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installing a museum in a preexisting shell
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Submitted to the Department of Architecture
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of the requirements of the degree
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Abstract

The thesis deals with the complexities involved
within the conversion of an old building to an art
museum. The restoration of a building is by itself a
complicated problem, conjuring up questions about
the relationship between the old and new parts of
the structure. The reuse of the old building as a
museum of art adds a new set of relationships,
multiplying the interactions and enhancing the
complexity.

The analysis of the problems is structured in
two parts:

The first is a theoretical discussion of generic
questions and issues linked with the museum as an
institution on the one hand, and with the
preservation of the built environment on the other.

The second joins the two fields of the above
discussion together, by referring to the particular
kind of building: the museum within an old
structure. This is done by means of analysis of
selected examples. An artificial separation of the
two fields is again used as a tool for the analysis.
The discussion focuses on the concrete expression
of specific choices in both of the fields, from
which, in conclusion, general deductions are
drawn.

Thesis Supervisor: Francesco Passanti
Title: Assistant Professor of the History of
Architecture
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INTRODUCTION



A broad definition of a museum could be that it
involves the collection and display of any selected
objects, from a stamp album or the bibelot
assemblage in a bourgeois parlor, to the city itself as
a collection of people's artifacts and statements.
When thinking of a museum as a building, the way
in which we perceive it in our everyday life, what
instantly comes up is the old theme of 'a doll within
a doll': a museum within a museum. The museum
building becomes both a place for displaying and a
displayed object in itself. This leads to the
perception of it as a shell, as an envelope, and
opens various questions on its relationship with the
exhibition within it. How do we deal, then, with
this relationship?

Such a viewpoint can be applied to any museum
building; however, in the case of preexisting
buildings, this notion comes to the foreground.
Having been emptied of its previous function, its
previous 'self, the building emphasizes its
perception as a shell. By installing a museum in
such a shell, does the old building become a
'frozen' display case, does it become a carcass?
Does it lose the meanings and memories it used to
carry? If not, how do these, in turn, affect the new
function? How do they affect the exhibits?

It is my intention to first go back to generic
questions in both of the two areas implied, the
Museum and the preservation and revitalization of
the built environment. An understanding and a
critical position on the issues raised by each one



separately is a prerequisite for enquiring the above

relationships.

However, such questions cannot be examined

in the form of theory only; the use of concrete

examples is required for clarifying the issues

involved, and making them more comprehensible.

Thus, in the second part, where the discussion

focuses on the particular kind of building -the

museum within an old structure, I will constantly

refer to built examples, and mainly to three selected
buildings, which are documented in an appendix for

the reader who is not familiar with them. However,

it is the examination of my questions and

assumptions which I'm placing in the foreground,

and not the criticism of the particular buildings.

Finally, I have to make clear that, while being

aware of the different approaches -in both the issues
of the museum and preservation- around the world,

I will consciously limit my research within the

European context. I will particularly focus on and

use as a point of reference the evolution of the

Italian museological tradition since the fifties, which

is inseparably linked with that of restoration.



PART A
Theoretical Considerations



The Museum:

Institutional Changes over Time

Fig. 1. LAurore , Paul Delvaux,
Oil on canvas, July 1937.

The word 'museum' can signify different

notions, can convey different meanings, according

to the definer's use of it( to its particular usage). By
its origin, it immediately recalls the "muses" of the

Greek mythology, the nine deities inspiring artists,

poets, musicians. In the period of the Ptolemies, an

institution founded in Alexandria and called

"Museum", was a place where a court of sages,

philosophers and men of letters was held.

Containing a library and collections of artifacts, the

museum of antiquity was a place for study, an

academy. Although this is not the kind of institution

that the word signifies today, the museum still

carries an immediate relation with the arts and the
"muses", and is again held -at least by its

promoters- to serve educational purposes, even if in

a different manner. In 1539, Paolo Giovio for the

first time writes of his collections at Commo as his

'Museum", and in 1543 the word appeared

prominently in in inscription on the building. 1 The

use of this word today conjures up the idea of the

museum building, a place for the preservation and

display of certain objects. The museum is related to

the notion of collection, and it is in fact the

collections from which the 'modern' museum

stems.

Art collecting, anticipating the museum of our

days, goes back to the Italian Renaissance, when a

sense of interest in history and heritage was

developed, followed by an enthusiasm for the



Fig. 2.'Ibe Earl of Arundel with his
sculpture galery: detail of painting by
Daniel Mytens, 1618 (Duke of
Norfolk Collection).

products of classical antiquity. One can also think of

examples in the Hellenistic and Roman periods that

saw the founding of private collections through the

search for antiquities. However, the direct

predecessor of the museum as we conceive of the

term today, are the galleries for paintings and

statues, which had become a frequent adjunct to

palaces in European countries, since the sixteenth

century.
What characterized the early galleries 2, the

Kunst- or Wunderkammer, or Cabinet of curiosities

of the sixteenth and seventeenth century, was the

fact that they displayed a mixture of paintings,

statuary, and even objects of natural science. It was

Enlightenment which brought specialization. This is

one of the changes which the eighteenth century

imposed upon these princely and royal art galleries,

the other being their gradual opening to the people,

so that the public art museum has emerged. The first

realized project for a separate museum building -

which in fact was museum and library combined,

and from the beginning open to the public- was

the Museum Fridericianum in Kassel, built in 1769-

79.
Although things seem to have changed a lot

throughout this evolution, the museum of our days

shares a lot of common features with its

antecedents. We shouldn't let the 'public' and
'private' labels mislead us. While the royal or

private gallery testified to royal power or private

wealth, the public museum of our days relates to the

modem state, an abstract entity representing in

theory all the people of the country. A visitor to a



Fig. 3."Le Lou e des mWioenles",
Paris 1844.

