes (antiquity, modernity, crisis) and 
their respective materialities (marble solidity, marble surfacing, marble absence) as 
well as a variety of scales. In so doing, this section engages with marble’s matter 
(from microcosmic to corporeal, architectural, urban, landscape, or metropolitan 
considerations).4 Ultimately, each chosen site accumulates a dynamic multiplicity 
of material exchanges that seeks to recalibrate factual and subjective knowledge, 
transforming our fixed perceptions of each site’s relation to the material. 

The way this knowledge is visually rendered on each site resembles Peter 
Eisenman’s ‘cartographic’ methods and techniques. Between 1978-1988 Eisenman 
experimented with a series of projects, known as ‘artificial excavations’, in which the 
process of tracing —a quasi-Derridean interpretation of trace as that re-embodied 
‘ghost’ that can hold in place all absent presences— becomes both a metonymic and 
indexical (in Rosalind Krauss’ sense) operation. Moving beyond a mere description, 
Eisenman’s traces are mnemonic devices and architectural diagrams that are often 
also formally constructed.5 “By treating ‘the site’ not simply as presence but as both 
a palimpsest and a quarry, containing traces of both memory and immanence, 
‘the site’ can be thought of as non-static,” Eisenman writes.6 In a similar manner, 
the strata accumulated on each site in the Attic (metropolitan) landscape  create 
dense, thick two-dimensional image-opseis of each site which extend the purely 
analytical and interpretive character of those sites. These images/surfaces pass 
from two-dimensional drawings (notations, laser-cut card collage overlays) to 
three-dimensional models (wax blocks, sometimes infused with colour pigments, 
plaster cast blocks, etc.) through techniques that involve following procedures 
found in the formal and formative actions of working with the material (splitting, 
excavating, cleaving, breaking, hollowing-out, veneering, etching, skinning, fac(ad)
ing, puncturing). The initial reconstruction of each site (those four distinct and 
neutral acrylic models that emulate a static representation of the site’s topography, 
geology, morphology) is now juxtaposed with a series of speculative constructions 
of each site’s ‘reality’. The performative possibilities of going back and forth between 
the various representations, by placing and re-placing the programs-forms on the 

Re-drawings of Site IV, 2014The four site models, 2012
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 8 
The relationship between form and program has been a 

large preoccupation in architecture design discourse and 
perhaps one of the oldest in the history of architecture. 

However, Bernard Tschumi notes, until the early 20th 
century avant-gardes (including the academization of 

constructivism, and surrealism) architects were passive 
towards programmatic considerations. In his Architecture 

and Limits, Tschumi questions “the narrowing of 
architecture as a form of knowledge into architecture as 
mere knowledge of form,” underlining that a change in 

the epistemological status of architecture would involve 
not only a break with the limited functionalist and 

political approaches of early modernism (“form follows 
function [program]”) but also with the postmodern view 

“form follows historical allusion,” according to which 
a nostalgic approach towards a virtuous historical past 

resulted in cause-and-effect associations between program 
and type. Tschumi writes: “[t]o address the notion of 

the program today is to enter a forbidden field, a field 
architectural ideologies have consciously banished for 
decades. Programmatic concerns have been dismissed 

both as remnants of humanism and as morbid attempts 
to resurrect now-obsolete functionalist doctrines. These 

attacks are revealing in that they imply an embedded belief 
in one particular aspect of modernism — the preeminence 

of formal manipulation to the exclusion of social or 
utilitarian considerations, a preeminence that even current 

postmodernist architecture has refused to challenge.”
Tschumi, B. (1996). Architecture and Disjunction. 

Cambridge, MA and London: MIT Press. 101-118 (113)

 9 
For Eisenman’s dismissal of program-function as part of a 

500-year-old pre-industrial tradition of humanism, see one 
of his early essays: Eisenman, P. (1976). Post-functionalism. 

In Oppositions. No. 6. 9-12
This stripping is evident throughout Eisenman’s practice, 

from his early explorations known as ‘cardboard 
architecture’ to his ‘artificial excavations’ and even his 

most recent digital-driven methodologies. Working 
on Eisenman’s legacy, many contemporary architects 

further extend this primacy of formal manipulation for 
the production of architecture; for instance, Greg Lynn’s 

practice employs the capabilities of modeling software 
and calculus-based operations as the means of advancing 

architectural projects.

 10 
For two different approaches to the relationship between 

program-form, politics and architectural design in the 
Athenian context see the Addenda.

 11 
The methods, techniques and methodologies currently 

practiced in the underground chambers of Mount 
Pentelicon are further elaborated in Part B/Chapter i of 

Vol. 1.

materialization of the actual site as well as on its subsequent poetic spectres, fosters 
a proliferation of potential formations for each architectural proposition.

 MOVEMENTS 2: PROGRAM-FORM IN FORMATION

The programmatic focus of each design proposition is straightforward but 
significant. The four programs, further elaborated in Section ii, aim to articulate 
new social relations and political conditions that could redirect and redefine the 
ways marble is perceived, employed and re-presented in the contemporary Attic 
landscape (i.e. the establishment of the complex Marble College-Union, or the 
configuration of the public space of Syntagma Square and its marble surface). 
This attitude resonates with an argument advanced by Rem Koolhaas, according 
to which, “Program [...] is closer to [an] agenda,” an agenda that holds cultural, 
social and political dimensions.7 The role of the four architectural programs, 
although straightforwardly voiced, is not therefore one of passivity (in the sense 
that architectural program becomes a placeholder for further explorations on form) 
whereby expression is merely generated by the interpretation of site.8 The formation 
of these programs is distanced, then, from an Eisenman-inspired formalism in 
which the genesis of architectural form derives from a complex series of formal 
manipulations that ignore the materiality of architectural program, while stripping 
architecture of its social and cultural concerns.9 Here, although the expression of 
the form of each design proposition becomes responsive to the syntactical language 
embedded in the speculative image of each site (in a manner similar to Eisenman’s 
processes during his ‘artificial excavations’), these forms are responding to the 
physical constraints of the actual site as much as to the program’s social, cultural 
and political intricacies and implications.10 Crucially, these forms are not to be 
perceived as conclusive, on the contrary each form is provisional and explanatory, 
and a route to further exploration.

 MOVEMENTS 3: SURFACE (IM)MATERIALITIES

When a physical volumetric representation of each architectural proposition is 
materialized, its form —and in some cases even the representation of the site on 
which this model is grounded— is traced by means of three-dimensional scanning 
techniques. The driving force for this third move comes from the closer examination 
of the techniques employed in representing the marble and the landscape in 
the context of the underground quarries of Mount Pentelicon.11 Operating with 
contemporary technologies, experts digitally map marble’s opsis (surface and 
image) in order to decipher the material’s materiality and then, in turn, to visualize 
the body of the mountain. Such mapping yields intricate scientific analyses that are 
associated with the microstructures of material, as well as the spatial organisations 
of underground quarrying. According to these mappings, design methodologies 
for the ‘making’ of that landscape are further advanced. Of course, in the context 

Designs for a Marble Scholar’s Centre, 2015
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12 
For the three-dimensional scanning of the physical models 

I experimented with: 3D Laser Scanner, AutoCAD 123D 
Catch, and Rhinoceros software. The 3D-scanning device 

constructs a digital representation of the physical model by 
measuring data as the device emits light and directs it to 
the model, which rotates. When the light hits the surface 

of the physical model, a point is recorded; for each model 
a large number of points (a point cloud) is documented. 

A further registration of this accumulative process is 
required, through which the data is not only associated 

with a common coordinate system but is also merged to 
construct a skinned digital surface (expressed either as 
an enveloping polygon or a triangle, or NURBS mesh). 

Often, the 3D Scanner encounters difficulties in creating 
an accurate image of the physical model as the materiality 

of the physical model can interfere with the optical 
technologies of the scanner. For instance, transparencies 

and textures (i.e. shiny or mirroring surfaces) create several 
‘errors’ in reading and in turn reproducing the ‘true’ form 

of the physical model. With the agency of 3D modeling 
software those errors can be resolved or reduced, as the 

software re-constructs the digital surface produced by 
generating additional closed polygonal outlines that one 
can further manipulate and edit. Extrapolating a digital 

three-dimensional representation of a physical model 
by means of Autodesk 123D Catch, on the other hand, 

entails different operations. In this case, the volumetric 
data that are gathered derive from a set of images that 

altogether generate a 360° panoramic view of the physical 
model. In the context of the landscape, both techniques are 
employed. The outputs of the 3D Terrestrial Laser Scanner 
—usually multiple scans from many different locations are 
developed— are superimposed with the enveloping mesh 

produced by the digitization of the high-resolution images 
in order to provide a more accurate digital imaging of the 

marble mountain.