private royal or prince collection gave honor to the

collector's virtue taste and wealth. Today, the visitor

of the public museum is supposed to be a

shareholder in this collection."It is open to anybody,

it belongs to everybody." In this sense, the museum

is another means for cultivating the illusion of a

classless society. But, falling in its own trap, it

completely fails in this goal. The museum is such a

perfect expression of the dominant culture, that

everything in it, down to the smallest detail, keeps

away "both the sort of person who relates himself to

a 'different' culture , and also the person who has

neither the intellectual ability nor the desire to

embark upon it."3 Museum space is exclusive. It is

limited to a certain social elite; and it is perfectly

articulated to accommodate the prejudices and

enhance the self-image of this group. "The museum

is the site of a symbolic transaction between the

visitor and the state. In exchange for the state's

spiritual wealth, the individual intensifies his or her

attachment to the state."4

There is not much distance between the

aspirations of the eighteenth century gallery creators

and those of the contemporary public museum's

advocates. In France, even before the Revolution, it

was proposed that the Louvre should include an art

gallery open to the public. At the same time in

Germany, there were private collections that had

been already opened to the public. These certainly

were not neutral actions; it was a way of reacting to

a new spirit of equality and, moreover, to a threat of

eruption of discontent population. The gradual

withdrawal of restrictions in admittance to the



Fig. 4."Safe des empereurs"

Fig. 5."Salle des muses

galleries was a way of cleverly appeasing peoples'

claim for participation in accumulated wealth. Art

collections were used in order to present a coherent

set of historical and cultural values that

distinguished the new ruling class, the ascending

bourgeoisie, with whom the old nobility had

thereafter to share social preeminence. Education

and art would be important means for maintaining a

social balance. Art objects would no longer be

defined by pure aesthetic judgements; they had to be

linked with art's relation to society, with social

classes, with prejudices and presuppositions, with

art history. In the old regime, possession by nobility

conferred cachet upon the work; in the bourgeois

world it is the other way around. The museum

institution has always been -and still is, rather more

conspicuously than ever- one cog in the overall

mechanism of the state. It should not be simply

viewed as a repository for the preservation and

exhibition of art; one should think of further

implications consciously or unconsciously hidden

behind such a definition.
The recent increase of interest in museums

raises a wide range of issues. From the opening of

the first private collections to the public, we have

come to the museum mania of our day. One has

only to take into account the great museums in the

United States or in Europe, in order to get a sense of

the force of this 'museum machine'. Furthermore,

the aspirations of the advocates of the Mass MOCA

proposal, calling for the "biggest museum in the

world, ...a 'real mecca of world culture' "5, clearly

reflect how the contemporary museum factory

Fig. 6. French Academny Galery

................



Fig. 7. The "Experts"

Fig. 8. "Sunday visitors"

justifies such an institution by the number of its

visitors.6

The opening of museums to an increasingly

wider public is not necessarily a positive sign, or

evidence that they are functioning properly. On the

contrary, the paradox is that the more attendance

increases, the more decisively the museum becomes

separated from the visitor.) Museums have become

places for crowds , to spend hours being entertained

by the variety and excitement of what they see and

the knowledge that what they are doing is an

experience to be shared. New functions, new
'needs' have emerged. Not only bookstores, but

stores selling any kind of 'goods', as well as

restaurants and cafes, have arrived a stage of being

considered essential for 'today's cultural centers.

Curators and directors seem not to be worried by

that. On the contrary, we read and listen to claims

filled with proud for the success of museums which

are "not cemeteries, but cheerful places to be in."7

Jean Baudrillard's analysis of the "Beaubourg

effect", written about a -decade ago, has certainly not

lost its validity. Whether it is in the Pompidou

exhibition spaces of those days, or in the galleries of

a permanent character in the post-modem museum

of Stuttgart, or even in the new arrangement on the

fourth floor of the former in traditional modes,

art's perception has been transformed into a kind of

mass consumption. The art work has become a

commodity to be consumed by the crowd; and the

museum its marketing site.Rimy Saisselin has

written on a transformation of the work of art into a

superbibelot calling for super prices.8 He makes a

..........



Fig. 9. The East Wing of the
National Gallery of Art in
Whasington. D.C. -

Fig. 10. Standing in the queue."

parallel between the art museum and the department

store of the nineteenth century9, arguing for

remarkable similarities between "an attractive

consumer object sold in a department store or in a

boutique, and the objet d'art, which might or might

not be in a museum."10 If one is not quite convinced

with such a notion as consumption of art, one

should turn to the 'goods' we can buy in the

contemporary museum-mall (reproductions and all

kinds of bibelots).

For Walter Benjamin the museum contradicts

itself from its very heart. He has argued that there is

a polarity between distraction and concentration.

And, according to him, art demands the latter,

whereas "masses seek distraction." 11 Hence, the

very fact of publicly exhibiting becomes a self-

destructive action ."The simultaneous contemplation

of paintings by a large public, such as developed in

the nineteenth century, is an early symptom of the

crisis of painting, a crisis which was by no means

occasioned exclusively by photography but rather in

a relatively independent manner by the appeal of art

works to the masses." 12 "The mass is a matrix from

which all traditional behavior toward works of art

issues today in a new form. Quantity has been

transmuted to quality. The greatly increased mass

of participation has produced a change in the mode

of participation." 13

Is then the museum institution sentenced to its

self-destruction? Valdry's metaphor seems to have

been prophetic: "[Museums] like casinos, cannot

lose, and that is their course." 14 There is an

apparent paradox here; on one hand, the modem



museum-mall is indeed calling for mass

participation, and on the other, the institution is

based on the authenticity of its exhibits. If, as

Benjamin argues, technical reproduction has led to

the loss of the 'aura' of the work of art, the museum

is its last defender. Rather than calling for the

attitude of the wanderer, the fldneur 15, the art

museum demands and evokes a ritual behavior in

front of the original objects of art; it's one of those

spaces, which provide scripts to be performed by
those who enter them. If we think of our own

experience, we will agree, that in art galleries, "as in

churches, one does not speak in a normal voice; one

does not laugh, eat, drink, lie down, or sleep; one

does not get ill, go mad, sing, dance, or make

love." 16 Moreover, their architectural treatment

clearly embodies and enhances such a perception of

the exhibition space. Art galleries are "constructed

along laws as rigorous as those for building a

medieval church." 17 Today, even within this

museum-mall, the ritual of the attendance is not only

retained, but celebrated as well, for it is the hold of

the institution's existence. As Saisselin effectively

argues, the 'aura' of the art object not only survives

but triumphs as well: it is marketed, it has regained

its strength and is celebrated. Thousands line up for

hours to enter a Cezanne, Monet, or Picasso

exhibition. 18 The irony is that all we finally

experience is the object's 'aura' and not the object

itself. Wandering among original works of art, all

we 'perceive' is the authority of the original , but

not the objects themselves; we forget to 'really see'

them. It is no longer the perception of the object, the
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Fig. 12. "Viewing the original "

image we receive, what strikes us. It's very first
message is to be found in its authenticity. The
significance of the display of the original reduces

the work of art to the original of a reproduction. In

fact, we didn't go to the museum in order to see the

art piece; the important thing is that we went there,

where the original was on display. 19 Then, at

home, we have the chance to 'see' and 'observe'

them through the reproductions of the museum

catalogue. The catalogue becomes then a more

effective display of an art piece; the 'original's aura'

might be absent, but, on the other hand, the object is

more exposed to us.

"Museums certainly emphatically demand

something of the observer, just as every work of art

does. For the fldneur, ..., is also a thing of the past,

and it is no longer possible to stroll through

museums letting oneself be delighted here and there.

The only relation to art that can be sanctioned in a

reality that stands under the constant threat of

catastrophe is one that treats works of art with the

same deadly seriousness that characterizes the world

today"20



lPevsner, N., "Museums", in History of Building Types,
1976,p. 11
2 So frequently were galleries used to display statuary, that
the word gallery became a synonymous of the word
museum.
3 p. Bourdieu and A. Darbel quoted by Hubert Damisch in,
"The museum device: notes on institutional changes", in
Lotus 35, p. 9.
4 Duncan, C., and Wallach A., "The Universal Survey
Museum," in Art History, v.3, n.4, Dec.1980, pp. 448-69.
5"For Krens [the main advocate of the proposed project],
MASS MOCA is not just another museum; it is, rather, the
solution to the museum crisis, a model for the future." Ken
Johnson, "Showcase in Arcadia. The MASS MOCA," in Art
in America , July 1988, pp.102.
6"Well, here we are in Massachusetts -a tourist area. In
summer the sun always shines in the purple valley, close to
New York, close to Boston, relatively good links. It could be
funded like the Olympics. Not as big, but done the right way.
...You've seen a revolution in the Olympics, since Los
Angeles. They call it the marketing of the Olympics. ... If
we've got MASS MOCA under our belts and we approach it
the wright way....If it were the biggest art exhibition in the
world, you'd probably come. I think people would come from
everywhere." From an interview with Thomas Krens, by Ken
Johnson, in "Showcase in Arcadia. The MASS MOCA," in
Art in America , July 1988, pp.97- 98.
7 A note by Francis Cachia, in an interview with Hansgerd
Hellenkemper, Director of the Romisch-Germanishes
Museum in Cologne. In "Communication and the Museum",
by F. Cachia, in Museum 36, p. 8-11.
8 R6my G. Saisselin, The Bourgeois and the Bibelot,
Rutgers Univ. Press, New Brunswick, New Jersey, 1984.
9 Already preceded by Walter Benjamin: "there are
connections between department stores and the museum, and
the bazaar represents one of the linking elements.", Walter
Benjamin, quoted by Frank Werner in: "On the typology of
museum of the eighties. The experience of the German
Federal Republic", in Lotus 55, 1987, n.3, pp. 39.
10 R6my G. Saisselin, The Bourgeois and the Bibelot , p.
41.
He remarkably adds that the similarities are such "that an
entire department store could easily have been turned into a
museum by simply freezing its operations and letting it exist
as a monument of a particular moment of our civilization. In
fact the true museum of the nineteenth century might well be
a department store rather than a specialized exhibition space
reserved for nineteenth century painting and sculpture."Ibid.,



p. 42. Drawing further such a notion, the store catalogue
might be considered as the museum of the future -if not
that of our day, if one thinks of its expanded use today.
II Walter Benjamin, "The Work of Art in the Age of
Mechanical Reproduction", Illuminations , Edit: H.Arendt,
Scocken Books, New York, 1969: p.239.
12 Walter Benjamin, "The Work of Art in the Age of
Mechanical Reproduction", Illuminations, p.234.
13 Walter Benjamin "The Work of Art in the Age of
Mechanical Reproduction", Illuminations , p.239.
14 Theodore W. Adorno"Valery, Proust and the Museum",
in Prisms , The MIT Press, Cambridge, 1967, p.177.
15 Walter Benjamin wrote in the thirties: "The concentration
of works of art in museums is not so different from the
display of merchandise which, presented to the passer-by 'en
masse', create the impression that he must be entitled to part
of them", quoted by Frank Werner in: "On the typology of
museum of the eighties. The experience of the German
Federal Republic", in Lotus 55, 1987, n.3, p. 39.
16Thomas McEvilley, in the Introduction to the Inside the
White Cube. The Ideology of the Gallery Space , by Brian
O'Doherty (The Lapis Press, Santa Monica, San Francisco,
1986), p. 10.
17 Brian O'Doherty, Inside the White Cube. The Ideology of
the Gallery Space , p.15.
18 Rdmy G. Saisselin, The Bourgeois and the Bibelot ,
1984.
19 This becomes more evident with art pieces considered as
classic; the visitor of their exhibition 'knows' the exhibit
pretty well before entering the museum (through any kinds of
reproductions, or even by having seen it before in another
museum), but now, he will confront (or re-confront) the
authentic.
20 Theodore W. Adorno"Valery, Proust and the Museum",
in Prisms , The MIT Press, Cambridge, 1967, p.185.
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Art and the Museum

Fig. 13. Venw and Mars, Botticelli.