13
  A number of contemporary architects couple 

analogue experimentation and recent software 
developments within the digital realm, such as Lars 

Spuybroek’s (NOX) re-examinations of Frei Otto and 
Antoni Gaudi’s forms, and Gottfried Semper’s knots. 

However, the impetus of those design explorations is based 
on an understanding of architectural design as form-

finding research. This pseudo-scientific way of thinking 
about architecture is usually attached to morphogenetic 

questions that result in optimizing structural formations. 
This thesis is not interested in any computational design 

methodology that involves scripting and performance-
based generative techniques.

of the landscape these methodologies are predominantly attached to a commodity 
reasoning driven by an equation of surface area to value, where technology and 
productivity is directed to economic ends. That techne of the material is, however, 
drawn upon in this design-led thesis in a different way; it is a bringing-forth (in 
that Heideggerian sense), a revelatory act that could develop new understandings. 
The scanning process thus becomes part of a drawing methodology that tests the 
‘making’ of the four provisional design projects in order to enrich and potentially 
further re-(in)form them.

Once the physical model of each architectural proposition is scanned it becomes 
immaterial, in the sense that it is a virtual enactment of a potential reality that 
holds potency, tension and uncertainty (rather than the limited connotations that 
the term ‘digital’ usually carries). After the scanning procedures, the form of each 
project turns into one complex image-opsis.12 This ‘other’ version of the project as 
a spectre of the physical model demonstrates the obvious critique linked with any 
process of parametricization. Given the hegemony and the clinically mechanistic 
rigor of the digital techniques and the technological instruments employed during 
such procedures, the outputs produced are simplifications and reductions of the 
handcrafted analogue models and their concomitant tactile and material effects. 
In this abstraction, however, I would argue that we acquire a radically different 
perception of the interactions among program, form and context that overcome 
pure superficiality. This abstraction also registers depth, since the image-opsis 
produced by the scanning procedures does not solely depend upon the digital 
but is also dependent upon the immaterial relationship to the material source. It 
is the material that has been constructed as a dynamic field through the previous 
two moves, carrying thus spatial and programmatic organisations. Instead of 
dismissing this representation as another type of obsessive formalism based on 
a scientific and technical positivism, we can critically investigate and challenge 
what these immaterial representations can do. The act of further re-tracing the im-
material surfaces generated, questioning their powers and limitations, entails a way 
of re-discovering the materiality of each proposition. Oscillating between different 
drawing techniques and modelling systems, between analogue models, analogue 
models that become digitized, and then even digitized models that become 
analogue, the (im)materialization of this third set of movements becomes an active 
interpretation of the materialization of the proposition.13 Put differently, Movements 
3 allow for unexpected findings that enable us to see new and unforeseen aspects of 
architectural matters (for example, form, space, politics and program) that might 
become fixed during the production of architecture. 

Three-dimensional scanning of the physical model of the Marble Scholar’s Centre, 2015
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 1 
In particular, it is Krauss’ essay ‘Notes on the Index: 
Seventies Art in America’ (1977) that, as Eisenman 

himself admits, helps Eisenman to sharpen his working 
procedures.

 2
In his essay, Allen compares Krauss’ (and by extension 

Eisenman’s) understanding of index with Charles Sanders 
Peirce’s semiotic categories: “I think that Krauss’s reading 

is at odds with Peirce’s description of the indexical sign, 
and that something of the immediacy and the radical 

uncertainty that the index promises is lost in the process. 
Both Krauss and Eisenman, by insisting on the language-
like character of the indexical sign, seem to miss precisely 

what is most interesting about the index, which is that it 
totally bypasses codified language systems.”

Allen, S. (2006). Trace Elements. In Davidson, C. (ed.). 
Tracing Eisenman: Complete Works. London: Thames and 

Hudson. 49-65 (56, 57)

 3 
Allen, S. (2006). Trace Elements. 62

 4 
During the 1970s, the developments in linguistics and 

structuralist criticisms found their way into the practice 
of many architects (Diana Agrest and Mario Gandelsonas, 

and Bernard Tshumi to name a few influential figures); 
yielding strategies for thinking architecture back into its 

own as discipline.

5  
Hays, M. (1994). Allegory unto Death: An Etiology of 

Eisenman’s Repetition. In Balfour, A and Bédard, J. (eds.). 
Cities of Artificial Excavation. The Work of Peter Eisenman, 
1978-1988. Montreal and New York: Canadian Centre for 
Architecture and Rizzoli International Publications. 104-

118 (105)

6 
Ansari, I. (2013). Interview: Peter Eisenman. The 

Architectural Review. (Online) Available at: <http://
www.architectural-review.com/view/interview-peter-

eisenman/8646893.article> (Accessed 19 August 2015)

7 
In 1994, the Canadian Centre for Architecture (CCA) 

presented an exhibition of four of the key works that 
belong to this second phase of Eisenman’s architectural 

practice. The exhibition attempted to re-present these 
works, focusing on the production of models and 

architectural drawings and the complexity of the design 
process embedded in this making, while Eisenman himself 

designed the ‘site’ of the exhibition as an architectural 
design exploration in its own right. 

Peter Eisenman’s rigorous geometrical experiments with a series of small-scale 
housing propositions in the 1970s, known as ‘cardboard architecture’, suggested 
an autonomous and self-referential architectural language. In these grammatical 
explorations the materiality of site, or any notion of context, was categorically 
absent. On the contrary, these projects —mainly drawn as axonometrics and 
modelled as materializations of these drawings— were concerned with the isolation 
of the architectural object and architecture’s elements, privileging the syntactic over 
the semantic dimension of architectural structure and form. Initially prompted by 
Noam Chomsky’s linguistic theories of deep structure, the theoretical elaboration 
for the ‘making’ of such ‘non-functionalities’ follows Rosalind Krauss’ articulation 
of index.1 Stan Allen notes that Krauss’ index “offered Eisenman a model of 
signification that was highly specific, but allowed him to bypass architecture’s 
traditional semantic codes.”2 However, “the meaning of [this] work,” Allen 
continues, “is dominated by the structure of representation itself [integrated with 
codified geometries], which will always allow only partial access to the procedures 
of design.”3 Two rather common structuralist principles are, as K. Michael Hays 
argues, thus re-emerging in these projects.4 These are: 

the bracketing off of the context, both physical and historical, and, with that, the 
bracketing off of the subject in favor of a notion of an intersubjective structure 
of architectural signification that, like language, predates any individual and is 
much less his or her product than he or she is the product of it.5

Thus Eisenman, rather than playing a neutral game in the project of Deconstruction 
that he frequently alludes to, is much more like the romantic phenomenologists he 
so frequently tries to distance himself from.  That is, he too invokes the possibility 
of redeeming the lost world of representational cohesion in our current world 
crisis of divided representation. Eisenman too seems to aspire to a world where our 
subjectivity and our representational acts follow the same paradigm of ethical and 
aesthetic virtue.