The Museum is often thought of as a kind of
cultural warehouse, where human artifacts are
stored, and, furthermore, taken out of their natural
context, classified, or better reclassified, and
exhibited. I have already argued that there is an
oversimplification in such a definition, for there are
other aspects overlooked -deliberately or not.
What I want to add here is the institution's relation
to art itself. From this point of view as well, it is a
naive judgement to think of the museum as if it was
a neutral display case with the pure function of
preserving and exhibiting.

Art museums do not simply satisfy these needs,
but affect art at its very heart. Walter Benjamin
writes of a polarity between cult-value and
exhibition-value of the work of art The more art is
emancipated from ritual -hence: the more the art
object is stripped from its cult-value- the more its
exhibition-value is enhanced. He then argues that
"its fitness for exhibition increased to such an extent
that the quantitative shift between its two poles
turned into a qualitative transformation of its
nature." 2 Today, "by the absolute emphasis on its



Fig. 14. "Le Louvre des marionnettes",
Paris 1844.

exhibition value the work of art becomes a creation

with entirely new functions, among which the one
we are conscious of, the artistic function, later may
be recognized as incidental." 3

Established socially, the museum institution

does not only preserve art objects, but it has also
become a refuge for art itself. The museum has
become an asylum for the work of art, in which the

latter is here most of all protected from any kind of

questioning.4 It instantly promotes a work of art to a

status, a mystical value out of doubt. "So powerful
are the perceptual fields of force within this
chamber, that, once outside it, art can lapse into
secular status."5 In addition to that, it enhances its
economic value, since by establishing an art piece
- and art generally- socially, it assures its
exposure and consumption. But at the same time,
the Museum, by being a refuge for art, turns to be a
limit for it as well; its 'altruism' instantly becomes a
limiting frame. Even if it seems a paradox, it
nonetheless is a reality of which the viewer and

especially the artist should be aware. "Whether the
place in which the work is shown imprints and
marks this work, whatever it might be, or whether
the work itself is directly -- consciously or not-
produced for the Museum, any work presented in
that framework, if it does not explicitly examine the
influence of the framework upon itself, falls into the
illusion of self-sufficiency -or idealism."6 Thus, if
the walls of the gallery cannot be 'surpassed', they
have at least to be taken as an existing assumption.

It is imperative for every artist to be aware of this

context-content , and of what it does to his or her



work. Exactly as in the history of the easel painting
one can perceive various ways of responding to the
frame -accepting it, taking advantage of it, denying
it, or trying to break it, in the history of the museum
institution one is confronted with different attitudes
towards the limiting forces of this art container.

The museum space is no more neutral than a
book, and the notion of 'neutral museum is a
contradiction in itself. An art piece cannot be placed
beyond any time or space. Besides the limits
imposed by the broader framework of the
institution, it is also true that even the juxtaposition
of two objects cannot avoid a set of governing rules
or values. There is no way of placing works of art
together independent of a particular logic. That a
certain statement is being made by the arrangement
is unavoidable. The way art pieces are arranged
makes assumptions about what is offered; and the
strength of this truth is such, that an 'internal'
history of art can be -and often is7- correlated
with, or even replaced by the 'external' history of
how it is exhibited. Even without realizing it, the
visitor sees according to choices that have been
made on his or her behalf, by curators, directors,
designers, or architects. A pre-decided order is
always there, and the setting of a work of art
influences, if not determines -to a certain extent- the
way in which it is appreciated.

In Vers une architecture Le Corbusier has
argued for the need for an essential solitude of the
art piece. In his ideal museum, paintings should not
be hung on walls, competing with one another, and

creating relationships that assert strong statements.



"The true collector places his paintings in a 'casier,
and only hangs on the wall the one he wants to look
at"8. In this way, the enjoyer can only partake of
one particular object excluding all others. Le
Corbusier seems to have shared the same concern
with Valdry, who had seen in the juxtaposition of
works of art -believed to be unique- the creation
of a 'chaos', leading to their own destruction.9 But
he responds to that, suggesting the avoidance of
confrontation 'on the wall', as if it was a just a
matter of spatial juxtaposition; there is an
oversimplification of the truth here, which lies in the
very heart of such a thesis. What should worry us is
not the "organized disorder" of this realm of
"incoherence" which Valery spoke of, but, on the
contrary, its organization. Traditional art history and
the museum institutional order assume a relationship
of interdependence, which has an unavoidable
impact on our reading of art. Art galleries, by
adopting an historical order and being organized
according to art historical rules, testify to the validity
of these rules, taking them as trans-historical truths,
and thus, have a direct impact on people's reading
of art.

Art is not free, the artist does not express
himself freely -he/she cannot. The cultural frame
and the museum itself are such strong limits that
they constitute both the points of departure and
arrival of art. The former cannot leave out the artist,
and the latter is not the neutral place it would like us
to believe. It is the ignorance of these limits or the
wish to mask them that presents art to us under the
many guises of a 'pure masterpiece'.



Art is made for the museum; art is produced to
be consumed within the museum. There is a relation
of interdependency, of mutual affection between art

and the institution which houses it. One requires and
presupposes the other. Douglas Crimp has related
the museum to Foucault's view on the "modem
institutions of confinement", such as the asylum, the

clinic, and the prison; as it is these institutions that
produce the respective discources of madness,
illness, and criminality -not the other way around,
it is the museum which is the precondition of what
we call modem art.10

Fig. 15, 16. *Art is produced to be
consumed within the museum



1 Walter Benjamin, "The Work of Art in the Age of
Mechanical Reproduction," in Illuminations , Edit: H.Arendt
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2 Walter Benjamin, "The Work of Art in the Age of
Mechanical Reproduction," in Illuminations , p.225.
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The Activity of Collecting

At this point, I'd like to go back to the deepest
root of the museum, the collection, but leave apart
the historical and social aspects which have already
been discussed, and deal with the collection per se,
with the notion of "collecting" itself. What lies
behind the collector's passion, behind this 'need'
for accumulating objects? The question is related to
both the act of collecting and the objects themselves.

Possession, preservation, choice, order are
notions which are instantly raised pervade the act of
collecting. Preserving reflects our resistance to
world's impermanence. It is our fight against death
and against 'nothingness', against the feeling of
vanity to which the transience of our world leads us.
Everything seems to be seized by a continual
oscillation between being and nothingness. Our
need to give our lives permanence, to perpetuate our
experience is satisfied by the accumulation of
memories and images in the 'concrete' form of a
collection. Our need to possess can reflect our need
to present ourselves to the external world, by means
of our belongings. This is certainly an aspect hidden
behind the 'need' for collecting; however, there is
an even deeper and mysterious relation to ownership
in collecting.

There are many ways an object can come under
our possession, which are certainly reflected upon
it; it could be a gift, inherited, purchased. But even
if it was given to the collector as a present or
inheritance, which means that the actual choice of



the particular object was made by someone else and
not the collector, it is always the latter's own choice
and decision to preserve it and, in a way, 'save' it

that gives it its irreplaceable value; it is the

collector's 'discovery'. In other words, by
collecting, we are expressing ourselves indirectly by
means other than our language codes, by means of a
creative act, similar to the artist's or the writer's
effort. The choice of a particular object, the decision

to include it in our accumulation and preserve it, is

an act of self-expression. Let me quote here Walter

Benjamin, whose words, rather than being just an

expression of self-consciousness, reflect the
collector's pride and self assertion: "For such a man
is speaking to you (he is speaking about himself),
and on closer scrutiny he proves to be speaking
about himself."1

Fig. 17. Archduke Leopold Wilhelm in his private picture
gallery, by Teniers (1582-1649).



ig. 18Portrait of Dante, L

Fir. 19. Eiffel Tower souvenir. 1950's.

The relationship of the collector to 'his' objects

is one that does not emphasize their functional or

utilitarian value, i.e their usefulness, not even their

artistic value. "And you have read all these books,

Monsieur France? Not one tenth of them. I don't

suppose you use your Sevres china every day?"

Besides the mingled feelings of possession and

security of an invulnerable intimacy, it is also the

study and 'love' of the object's fate that is hidden

behind this 'mania'. "One has only to watch at a

collector handle the objects in his glass case. As he

holds them in his hands, he seems to be seeing

through them into their distant past as though

inspired."2

"The phenomenon of collecting loses its

meaning as it loses its personal owner. ... Even

though public collections may be less objectionable

socially and more useful academically than private

collections, the objects get their due only in the

latter.... For a collector -and I mean a real collector,

a collector as he ought to be- ownership is the most

intimate relationship that one can have to objects.

Not that they come alive in him; it is he who lives in

them." 3 It is this truth which differentiates the
'honesty' of the private collection from the 'dis-
honesty' of the museum.

Theodore Adorno argues that "the German

word museal has unpleasant overtones. It describes

objects to which the observer no longer has a vital

relationship and which are in the process of dying.

They owe their preservation more to historical

respect than to the need of the present" 4. And he

Nom"W"im I I---.-- -- - - *0AAW Imi , *6 .



rig. AU. Lucas 33mar3, nearo0m,
1964, courtesy The Pace Gallery,
New York.

continues: "Museum and mausoleum are connected

by more than phonetic association. Museums are

like the family sepulchers of works of art."5 Even

if "needs of the present" can be interpreted in

various way, it is this "vital relationship" which is

present between the collector and his 'children', and

which the public museum lacks.

The notion of 'order' comes into our mind as

well, for it is unavoidably linked with the notion of

collection. Any collection, any accumulation of

objects cannot avoid the existence of an order. It is

also here that the passion of the collector can be

found: in one's effort to establish one's own

personal order. The uniqueness of the latter, the

collector's unique intimacy is one of the for the

collector's efforts. It is a disorder in relation to the

known and established order of types and kinds.

But this 'disorder' has its own order imposed by the

collector partly consciously and partly

unconsciously. Benjamin relates it to intimacy,

arguing that "it is a disorder to which habit has

accommodated itself to such an extent that it can

appear as order,"6 and adds that in the collector's

life "there is a dialectical tension between the poles

of order and disorder."7

Gustave Flaubert, in his last work, Bouvard and

Pecuchet, created the two perfect figures of the

collecting mania. Bouvard and Pecuchet wander

through the garden of culture surrounded by

dictionaries encyclopedias manuals, books that

contain all knowledge: religious, pedagogical,

scientific, medical, political , philoshophical and



Fig. 21. J.Courtanne, Physics Cabinet
of Bonnier de la Mosson.

literary. But precisely because there is no criteria, no
value which can make it possible to select and
decide, they collect and implement every single
thing and every idea. Nothing can withstand their
mania for collecting and doing. And the novel ends
with the desparate gesture of preservation without
qualification. Bouvard and Pecuchet limit
themselves to transcribing and copying from books
whatever can no longer take on any form, "what
therefore remains as 'epithet', without any noun to
which to attach itself, relate itself, unite itself 8:

"They copy papers haphazardly, everything they find,

tobacco, pouches, old newspapers, posters, torn books,

etc.(real items and their initations. Typical of each category).

Then they feel the need for taxonomy. They make tables,

antithetical oppositions such as "crimes of the kings and

crimes of the people"- blessings of religion, crimes of

religion. Beauties of history, etc.; sometimes however, they

have real problems putting each thing in a proper place and
suffer great anxieties about it.
- Onward! Enough speculation! Keep on copying! The page

must be filled. Everything is equal the good and the evil. The

farcical and the sublime -the beautiful and the ugly- the

insignificant and the typical, they all become an exaltation of
the statistical. There are nothing but facts -and
phenomena."9



Napoli 1599.