After his own psychoanalytic work Eisenman questions whether language could 
offer any productive analogy to architecture, recognizing that what “was wrong with 
[his] architecture was that it wasn’t from the ground, from inside the unconscious, 
beneath the surface.”6 The turning point —the hinge as Eisenman describes it 
(referring to Derrida)— is expressed through his design proposition for the public 
space of Cannaregio West in Venice in 1978. His submission to the International 
Seminar of Design initiates a cohesive corpus of work on larger-scale urban 
propositions that continued until 1988, and collectively became known as ‘artificial 
excavations’.7 Moving away from the structuralisation of the architectural object 
and the linguistic operations, as though still seeking representational cohesion and 
perhaps even would-be authenticity, Eisenman’s architectural investigations now 
become grounded on the textualisation of the site — although, once again, these 
design investigations remain conceptual and speculative. The site, its particularities 
and diversities, is Eisenman’s new architectural object. Counter to the historical 
analyses of, for example, Colin Rowe (the blunt black-and-white figure-ground 
drawings as representations of context), Eisenman proposes an active re-framing of 

Addenda

PETER EISENMAN’S (DE)CONSTRUCTED SURFACE EXCAVATIONS

1 — Re-presentation of the Cannaregio (1978) for the ‘Grounded’ exhibition, Eisenman Architects, 2007
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8 
These three troubling ‘fictions’ also echo Jean Baudrillard’s 

categories of the three simulacra, which the French 
philosopher recognises as early as the beginning of the 

fifteen-century (counterfeit, production and simulation). 
See Baudrillard, J. (1983). Simulations. Trans. Beitchman, 

P., Foss, P. and Patton, P. Cambridge, MA and London: 
MIT Press

9
 Eisenman, P. (1984). The End of the Classical: The End 
of the Beginning, the End of the End. Pespecta. Vol. 21. 

154-173 (168)

10 
For Derrida, trace “is the erasure of one’s own selfhood, 

of one’s own presence, and is constituted by the threat 
or anguish of its irremediable disappearance, of the 

disappearance of its disappearance.”
Derrida, J. (1978). Freud and the Scene of Writing. In 

Writing and Difference. Trans. Bass, A. Chicago: Chicago 
University Press. 227

11 
Eisenman, P. (1984). The End of the Classical: The End of 

the Beginning, the End of the End. 171

the ground’s figuration, which he refers to as ‘figure-figure’ urbanism. Motivated by 
Piranesi’s famous depictions of Campo Marzio, Eisenman’s working procedures of 
the 1970s (as a series of appropriations and repetitions) are now not only site-specific 
but also incorporate new deconstructing and re-constructing (re-presentational) 
operations such as scaling, layering, superposition, excavating, tracing and grafting.

Among the cluster of projects that fall within the ‘artificial excavations’, Romeo 
and Juliet (1985) is perhaps that which best illustrates Eisenman’s rift with the 
Contextualists (of whom we might consider Rowe an exemplar). The same year 
Eisenman wrote ‘The End of the Classical: The End of the Beginning, the End of 
the End’ as a critical reflection on modernity, implicitly attempting to overturn the 
classical system of representation focused on anthropomorphic analogies. Again, 
seemingly as unintended irony, either as an act of substantial nihilism or as some 
possible attempt at recovering ‘real’ representational truth, Eisenman recognises 
three representational ‘fictions’ that since the Renaissance have deceived both classic 
and modern architects and prevented the advancement of architectural design 
discourse, namely: the ‘fiction of history’ (or the quest for a timeless architecture), 
the ‘fiction of representation’ (or the quest for a true architecture), and the ‘fiction 
of reason’ (or the quest for a meaningful architecture).8 At the core of designing 
Romeo and Juliet (and other projects that belongs to this phase of Eisenman’s 
practice) is the elimination of their grand meta-narratives and authentic values, 
which unless presumed to be a more ‘correct’ or ‘appropriate’ procedure will always 
result in causal relationships between site, program-form and representation. These 
traditional design methods —or originary sources that naturally give meaning— are 
replaced with a new operative model, according to which historical, topographical, 
geographical, urban and fictional materials are treated as (post-structuralist) 
textual materials. Using figures from various existing historical maps, texts, and 
drawings, and by superimposing, scaling, and multiplying their figures (beyond 
any human comprehension) Eisenman creates fictitious programs as he invents, 
and re-invents the given site. The materiality of the site becomes a graft, “a site that 
contains motivation for action- [and] that is the beginning of a process,” Eisenman 
writes.9 Of course, the philosophy of deconstruction, and more specifically Jacques 
Derrida’s theorizations of trace (along with the absence-presence connotations with 
which the term is embedded) and Derrida’s reading of Freud’s Mystic Writing Pad 
become key references.10  For Eisenman, architecture is architecture “as <<writing>> 
as opposed to architecture as image;” he continues:

What is being «written» is not the object itself —its mass and volume— but the 
act of massing. This idea gives a metaphoric body to the act of architecture. It 
then signals its reading through an other system of signs, called traces. Traces 
are not to be read literally, since they have no other value than to signal the 
idea that there is a reading event and that reading should take place; trace 
signals the idea to read. […] It signifies an action that is in process. [...] it is 
concerned with the marking —literally the figuration— of its own internal 
processes.11 2 — Study models of the University Art Museum, California State University at Long Beach, Peter Eisenman, 1986

3 — Romeo and Juliet (plates 10,11,12: the first superposition), Peter Eisenman, 1985
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Freud’s Mystic Writing Pad contains three layers: (i) the 
surface on which we initially write, (ii) an intermediary 
surface on which the writing is further transcribed and 
(iii) a surface made by impressionable material. Using a 

pen, we write on the first layer, but a series of lines appear 
also at the top layer. By removing the first surface, the 

lines disappear and what remain are registrations in the 
last layer —the traces of the lines that have been drawn. 
For a further elaboration on the architectural diagram, 

the Mystic Writing Pad and the trace as a written index, 
see Eisenman, P. (2001). Diagram: An original Scene 
of Writing. In Diagram Diaries. London: Thames and 

Hudson. 26-35

13 
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Uncanny. Cambridge, MA and London: MIT Press. 117-
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14 
Vidler argues that both Eisenman and Duchamp have in 
a way literalized Jacques Lacan’s tantalizing formulation. 

“And if I am anything in the picture, it is always in the form 
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Vidler quotes from Lacan’s ‘Ecrits inspirés: Schizographie’ 
(1931). 

Vidler, A. (1992). Shifting Ground. 126

15 
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Similarly, Yve-Alain Bois observes that despite the rich 
mythology, “Eisenman’s strategy is just [...] a surface 

strategy.”
Bois, Y. (1994). Surfaces. In Balfour, A and Bédard, J. (eds.). 

Cities of Artificial Excavation. The Work of Peter Eisenman, 
1978-1988. Montreal and New York: Canadian Centre for 

Architecture and Rizzoli International Publications. 38-46 
(42)

16 
Mark Dorrian juxtaposes Eisenman’s design investigations 
to Daniel Libeskind’s intersections of site, history, poetics 

and mathematics as Dorrian argues that the two architects 
are paradigmatic figures in establishing architectural 

mapping as a generative and generous strategy in design 
discourse. Dorrian, M. (2005). Architecture’s ‘Cartographic 
Turn’. In Pousin, F. (ed.). Figures de la Ville, et Construction 

des Saviour. Paris: CNRS Editions. 61-72

Romeo and Juliet’s representations vividly illustrate this ‘writerly’ (in Barthes’ sense) 
architecture. The composite drawings were first exhibited at the Architectural 
Association and then published as Moving Arrows, Eros, and Other Errors (1986).12 
The figures, as traces, are drawn in a different colour to symbolize fictitious 
existences either in the past (as memory) and present (as presence) or in the future 
(as immanence). In the exhibition, the drawings take the materiality of transparent 
screens, hung vertically in front of actual openings. They were staged to “represent 
one of those Renaissance drawing lessons staged by Dürer: as series of vertical, 
transparent planes held up to nature as if to allow the faithful transcription of 
the image thus presented and framed,” Anthony Vidler notes.13 However, these 
successive screens, held at short distances one in front of the other, were not re-
presenting an exterior view but a fragmented reading of an invented site that 
required the reader/viewer to re-write as a process of a continuous interpretation. 
The dramatized effect of the superimposed transparencies (Vidler notes similarities 
with Marcel Duchamp’s The Large Glass), is subsequently transferred to a book 
(that Vidler compares with Duchamp’s Green Box) where the composite drawings 
are etched onto transparent sheets —holding all the acetates together over a light a 
complex multiple image is revealed, as when one holds a piece of white marble over 
a light in order to ‘see’ its strata.14 Nevertheless, Romeo and Juliet, as with most of 
the projects produced during that time, are not only drawn as planimetric drawings 
but have also remained “hypotheses in the fabrication of a counter monumental 
myth, untested by being built, comfortably surrounded by a textual discourse 
that, by metonymy, implies their radicality and assimilates them to the cause,” 
as Vidler highlights.15 On the whole, however, these (de-)constructed ‘surface’ 
excavations have contributed to an architectural understanding of mapping as a 
generative process amid design discourse that, I think, is still pertinent and under 
investigation.16
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I elaborate on the politics of the Rethink Athens 

competition in Part A/ Chapter ii of Vol. 1.