Fig. 22. Les promenades de Euklide.,
R. Magrite.

1 Walter Benjamin, "Unpacking my Library"Jlluminations,
Edit: H.Arendt, Scocken Books, New York, 1969: pp. 59.
2 Walter Benjamin, "Unpacking my Library"flluminations ,
p.61.
3 Walter Benjamin, "Unpacking my Library",iluminations ,
p.67.
4 T. W. Adorno,"Valery, Proust, and the Museum", in
Prisms , The MIT Press, Cambridge, 1967,p.175
5 T. W. Adorno,"Valery, Proust, and the Museum", Prisms,
p.175
6 Walter Benjamin, "Unpacking my Library"Illuminations ,
p.60.
7 Walter Benjamin, "Unpacking my Library"/lluminations ,
p.60.
8 Franco Rella, "The vertico of the mblange. The collector's
fight against time", in Lotus 35, 1982, p.56.
9 Gustave Flaubert, (Oeuvres completes de Gustave Flaubert
(Paris: Club de 1' Honnete Homme, 1971), VI, 607), as
quoted by Eugenio Donato, "The Museum's Furnace: Notes
Towards a Conceptual Reading of Bouvard and Pecuchet",
Textual Strategies.Perspectives in Post-Structuralist
Criticism, ed. J.V. Harari, Cornell University Press, Ithaca,
New York, 1979, p.214.



The Museum's 'Order'

. 24Picture Gallery of Cardinal Valenzi Gonzaga , Panini.

In the first section, discussing the institution's
evolution through time, I've argued that the shift
from the private gallery to what we call public
museum, should not be taken as as a total
transformation of the institution's heart , as a
refoundation of it. It was a reflection, or better an
adaptation to the political and social changes.

More significant than the 'private to public'
shift has been the change in the way works of art
are displayed. Paintings and statues are no longer
accumulated objects giving pride to the owner, but
are now organized in a specific order.
Enlightenment brought specialization. A
classification according to genres was the earliest
type of systematization. In Museo Pio-Clementino
arrangement was by subject matter, culminating in
the rotunda as the room for the major deities. In



-7 -~ ~ -~-

Fig. 25. Muso Pio Clementino,
Vatican, by M.Simonetti and
G. Gamporesi, 1773-80.

1779, the imperial catalogue in Vienna was

rearranged and displayed in the Belvedere in terms

of schools, indicating a change from entirely

aesthetic to historical functions."Such a large,

public collection intended for instruction more than

for fleeting pleasure, is like a rich library in which

those eager to learn are glad to find works of all

kinds and all periods."1 A historical arrangement of

the works of art, from room to room in a sequence

of time and by schools, was adopted. In the

glorious museums of the nineteenth century, such

as the Munich Glyptothek and the Altes Museum,

the collection arrangement had become a visible

history of art.2 A history of art however, as viewed

by the creators of the museum. The bourgeoisie had

spelled out the history of art and civilization in their

own reading of art, in terms of national schools and
individual artists. "The idea of civilization became

identified with the history of high culture and high

culture was taken as tangible evidence of a virtuous

government. In the museums, art history began to

supplant the history of state." 3

It is interesting, however, that as early as 1785,
a Viennese nobleman named Von Rittershausen

criticized the ordering by periods and schools

adopted in the arrangement of the works in the
Belvedere palace: "If you want a history of art you
can go to a museum but the sensitive man should be

kept away from it."4 This "sensitive man" is one

who doesn't go to a museum to 'learn' but to get

spiritual enjoyment, and who will find greater

pleasure in the sometimes incongruous



Fig. 26. Fragments of the andquity,
Io vonKenz.

juxtapositions produced in "old fashioned"
collections rather than in a rationally ordered space.

Preoccupied with the museum's artificially
established order, we are almost unable to conceive
it without it; the museum's raison d'tre is

maintained only as long as it gives, by the ordered
display of selected artifacts, a coherent
representation of human reality and history. Let us
consider for a moment museum objects detached
from their labels, and from the order that the
museum has given them. The museum is
transformed into a container of patterns shapes
colors and sounds. The visitor moves then among a
changing panorama of suggestive things, things
stripped of their primary use and natural context but
laid out in such a way that they suggest other
things, which are indeed partly predetermined by
their arrangement, but partly open to personal
readings as well. Subjective perception, even if
historically determined, suggests some extent of
individuality in the viewer's reading. Despite the
effect of the museum -both mentally and physically-
upon the relationship between a piece of art and the
viewer, there is always an unpredictable gap in this
relationship. Even though a visitor to a museum is
supposed to be reassured that objects exhibited are
praiseworthy, and to read things in a certain way,
there is always personal reading involved. rm not
arguing that the individual is entirely free in reading
or interpreting what he/she perceives. 5 But within a

frame of limiting forces, there is always a variety of
possible alternatives, not only among different
individuals, but even for the same person, whose
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Fig. 27, 28. Sir John Soane Museum-
house: Picture room and Monk's
parou.
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'world' is not stable. As Proust had argued, the
work of art is a kind of optical instrument offered to
the reader in order that he makes self-discoveries

not otherwise possible.6

Eugenio Donato has seen in Flaubert's tragic
figures of Bouvard and Pdcuchet the ideology that
has governed the museum in the nineteenth century
down to the present: "The set of objects the Museum

displays is sustained only by the fiction that they somehow

constitute a coherent representational universe. The fiction is

that a repeated metonymic displacement of fragment for

totality, object to label, series of objects to series of labels,

can still produce a representation which is somehow adequate

to a nonlinguistic universe. Such a fiction is the result of an

uncritical belief in the notion that ordering and classifying,

that is to say, the spatial juxtaposition of fragments can

produce a representational understanding of the world. Should

the fiction disappear , there is nothing left at the Museum ,

but bric-a-brac , a heap of meaningless and valueless

fragments of objects, which are incapable of substituting

themselves either metonymically for the original objects or

metaphorically for their representations." 7 "Museum is

heterogeneous in its nature," writes Douglas Crimp.

"The whole history of museology is a history of all

the various attempts to deny this fact and reduce it to
a homogeneous system of series."8 It is this blind
faith in an existing and unquestionable order that

distinguishes the institution from the earlier "aimless

collection of curiosities and bric-a-brac, brought
together without any method or system."9 Such a

'world', as a reflection, and moreover, a

representation of the 'outside world' -of reality

and of its uncontrolled relationships and
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contradictions- is, at least, honest, in contrast to
the organization of the museum, which is an
artificial 'order' arbitrarily accepted as universal.

There is no such thing as 'universal order'.
There is only one's own imposed 'order',
characterized by both its individuality and its
transience. Furthermore, any 'order' is self-
denying, since it instantly calls for the existence of
another, which defies the former. It is our faith in
the possibility of order, and the denial of a 'bric-a-
brac' universe that is reflected in our museums.
Bouvard and Pdcuchet had "begun with the dream
and hope of a total, finite, rational domain of
knowledge," and have "come to realize that not only
is knowledge as a given totality unavailable, but that
also any act of totalization is by definition
incomplete, infinite,and everywhere marked by
accident, chance, and randomness." 10

Let me close with Adorno's words:

"That the world is out of joint is shown everywhere in the
fact that however a problem is solved, the solution is

false."I

Fig. 30. A sadent's study room.

Bak&

Fig. 2917w Key of Drea,
R. Magrine.



I From the introduction to the exhibition's catalogue, as
quoted by Helmut Seling, "The Genesis of the Museum", in
Architectural Review 141, Feb'67, pp.113.
2 Although the Enlightenment put into question the
'magnificent chaos' of the'Cabinet' and founded a
systematizatin and classification in the arrangement of the
exhibits, nonetheless quantity has persisted as a characteristic
of the museum throughout the whole nineteenth century. It is
within the twentieth century that this was questioned, and care
for the specific object emerged.
3 Carol Duncan, and Alan Wallach, "The Universal Survey
Museum". in Art History , v.3, n.4, Dec.1980, pp. 462.
4 Quoted by Hubert Damish, "The museum device: notes on
institutional changes", in Lotus 35, pp. 6.
5Not only are the collection's arrangement as well the spatial
features and interrelationships always pre-decided for the
viewer, but the preconceptions one carries with him (on art,
on the museum institution, etc.) unavoidably affect one's
experience.
6 Theodore W.Adorno, "Valery, Proust and the Museum",
in Prisms , The MIT Press, Cambridge, 1967, p. 183.
7 E. Donato, "The Museum's Furnace: Notes Towards a
Conceptual Reading of Bouvard and Pecuchet", in Textual
Strategies. Perspectives in Post-Structuralist Criticism, ed.
J.V. Harari, Cornell University Press, Ithaca, NY, 1979,
p.223
8 Douglas Crimp, "On the Museum Ruins",October 13,
Summer 1980, p.50. Crimp is using and referring to
Donato's reflection on G.Flaubert's Bouvard and Picushet
("The Museum's Furnace: Notes Towards a Conceptual
Reading of Bouvard and Pbcuchet").
9 Lord Balcarres (trustee of the National Portrait Gallery) in
his critique of the early museums, as quoted by Eugenio
Donato, "The Museum's Furnace: Notes Towards a
Conceptual Reading of Bouvard and Pbcuchet", in Textual
Strategies. Perspectives in Post-Structuralist Criticism,
p.222.
10 Eugenio Donato, "The Museum's Furnace: Notes Towards
a Conceptual Reading of Bouvard and Pecuchet", in Textual
Strategies. Perspectives in Post-Structuralist Criticism,

1Theodore W.Adorno, "Valery, Proust and the Museum",
in Prisms , The MIT Press, Cambridge, 1967, p. 176.



Subjective perception

Fig. 31. La Repro
R. Magiie

The contemporary museum institution, being a
successor to the museum of the Enlightenment is in
a way premised on the establishment of
classification; it is a reflection of the
Enlightenment's model of knowledge. Within that
frame, the institution was conceived as a paradigm
of knowledge for the domain of art. But first and
foremost, the underlying hypothesis was the
objective character of the way art was to be read.
Only object-oriented perception could sustain the
criteria of order and classification.

The shift to subjective perception put into
question the very essence of the institution. The
impossibility of an objective conception of reality, a
concept linked to Kant's theory of knowledge,
suggested a focus on the perceptual structure of the
receiver. At a moment when classical ideas of
beauty, harmony, order, and proportion were
unable to encompass the seeming complexity and
diversity of artistic phenomena, the whole
Semperian logic of object production came into
question. General aesthetics came to be replaced by
an analysis of artistic production by means of the
perceptual criteria of the subject. Neo-Kantian art
theoreticians came to establish the subjective origin
of the work of art and the need to refer to the
different forms of sensibility of the subject. The
shift from the object to the subject, from the stylistic
condition to the laws of visual perception has been a
radical change in the end of the nineteenth century,



Pig. 32. The Knight, Death and the
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which strongly influenced the conception of art held
by the twentieth century avant garde.

However, subjective perception had been
interpreted and developed in different ways. The
methodology of pure visibility led to a radical
formalism, which represents a closed and
independent structure from which nothing can be
inferred. The formalist's museum was a museum of
pure visual stimuli, which provoke a diversity of
responses in the viewer, but without any meanings
beyond themselves. As an alternative to this, an
historicist attitude had emerged, which, regarding
pure formalism as insufficient, tried to link the gap
between idealists and materialists. The
characteristics of the object were, in a way, returned
to the vision that perceived them; a complex and
mediated relationship between object and subject
was established, which allowed itself to be
understood historically as a special kind of vision,
dominant in a particular epoch. Vision was

understood to have its own historical character.