18 
The specific brief can be found here: Design Studio: Athens, 

Greece. (Online) Available at: <http://u-tt.arch.ethz.ch/
classes/2013-fall/design-studio-fall-13/> (Accessed 15 

February 2015)

19 
For Alfredo Brillembourg’s lecture at the inauguration 

of the Reactivate Athens project see: Urban Think-
Tank (2014). U-TT Performance at Re-Activate Athens. 

(Online) Available at: <https://www.youtube.com/
watch?v=z6sT7VlMi38> (Accessed 11 June 2015)

In light of Athens’ recent crisis, Athens became popular among European 
architectural schools that viewed the city as a testing ground to experiment with 
design methodologies that could challenge the relationship between program-
form and politics. Two academic programs are briefly presented in this addenda 
that ultimately put forward two rather contrasting approaches; both differ from 
the trajectory of this thesis. The first is the design studio Reactivate Athens (2013), 
conducted at the University of Zurich (ETH) in 2013 under the guidance of Alfredo 
Brillembourg and Hubert Klumpner (together they form the interdisciplinary 
design practice Urban-Think Tank (U-TT), and the second is the postgraduate 
design studio Athens: Labor, City, Architecture. Towards a Common Architectural 
Language (2010-2011) organised by Pier Vittorio Aureli at the Berlage Institute.

The design studio at ETH was centred on the architectural competition ReThink 
Athens, and ran in collaboration with the Onassis Foundation in Athens.17 In the 
design brief for this studio Brillembourg, who acted as a member of the evaluation 
committee of the competition during its first phase, considered the winning 
scheme by OKRA Landscape Architects a fait accompli —at that point it was 
intended that the scheme would be finished by the proposed completion date of 
the end of 2014. However, according to Brillembourg’s (insightful) view, OKRA’s 
proposal did not adequately tackle the complexity of the politico-economic issues 
affecting Athens or its latent social matters as a city in crisis. The main impetus 
of ETH’s design studio was then to enrich the materialization of OKRA’s scheme 
by implementing more politically (or ethically, as Brillembourg often highlights) 
and socially orientated design interventions.18 The studio developed into a design 
workshop and an open public forum that took place in the city of Athens in March 
2014 (Reactivate Athens: 101 Ideas), echoing U-TT’s political agenda. In general, 
U-TT’s participatory urbanism aims at disrupting conventional master planning 
and managerial models —those top-down models of governance that promote a 
leisure-led gentrification of cities— by focusing on bottom-up and locally driven 
procedures. Such an approach, Brillembourg argues, bridges the tension between 
two oppositional and contemporary urban conditions, namely the formal and 
informal. Under such a framework, citizens, scholars and intellectuals engaging 
in urban studies, human geography, social sciences, etc. jointly take architectural 
and urban decisions. The design methods undertaken during the studio in Zurich 
and the workshop in Athens resulted in a representation of contemporary Athens 
through means of socio-geographic mappings. The resultant creation of “a ‘common’ 
urban toolbox” supports, Brillembourg proposes, diverse and hybrid architectural 
programs and offered a knowledge base capable of educating the citizens and the 
city’s institutions, as much as politically re-programming the city centre of Athens.19  

Aureli’s brief for Athens on the other hand, advances a different design methodology 
for examining architecture’s political dimension in the city amid the global financial 
crisis. Dismissing redundant architectural mappings of the city’s complexities, 
differences and contradictions, as much as approaches towards iconic buildings and 
parametric designs that falsely try to advocate a sense of identity and difference, 
Aureli directs his overall theoretical interest towards explorations of architecture’s 

ATHENS: AN EXPERIMENTAL GROUND FOR DESIGN

4 — Reactivate Athens and Alfredo Brillembourg, Paria Tavitian, 2013

5 — Reactivate Athens: 101 Ideas, 2013
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23 
Attached to the political, economic and social 

transformations of Greek society of the 1920s, the 
Athenian polykatoikia (multi-storey apartment building) 

constitutes a particular chapter in the history of Greek 
modern architecture as it challenged and replaced the 19th 

century neoclassical architecture. For further elaboration 
see: Dragonas, P. (2014). An Obituary for the Greek City of 

Repetition. MAS Context. Is. 21. 83-97

essence as form. In The Possibility of an Absolute Architecture (2011), Aureli argues 
that investigating architectural form in its most elemental condition is necessary for 
any political, social and cultural engagement with the city. He writes:

We need to seriously address the unequivocal social and cultural power 
architecture possesses to produce representations of the world through 
exemplary forms of built reality. At this level, the problem of form —that is, 
the strategizing of architecture’s being —becomes crucial. The making of form 
is thus the real and effective necessary program of architecture.20

Athens becomes, then, in Berlage’s postgraduate design studio a paradigmatic 
case study for defining a “theory of the city” where political and architectural 
autonomy is advanced, and according to which any other post-Fordist city could 
be analysed and developed.21 Put differently, Aureli sees Athens as an operational 
laboratory which not only promotes a specific solution for a specific condition 
but rather addresses larger problematics. Aureli follows Giorgio Agamben’s 
articulation of the ‘paradigm’ and paradigmatic method —a method that puts 
forward epistemological, methodological and ontological questions. Working on 
Michel Foucault’s legacy, Agamben’s ‘paradigm’ is based on the principle of analogy: 
“starting not with already perfectly known and categorized objects or ideas but 
rather with a fresh experience of one individual, singular object and the analogical 
relations it may have to others” can, the Italian philosopher suggests,  open up a 
new set of singularities that can suspend, expose and complicate rather then pre-
suppose and simplify.22 In this sense, Aureli’s studio treats the contemporary city 
of Athens and a particular site in the city centre of Athens (Kerameikos), as well 
as the city’s typical architectural form (polykatoikia), as paradigms. Polykatoikia, 
in particular, is a radical appropriation of Le Corbusier’s Dom-ino system, which 
initially emerged as a bottom-up project but turned into a top-down procedure 
that the state employed in order to stipulate a broader programme of urbanization; 
the development of polykatoikia has resulted in the formation of an informal city.23 
Aureli characterizes polykatoikia as the most violent biopolitical project in Athens 
that provides the means through which to read the city’s history and politics, and 
by re-appropriating this singular object’s formal and syntax qualities suggests that 
we can put forward a new architectural concept of common for the contemporary 
city of Athens. Compared to the socio-geographic mappings practiced in ETH’s 
studio, the main drawing technique undertaken in the Berlage studio in order 
to represent first Athens as site and then each new architectural proposition was 
line-based axonometrics. Even in the book produced at the end of this program 
each proposition was displayed as a finite object, greatly resembling Eisenman’s 
early drawing explorations (‘cardboard architecture’) and clearly opposed to the 
pluralistic nature of the exhibition that took place in Athens under the Reactivate 
Athens project. 

6 — Design project (Roof) developed for ‘Athens: Labour, City, Architecture’, Lingxiao Zhang, 2011

7 — Design projects developed for ‘Athens: Labour, City, Architecture’, 2010-2011
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In both U-TT’s and Aureli’s programs however, I would argue that there are definite 
directional views that obstruct any other possibility of thinking about architectural 
production as political in the contemporary city of Athens. Brillembourg, for 
example, seems to fetishize the implications of the financial crisis through 
romantically performative acts. Is not this participatory scheme, though, another 
form of absolute architecture? In a similar tone, Aureli’s formalist autonomy, 
materializing ‘islands’ spatially separated from the ‘sea’ of Athens’ urbanization 
seems, again, limited to fostering socially responsible affectivity. This Architecture 
by Design thesis does not pursue any form of absolute architecture or make any 
claims towards affectivity. 



Section II

DESIGN BRIEFS
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PRESENT MATERIAL ABSENCES

The TERRITORY II
Metropolis of Athens

The SITE
II-a Syntagma Square

Since the establishment of the Modern Hellenic state (1834), Syntagma Square has 
been Athens’ most prominent political square. As a result of the symbolic presence 
of the political power of the country in front of the square, the material presence 
of the neoclassical building that today accommodates the Hellenic Parliament, this 
urban public space has become a constant field for political contestation in the 
modern era of economic collapse. These acts of dissents are often mirrored in the 
materiality of the square. As previously noted, on Sunday 12th February 2012 the 
square’s modern and contemporary marble opsis (architectural surface and image) 
suffered major ruination during a political anti-austerity riot, when rioters broke 
the marble veneers of the square in a superficial act expressing their disagreement 
with the practiced politics.

The PROGRAM
(b) ‘Textured’ Syntagma Square

Rather than reinforcing the conventional usage of white marble tiles that superficially 
and symbolically surface the ground of Syntagma Square, the re-configuration of 
the square’s opsis (architectural surface and image) proposed here seeks to give a 
material presence to the rich political, social and cultural layers of this Athenian 
site. The design generates a series of segmented, micro-public spaces that produce 
fields of social encounters, all of which are integrated into the city; the active use 
of these urban spaces would disrupt the imposing marble-image of the façade 
of the Hellenic Parliament that today reigns over the square. All the trees of the 
square are preserved —a gesture of connecting the city to its (lost) nature— while 
the proposition establishes a link to the adjacent landscape (the Athenian national 
park). The material, archaeological substrata of the square are further activated. 

 

The opsis of the Hellenic Parliament, 2013
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Kleroterion
 

The allotment device (kleroterion) materializes the conceptual political mechanisms of democracy and 
isonomia (equality of political rights) developed in the Athenian polis during the fourth century BC. 
Aristotle, in the final chapters of his Athenaion Politeia (Constitution of the Athenians, 63), offers an elaborate 
description of the kleroteria.  These devices were placed at the entrances to all state institutions —such as 
the Boule (council of citizens) and the Nomothetai (legislative council houses) among others— and used for 
allocating civic positions to citizens by chance. All free citizens were eligible to take part in an allotment. An 
identification ticket, a bronze or wooden pinakion, was given to each one of them where their name, demos, 
along with various official symbols were inscribed (ten Attic tribes (phyles), each composed of three trittyes 
(one urban, one coastal, and one in-land) that were in turn subdivided into a number of demoi). On the day of 
the allotment, each pinakion would go into its appropriate vessel from ten in total, one for each of the phyles. 
A magistrate would then place all the identifications tickets (pinakia) in the kleroterion. The kleroterion, as a 
physical object, was a marble stele that bore carved slots, arranged in columns and rows; where the pinakia 
were put. The magistrate would take all the pinakia from the first vessel (or tribe) and insert them into the first 
column; the pinakia from the second tribe would go into the second column, and so on. Along one side of the 
kleroterion, a bronze tube was attached with a funnel at the top and a crank at the bottom. The magistrate would 
then pour a mixture of white and blank marbles into the funnel in a random order, and so when the crankshaft 
was turned a single marble was issued forth. The colour of the marble determined whether the citizens whose 
pinakia were in the corresponding row would hold office; if the marble was white, those citizens would form 
a committee, a jury, etc. and if it was black these citizens were dismissed for that day. Through this procedure, 
Athenians ensured equal tribal representation while avoiding any corruption in their governmental affairs.

Dow, S. (1939). Aristotle, the Kleroteria, and the Courts. Harvard Studies in Classical Philology. Vol. 50. 1-34 8 — Allotment machine (kleroterion), 3rd century B.C.

Territory II, 2012
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Drawing out Syntagma Square, 2015‘An Atlas of Attica’s Marble’, 2015



 37Drawing out the marble of Syntagma Square, 2015



 39Drawing out the marble of Syntagma Square, 2015
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 41Re-programming Syntagma Square, 2015



 43Re-programming Syntagma Square, 2015
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Re-programming Syntagma Square

Entrance to Syntagma Metro Station

Ramp

Archaeological Excavation

Elevator

‘Marble Staircase’

Trees

Platform

Stage

Kiosks

Water Channels

Amphitheatre

‘Marble Fountain’

Lights

‘Marble Benches’ 

Three-dimensional scanning of Syntagma Square’s model, 2015
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The TERRITORY III 
Stream of Chalandri

The SITES
III-a Pentelis Avenue 101
III-b Pentelis Avenue 133

Lithagogia (translated as stone transporting) road was the ancient route that 
connected the quarried marble landscapes of Mount Pentelikon to the Athenian 
metropolis. In the 1980s the Greek architect and archaeologist Manolis Korres 
conducted thorough historical and archaeological studies as well as topographic 
and geomorphological surveys of Attica, ultimately, composing a series of maps 
that speculated upon the layout of the ancient road. However, apart from the traces 
left on Mount Pentelicon, there was no other physical evidence of the road in the 
broader Attic landscape until 2010, when, following an incidental discovery in 
the area of Chalandri, two small parts of the road came to light. These two recent 
archaeological excavations become significant points of reference for anchoring 
these two architectural design proposals.

The PROGRAM
(d) Marble Union

Following the establishment of the first Hellenic unions in the Aegean and in Attica 
(the former created by the workers of the Shipyards of Syros and the latter by the 
coal-miners of Lavrio), the Marble Union (OSME) was founded in the last quarter 
of 19th century. Since 2008 however, the measures that have been introduced by 
the current political system not only fundamentally undermine the political and 
social force of this institution but also its physical presence. In the context of this 
progressive dismantling of socio-economic institutions in favour of establishments 
that are predicated upon capitalist, bureaucratic and entrepreneurial structures, the 
impetus of this program aims to assert a stronger representation of labour relations. 
The activities of the union are relocated to a site in close proximity to the Marble 
College, fostering a beneficial exchange of knowledge between the technical, social 
and political aspects of marble practice.
 

(e) Marble College 

The need of a thorough education throughout the stages of marble production 
has often been underlined, most recently in the conference ‘The marble sector 
amid the financial crisis’ organised by OSME in March 2010. With the exception 
of the Marble School in the Aegean island of Tinos, which successfully operates 
in conjunction with the Athenian department of Fine Arts, the few marble 
professional schools established in Greece are now closed (e.g. Schools of Marble 
Processing in Thessaloniki and Pallini, Attica). This program focuses on promoting 
a technical rather than an artistic knowledge of marble, and it provides the training 
facilities for craftsmen and workers (‘minor science’) to obtain a more intimate and 
embodied knowledge of marble’s materiality, one that will allow for the execution 
of careful and elegant marble works in Attica.
 

AESTHETICS AND POLITICS OF MARBLE

‘An Atlas of Attica’s Marble’, 2012



Lithagogia Road

“The lithagogia road started at the bottom end of the slipway, followed the right bank of Chalandri 
stream for a distance of some four kilometres and then the left bank for another four kilometres; 
afterwards, it ran close to the course of Kephisias St., with a part of which is coincided, and 
via the present-day National Garden and the south slope of the Acropolis, and terminated just 
beyond the sanctuary of the Nymph, at an altitude of 96m, where it crossed another road that ran 
along the west side of the Herodeion to the Acropolis. The road distance from the lower end 
of the crossroads west of the Sanctuary of the Nymph was 14.4 km, in other words only 100m 
further than the horizontal straight-line distance between the two points (of start and arrival).”

Korres, M. (1995). From Pentelicon to the Parthenon. The ancient quarries and the story of a half-worked 
column capital of the first marble Parthenon. Athens: Melissa. 67

“Elegance is a special ‘tuning’ of the mind and the body in relationship to the materials and 
techniques of construction [...] elegantia attests a constructive category of thought and social practice.”

 Frascari, M. (2008). Elegant Curiosity. Log. No. 12. 66-79 (74)
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9 — Lithagogia Road (Pentelis Avenue 101), 2010

Territory III, 2012



Territory III: Site III-a Pentelis Avenue 133
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Territory III: Site III-a Pentelis Avenue 101



 53Re-drawings of Site III-a Pentelis Avenue 101, 2015



 55Re-drawings of Site III-a Pentelis Avenue 101, 2015
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Entrance via Chalandri Stream
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 59Three-dimensional scanning of Marble Union’s physical model, 2015
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 73Three-dimensional scanning of Marble College’s physical model, 2015



Development of an undeground chamber at Dionysos Quarries, 2012

 75

The TERRITORY IV 
Mount Pentelicon

The SITE
IV-a Dionysos Quarries

Mount Pentelicon is the most celebrated source of white marble in Attica, 
predominantly due to the materialization of the Athenian Acropolis. The quarrying 
activities of the 5th century B.C. continued on this mountain during the Hellenistic 
and Roman period. However, the image of the landscape changed dramatically 
in modern times, when Mount Pentelicon was exploited in order to provide the 
‘ideal’ material for the construction of major public buildings, thus constructing 
a marble-image of the Athenian metropolis that complied with the rationality 
of the neoclassical style. At least 150 individual modern quarries have been now 
registered on this landscape while today the material is extracted from only the 
northeast slopes of the mountain, at the area of Dionysovouni. During the mid-
1990s, the marble company that owns the quarries in this area commenced the first 
contemporary underground operations in Greece. 

The PROGRAM
(f) Marble Scholar’s Centre

The technological prowess in representing and controlling the natural forces 
of marble allowed for the establishment of underground quarrying in the area 
of Dionysovouni, introducing a new way of inscribing and also seeing Mount 
Pentelicon. Still in an experimental phase, these methods are mainly based on 
parametricizing marble’s opsis (image and surface). The program of the Marble 
Scholar’s Centre proposed here is interlinked with the Marble College; it provides 
the research facilities and equipment for reading the material and the mountain. 
Furthermore, medical facilities —that are currently not provided as an aspect of 
this productive unit— are supplied, improving the working conditions and further 
protecting labourers’ rights.

 
 

PARAMETERIZING THE ‘SENSIBLE’

‘An Atlas of Attica’s Marble’, 2012
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1 

For an example of the rhetoric on the universal narrative of 
museums that reads as a kind of holistic view of humanity 

see: MacGregor, N. (2004). The whole world in our 
hands. The Guardian. (Online) Available at: <http://www.
theguardian.com/artanddesign/2004/jul/24/heritage.art> 

(Accessed 15 May 2014)

2 

Fouseki, K. (2007). Conflicting Discourses on the 
Construction of the New Acropolis Museum: Past and 

Present. European Review of History. Vol. 13. No. 4. 533-
548 (536)

3 

The debate regarding the morality of Lord Elgin’s actions 
and the repatriation of the Parthenon Marbles began 

immediately after they were sold to the British Museum. 
On one hand, for instance, Lord Byron’s poem ‘The Curse 
of Minerva’ (1811) portrays Lord Elgin as a vandal, while, 

on the other, George Frederick Hegel passionately supports 
Lord Elgin’s intentions. In his lectures given in the 1820s 

Hegel argues, “Those marvellous memorials of Greek 
sculpture we owe, as is well known, to the activities of 

Lord Elgin who, as English ambassador to Turkey, took to 
England from the Parthenon at Athens, and from other 

Greek cities, statues and reliefs of supreme beauty. These 
acquisitions have been signalised and sharply criticised, 

but in fact what Lord Elgin did was precisely to save 
those works for Europe and preserve them from complete 

destruction, and his enterprise deserves recognition 
through all time.” 

Hegel. G. F. (1975). Aesthetics. Lectures on Fine Arts. Vol. II. 
Trans. Knox, T. M. Oxford: Clarendon Press. 724

4 

The first prize was awarded to the Italian studio Passarelli, 
see: Philippopoulou, E. (1994). The New Acropolis 

Museum: An International Architectural Competition. 
Museum International (UNESCO). Vol. 46. No. 1. 56-

59(58) 

By way of a conclusion to this Architecture by Design thesis, and building 
upon the ‘thickening’ of marble developed throughout, I will examine three 
contemporary architectural projects materialised in the contemporary Attic 
(metropolitan) landscape, and in which the materiality of marble plays a central 
role in their design methodologies. The three projects are: (i) the New Acropolis 
Museum, designed by Bernard Tschumi in collaboration with Michael Photiadis 
and completed in 2009; (ii) the Venus Marble Headquarters, designed by Michael 
Photiadis and also completed in 2009; and (iii) the Onassis Cultural Centre, 
designed by the French practice Architecture-Studio and completed in 2010. 
Each of these three ‘marble architectures’ touches upon matters that have been 
underlined throughout this thesis. They evoke, among other things, several specific 
tensions discussed throughout this thesis: a perceived absence of marble as a 
profound political condition (discussed through Photograph 01); the national and 
cultural symbolisations of marble (discussed through the neoclassical architectural 
language employed for the modern building of the Parliament); and hylomorphic 
models in which fixed perceptions of marble’s form become detached from broader 
philosophical and ecological understandings of marble’s matter (as was the case 
during the restoration of the marble ground of Syntagma Square).

I will start with the first project. The opening of the New Acropolis Museum 
in June 2009 marked an important museological event in itself, as it offered an 
opportunity to revisit pedagogical and scientific approaches regarding the matter 
of de-/re-contextualisation of ancient art that can be traced back to early nineteenth 
century views over the ‘universal’ and imperial character of museums’ collections.1 
More importantly for this thesis however, the history behind the design of the 
New Acropolis Museum exposes ontological questions regarding the reciprocal 
relationship between marble and Athenian identity. In 1989, after two architectural 
competitions in the 1970s that were annulled due to logistical and legal problems, 
then Greek Minister of Culture Melina Mercouri initiated a third international 
design competition. Mercouri turned the brief of the architectural design 
competition into a national issue, openly calling for the return of the marbles from 
the British Museum and describing the removal of the ancient marbles from the 
temple between 1800 and 1812 by Lord Elgin as a ‘shameful rape’ of Greekness.2 
The competition therefore re-activated, at an international level, the ongoing 
political debate over the fate and ownership of the ‘Elgin Marbles’ (the remaining 
half of the Ionic Frieze of the Parthenon, along with parts of the metopes of the 
Doric Frieze and the east and west pediment sculptures). The design brief that 
is drawn up at this time considers the possibility of including an empty space 
as part of the program of the museum that would be occupied only when the 
dispersed exhibits held by the British Museum, and other European institutions, 
are returned to their authentic context.3 The first-placed entry by Passarelli Studio 
puts forward an intriguing response to these ideological and political challenges: it 
proposes an artificial geological slope into which an ‘ideal void’ that reproduces the 
volume of the Parthenon is imprinted.4 The scheme, however, was never realised. 
Ancient ruins came to the surface when work on the foundations began, and it was 
decided that these important archaeological discoveries needed to be integrated 

Back Matter

THICK-SKINNED MARBLE ARCHITECTURES
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10 — The Temporary Elgin Room, Archibald Archer, 1819

11 — New Acropolis museum, 2009

5 

Hamilakis, Y. (1996). Stories from Exile: Fragments from 
the Cultural Biography of the Parthenon (or ‘Elgin’) 

Marbles. World Archaeology. Vol. 31. No. 2. 303-320 (313)

6 

Tschumi, B. (2004). Event-Cities 3: Concept vs. Context vs. 
Content. Cambridge, MA: MIT Press. 437

7 

Tschumi, B. (ed). (2009). The New Acropolis Museum. New 
York: Skira Rizzoli Publications. 84

8 

Tschumi, B. (1981). The Manhattan Transcripts. London: 
Academy Editions. 9

9 

Referring to a reading from Auguste Choisy’s Historie de l’ 
architecture (1899), Eisenstein writes: “it is hard to imagine 

a montage sequence for an architectural ensemble more 
subtly composed, shot by shot, than the one that our legs 
create by walking among the buildings of the Acropolis.” 

Acropolis is “the perfect example of one of the most 
ancient films.”

Eisenstein, S. Bois Y. and Glenny, M. (1989). Montage and 
Architecture. Assemblage. No. 10. 110-131 (117)

10 

Tschumi, B. (1981). The Manhattan Transcripts. 9

11 

Hamilakis, Y. (2011). Museums of Oblivion. ANTIQUITY. 
Vol. 85. No. 328. 613-630 (626)

into the content of the museum. The three unsuccessful attempts to replace the 
existing, and relatively small, underground museum on the Acropolis hill (built 
in 1865) concluded with the announcement of a fourth international architectural 
competition in 2000. With the turn of the twentieth century the Parthenon marbles, 
growing as “singularized and commoditized” —“unique and sacred but […] also 
exchanged as symbolic capital in the transactions of cultural economy”— as the 
Greek archaeologist Yannis Hamilakis notes, become the very ‘material’ for the 
design methodology of the museum.5 

The winning scheme by Bernard Tshumi presents powerful architectural rhetoric 
that not only challenges an understanding of marble’s materiality as both Hellenic 
and Western but also highlights architectural design’s non-neutral political role. In 
his ‘Conceptualising Context or Contextualising Concept?’(2004) Tschumi argues 
that the design echoes “the mathematical and conceptual clarity of ancient Greece” 
as it attempts to tackle the complexity and rich histories of the site itself, just 300 
metres southeast of the Parthenon.6 In this marginally displaced context, three 
superimposed but autonomous parts capture the programmatic concept of the 
museum, unfolding a chronological ‘three-dimensional’ sequence of the artefacts 
exhibited. The base of the museum hovers over the archaeological excavations, the 
middle part accommodates a series of Roman and Archaic galleries, and the top 
is dedicated to the Parthenon gallery. An ‘imaginary collection’ is curated in the 
exhibition space of the Parthenon gallery, a rectangular space (not unlike the one 
proposed in the scheme put forward by Passarelli Studio) that imitates the temple’s 
geometry, scale and orientation; through the Parthenon gallery Tschumi thus 
intends to construct another ‘imaginary Parthenon’. Wrapped in a technologically-
advanced glass skin, the gallery facilitates a direct visual contact with the original 
site on the Acropolis hill. Such “twofold transparency,” as Tschumi admits, draws on 
the cinematic theory of montage with which Tschumi extensively experimented in 
his The Manhattan Transcripts (1981), and greatly inspired by Sergei M. Eisenstein’s 
essay ‘Montage and Architecture’ (1939).7 The Parthenon gallery, therefore, seeks 
to offer a cinematographic reading of the marble frieze as both an event and as 
vision-in-motion, which Tschumi illustrates through a collage superimposing his 
drawing The Street (an eleven metre architectural narrative that represents “an 
architectural interpretation of reality”), Eisenstein’s notation for the film Alexander 
Nevsky (1938), and photographs of the Parthenon frieze (a one hundred and sixty 
metre long marble strip that depicts the Panathenaic Procession for the purpose 
of honouring the goddess Athena).8 Tschumi’s design for the Parthenon gallery, as 
Eisenstein might have argued, successfully reimagines the Parthenon itself “in its 
full visual multidimensionality.”9

It is impossible not to be moved by that seductive “architectural stage set” that creates 
both a way of looking and a way of mentally constructing vision.10 The Parthenon 
gallery is ultimately a “material intervention within the politics of vision. […] [where 
the] gaze is the primary concern of its archaeological and museographic apparatus,” 
Hamilakis notes.11 Mari Lending further supplements this view as she returns to 
the treatment of the perceived absence of marble to argue that it is this material 
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12 — Venus Marble HQ in Attica, Michael Photiadis, 2009

12 

Lending, M. (2009). Negotiating Absence: Bernard 
Tschumi’s new Acropolis Museum in Athens. The Journal 

of Architecture. Vol. 14. No. 5. 567-589 (572)

13 

Lending, M. (2009). Negotiating Absence: Bernard 
Tschumi’s new Acropolis Museum in Athens. 586

14 
That there was once a golden period of culture and politics, 
universally praised as such, either used to give provenance 
to any subsequent political, economic or cultural narrative 
or form the critical basis from which comparative measure 

might rue any epochal diminution or loss of Greek glow.

15 

A detailed description of this ‘marble’ building can be 
found: Photiadis, M. Venus Marble HQs. (Online) Available 

at: <http://www.photiadis.gr/venus-marble-hqs-koropi-
attica/> (Accessed 5 December 2015)

absence that frames an ‘ideal’ certain way to see. The absence on display, underlined 
either by the literally empty spaces or the white cast reproductions (which will be 
dismantled if the marbles return), Lending suggests, “make[s] the absent pieces as 
spectacularly present as those actually displayed.”12 Despite the controversy created 
amongst architects by Tschumi’s design —principally regarding its modernist 
formal expression and scale, and whether such architectural language is suitable 
in the contemporary context of Athens— the design of the Parthenon gallery is 
effective in addressing the political and artistic questions that evolve around the 
local and global character that museums as institutions hold today. In this sense, 
Lending argues, a political agreement over the repatriation of the missing marbles 
ultimately seems “less important than the re-formulation of [those] question[s]” 
through the visual stage that Tschumi creates in the Parthenon gallery.13 It is a visual 
stage that, I would argue, resembles that ‘hauntological’ reading of Photograph 01 
presented in Vol. 1. Both material absences seem to evoke a repetitious return of the 
suspended Athenian marble spectres. In other words, there is a reciprocity between 
the absence on display in the New Acropolis Museum and the absence on display in 
Syntagma Square of 2012: each absence invokes the absence of the other, which, in 
turn echoes the absence that haunts every period of Greek culture.14 

From this commentary on marble’s ‘thick’ absences in the city of Athens let me now 
examine marble’s thin presence through the other two projects. In 2009 Michael 
Photiadis, the local associate architect who supervised the construction of the New 
Acropolis Museum in Athens, also completed the architectural scheme for the 
headquarters of the stone company Venus Marble in an industrial site in Koropi, 
Attica. Venus Marble owns various Greek quarries and production facilities, and 
the company’s products are distributed in a global network including the United 
States, China, Japan and the Middle East. The building that Photiadis designed 
for the Attic metropolitan landscape serves as the managerial and administrative 
centre of the company, the architectural program of which consists of offices, 
meeting rooms, an archive and a series of show rooms. Photiadis explains that 
“the building’s volume and shape is inspired by the traditional Mediterranean 
marble quarries of Penteli and Dionysos in Greece or Carrara in Italy […] the 
deep elongated glass strips are a reminder of the quarries’ vertical splices.”15 What 
Photiadis refers to as the inspiration for the building’s form is in fact an image of 
the irregularly ‘designed’ spaces formed in these mountains as the a result of the 
methods of extracting the material. However, in the context of the landscape these 
spaces are by-products that present the absent material, as discussed extensively 
in the second part of Vol. 1. Photiadis visualises such complex imagery through 
a simple cladding system that wraps the spaces of the building, and the creation 
of marble block zones. The Greek architect even imitates the angle of the benches 
(steps) found in the opencast operations by offsetting the marble cladding by five 
degrees to the vertical. This (hylomorphic) reading of the means by which the 
material is worked and made present in the landscape is ultimately translated, I 
would argue, into something other than what was intended; less an image of the 
technological and material brilliance of Greece’s marble quarries and more of a 
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13 — Marble Opsis of Onassis Cultural Centre, Nikos Daniilidis

14 — Inauguration ceremony, Giorgos Triantafyllou, 2011

16 

For more information regarding the marble opsis of the 
building see: Architecture-Studio. Onassis Cultural Centre. 
(Online) Available at: <http://www.architecture-studio.fr/

en/projects/atn2/onassis_cultural_centre.html> (Accessed 
5 December 2015)

17 

For Michael Marmarinos’ interview see: Μαρμαρινός, 
Μ. (2013). «Έκρηξη ελπίδας η Στέγη Γραμμάτων και 

Τεχνών» (Online) Available at: <https://www.youtube.com/
watch?v=nzpOQKDTPcM> (Accessed 5 December 2015)

18
McAnulty, R. (2005). What’s the Matter with Material? Log. 

No. 5. 87-92 (89)

cartoon of those ancient stepped constructions conceived in ancient Mesopotamia 
for the purpose of honouring a deity (ziggurats).

Another type of marble cladding, not as common as the one employed in Photiadis’ 
proposal, was chosen for the opsis (façade) of the Onassis Cultural Centre that lies 
on Syngrou Avenue, on the axis connecting the Acropolis to the port of Piraeus. In 
2004, the Onassis Foundation organised and funded an international architecture 
competition for the scheme of a contemporary cultural hub for the city of Athens 
that included a multifunctional auditorium, conference centre, library and various 
exhibition spaces. The winning proposal, by the French practice Architecture-Studio, 
presented an architectural concept that, as the architects noted, is encapsulated in 
the marble opsis of the building. The building is “an airy white rectangular shell 
which makes innovative use of white marble bands.” LED technology and video 
system are integrated into the material allowing for the projection of images onto 
the marble.16 Typically, when marble is employed as architectural ornament it is 
used as an overlay to a base material, intended to foreground the sensual texture 
of marble. Instead, here the marble reveals the material that lies underneath. As 
one approaches the cultural centre, the white marble opsis dissolves into the glass 
box which defines the enclosure of the building; when the marble opsis is lit, the 
material’s inherent solid, opaque character transforms into a live and vibrant 
‘thin’ surface that projects events taking place inside the building into the urban 
scenography of Athens. Such responsiveness simulatensouly revives the marble-
image of the building and the image of the city. During the inauguration ceremony 
in 2011, the Greek director Michael Marmarinos activated the marble membrane of 
the building by materialising what he imagined as “an hymn to the workmanship.”17 
All the craftsmen and labourers who worked on the construction of the building 
appeared on stage during the event, as well as being represented through a series 
of images featured on the marble skin of the building (as well as on the screen 
in the main auditorium). Accompanied by folk and classical music, Marmarinos 
presented the labour force as the main protagonist of the event, awakening not only 
a romantic view of the techne of architecture but, in so doing, reminding us that a 
return to directly artisanal modes of production is merely an illusion. Celebrated 
for its material innovation, the marble opsis of the Onassis Cultural Centre, as the 
architect Robert McAnulty argues, probably does “little to challenge the oft-repeated 
standards of an architectural practice firmly grounded in capitalist production.”18 

Rather than reinforcing the stereotypes that force one to see marble in Athens 
merely as a cladding that dresses commercial, cultural buildings (such as the Venus 
Marble HQ or the Onassis Cultural Centre) and public spaces (such as Syntagma 
Square), this Architecture by Design thesis explores the marble of Athens as a 
much more complex material. The main objective of this thesis, therefore, was to 
reinstitute marble’s materiality in order to assert potential means for its matter to 
develop in a manner that embodies political, aesthetic and social significance for the 
contemporary Attic (metropolitan) landscape. Engaging in a discourse on marble 
in this context can readily turn into a fetishisation of marble’s materiality, given 
that marble is still strongly attached to national sentiments and that ‘ideality’ with 
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which the marble Parthenon is heavily saturated. Such imaginaries fail to image 
Athens’ marble in all its scope, and often distract us from visualizing the vibrant and 
vigorous relationships between the material and the contemporary Athenian city 
evident through the development of an alternative thick historicity that activates 
social, cultural, political, aesthetic and philosophical matters. It is through the 
activation of these ‘immaterialities’ that, I assert, a new thinking-with-the-material 
can put forward an operative model for architectural design and production. This 
architectural consideration of the material, which is not always about the material 
per se or the particularities of the material, comes from a perpetual engagement 
with that material, and grounded in the asperity and thickness of marble’s matter. 
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3/c  

1/a  

A 

1/b  

2/a  

2/b  2/d  2/e  

2/c  

B  C  

3/a  3/b  

2/g 

2/f  

2/h 

The Matthew Architecture Gallery, 1:50

Component 1: Citing Marble in Attica.

1/a

— An Atlas of Attica’s Marble, 1: 50,000

— A Marble Ground (eight tiles of white Dionysos Marble 400 x 400 x 20 mm, vein-cut and honed), 1: 1

1/b

— Ecosophic Cartographies of Attica’s Marble (Prezi Presentation)

 

Component 2: Marble Cabinet. 

2/a 

— Marble Excavations, Constructions, Ruinations, Reconstructions of the Athenian Metropolis (Territory II), 1: 5,000

— Syntagma Square and the Neoclassical Plan of Athens, 1: 5,000

— Plaster Cast of Territory II, 1: 20,000

2/b

— ‘Lithagogia Road’ and the Stream of Chalandri (Territory III), 1: 1,000

— Plaster Cast of Territory III, 1: 20,000

2/c 

— Marble Excavations, Constructions, Ruinations, Reconstructions of Mount Pentelicon’s Quarries (Territory IV), 1: 2,000

— Plaster Cast of Territory IV, 1: 20,000

2/d 

— Drawing out the Marble of Syntagma Square and the Hellenic Parliament (Site II-a), 1: 500

2/e

— Drawing out the Marble of Pentelis Avenue 101 (Site III-a), 1: 500

2/f 

— Drawing out the Marble of Pentelis Avenue 133 (Site III-b), 1: 500

2/g 

— Drawing out the Marble of Dionysos Quarries (Site IV-a), 1: 500

2/g 

— An Archive of the Architecture by Design Thesis ‘ATHENS’ IMAGE-OPSIS’

Component 3: Marbling Effects.

3/a

— Photographic Essay: New Acropolis Museum, the Pink Paint and the Whitening of the White Marble of  Syntagma Square

 — Model of a ‘Textured’ Syntagma Square, 1: 500

3/b

— Photographic Essay: Marble Industries and the Art / Architecture Installation ‘Μαρμαρυγή’       
— Model of a Marble Union, 1: 500

— Model of a Marble College, 1: 500

— Three-dimensional Scan of the Marble College’s Physical Model, 1: 250

3/c

— Photographic Essay: Surface Structures of the Underground Marble Quarries of Mount Pentelicon

— Model of a Marble Scholar’s Centre, 1: 500

A — Digital Projection of the Architecture by Design Thesis

B — The Architecture by Design Thesis 

C — Siting the Architecture by Design Thesis in the Matthew Architecture Gallery,  1: 50
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Siting ‘ATHENS’ IMAGE- OPSIS’  �esis
in THE MATTHEW ARCHITECTURE GALLERY

Athens insists on representing white marble as the 
material embodiment of the city, and consequently 
white marble is persistently present in mythologies of 
the city. �is thesis argues that in perpetuating these 
myths that make consistent appeals to idealised ‘white 
places’, the reciprocal and mytho-poetic relationship 
between marble’s materiality and the Athenian 
metropolis is progressively over-simpli�ed. �e result of 
this particular, reductive historiography is that today 
the contemporary opsis (architectural surface and 
image) of marble stimulates an emotional (pathetic) 
perception of the material that, by extension, fosters a 
marble-image of Athens that is truly pathetic. �is 
pathos is clear if we consider the violent gestures that 
accompanied a series of recent anti-austerity riots in 
which rioters deliberately tore marble veneers from 
numerous modern and contemporary urban edi�ces. 
Despite the apparent senselessness of this act of dissent 
toward the super�ciality of the current Athenian 
politico-economic apparatus, these actions in fact 
exposed the super�cial manner in which the material 
has been employed to re-present Athens as an 
imaginary place. �is thesis regards the perceptible 
absence of marble brought (inadvertently) to the 
surface during these riots as an opening to a deeper 
understanding of marble’s materiality. 

‘Following’ the agency of marble’s matter, this 
Architecture by Design thesis presents potential ways of 
re-instituting what matters in Attica’s marble. �e thesis 
advances theoretical arguments for the mutually 
constitutive relationship between marble and Athens, 
where obsolete illustrations and a priori dogmas 
regarding notions of matter and materiality, image and 
opsis, landscape and ecology are challenged as it evokes 
the poetics of marble as discourse. �e thesis also 
presents a re-presentational visual archive as an 
expressive essay of both marble’s opsis and Athens’ 
marble-image and a portfolio of architectural design as 
it materialises a series of speculative design 
propositions that are placed in speci�c charged contexts 
across the broader Attic (metropolitan) landscape, and 
which address practices of marble concerned with the 
marble-image of Athens. �ese are means of 
re-situating marble’s materiality within its inherently 
aesthetic and, by extension, political ground that 
mobilise the material’s asperity: the material’s intrinsic 
textures, tensions and di�erences that are projected into 
the making of marble’s opsis —an opsis that in turn 
re-informs and enriches the making of Athens’ 
imageries. 

d 11 [Vol. 1, pp. i-ix]
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1:50
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‘ATHENS’ IMAGE-OPSIS: THE ASPERITY OF ATTICA’S MARBLE’ Exhibition, 1 April 2016
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