One can locate this attitude in Winckelmann,
who had already sought criteria by which individual
works might be the catalysts of a historical-stylistic
analysis, which would go beyond the works
themselves to propose a vision interior to every
period and artist, and hence embedded in the
artwork.1 Alois Riegi was a significant contributor

to this perception of a 'history of vision'; in
introducing the concept of 'Kunstwollen' (artistic

will), he attempted to overcome the strict separation
of pure formalists and historicists.



In such a linking of history and art, where the
former is perceived as a continuous evolutionary
scheme, which generates its own changing values,
artistic perception is under continuous
transformation throughout historical time. Art
theoreticians managed to go beyond the pure and
diverse stimulation of the senses, and have instead
an historicist attitude, where the production of
meaning results from the interchange between
subjective and objective worlds. It is, indeed, the
subjective that determines the perception's content;
but, at the same time, the perceiving subject is not

self-dependant.

It is within such an historicist framework that I
want to place the perception of buildings of the past.
Buildings, like works of art, are human artifacts.
Our attitude towards them, our respect or disregard,
depends on our own criteria and values, on our own
perceptions.

Alois Riegl, in discussing the perception of pre-

existing buildings and the issue of monumentality,

argued for the strongly varying roles that old
artifacts play at different times in history. The very
idea of the monument is at once historically
determined and relative to the values of each period.
By introducing relative art-value, he advocated that
history has not only given rise to different kind of
monuments, but also exposed them to widely

varying appreciation throughout time. From such a

point of view, every building, like every artifact of

the past, "everything that has been", constitutes an



irreplaceable and irremovable link in a chain of

development..

IVidler, A.,"The 'Art' of History: Monumental Aesthetics
from Winckelmann to Quatremere de Quincy",Opposidons
25,Fall 1982.



Attitudes towards Buildings of the Past

Fig. 33. Coucy-le-Chateau, Aisne (Photograph,1918).

There are various perspectives from which one

can view restoration and adaptive reuse. Besides the
aesthetic choices immediately associated with them,
there are other issues involved, such as financial

circumstances, urban development plans, and so
forth. However, my interest here remains on the

physical and psychologic aspects of restoration, on

the ways ideas -cultural, ideological, aesthetic-
are embedded architecturally in the physical
environment and particularly in single buildings,
and on the ways ideas can be attached to concrete
elements. It is not my intention to pretend to cover
the range of issues involved, since even their
examination and analysis is strongly dependent on

the uniqueness of each case, and cannot be
determined in a theoretical essay, but only in

creative practice. My aim here is to raise questions
and issues to which one should be sensitized when

dealing with the challenging goal of modifying a



Fig. 34. Reims, Word War I
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building, so that it can house a new function,
different from the one for which it was originally
built for.

The very first question to be raised is the
following: Should we preserve the built
environment, and why? Why should we try to
accommodate new uses in old shells if we can
replace them with new structures, frequently in an
equal or lower cost? One can get different
responses, stemming from different points of view.
And, moreover, each case is unique, and only the
analysis of the particular issues it raises can provide
with answers for its appropriate treatment.

In relation to the way I dealt with subjective
perception in the previous chapter, I would first say
that a person's attitude towards an old building is a
sign of his or her attitude towards the past. An old
building does hold in storage an assembly of stories
of real and imagined events of the past, just as the
individual stores his or her own experience in the
unconscious. It is a container of presences that
includes memories and images of the past.
Ambiguity about our present, uncertainty about the
future, make us feel the need to keep or recreate
links with the past. The physical environment is a
tool, a support in such an effort. Its careful
treatment, its preservation gives a sense of
continuity, and provides us with a feeling of
security, as a contrast to the alienation produced due
to rapid changes occurring nowadays. We can only
achieve that by changing our attitude towards built
environment, by perceiving it as a living organism,
by being sensitized to the life of buildings.



The past is partly experienced in our present. As
Aldo Rossi puts it, buildings, as urban artifacts,
persist throughout time, are permanences, i.e. a
past which we are still experiencing.1 But it this
experience, and modes of perception that change.
Buildings surviving the disruptive forces of time
constitute memory and testify to collective values. It
is this persistence of an urban artifact that makes it
to become identified as a monwnent.

One can define some differences in the
appreciation of such persisting monuments. There
are buildings that had been produced the way works
of art are; part, if not the whole, of their raison d'
itre is to make statements and convey messages by
certain aesthetic choices. And there are buildings
that weren't meant to distinguish themselves, and
whose persistence is a result of their appreciation
throughout time. Index of time adds value to an old
structure. It is the appreciation of its age that gives
value to it, what Riegl has named age-value 2. Here,
the value of the artifact as memory, does not
interfere with the building as a work of art as such,
but springs from our appreciation of the time which
has elapsed since it was made and which has
burdened it with traces of age. Of course, a strict
border line would, in a way, be arbitrary, for age-
value can be attached to any structure on one hand,
and every human artifact carries statements
embedded in it on the other. Nonetheless, there are
significant differences in the ways we evaluate
different kinds of surviving elements of the built
environment, which are linked with their origin:
were they ment to be perceived as monuments or is



it our perception of them which gives them value?
3as well as our appreciation

We certainly cannot call for the preservation of

each and every testimony of the past around us.

Resistance to change cannot be the rule. Needs and

values change; our perception of the world changes.
"Change and recurrence are the sense of being alive

-things gone by , death to come, and present

awareness. The world around us, so much of it our

own creation , shifts continually and often bewilders

us. We reach out to that world to preserve or to

change it and so make visible our desires. The
arguments of planning all come down to the

management of change."4 There are choices to be
made, priorities set. We select those 'parts' which

we want to make part of the living present, and
leave the rest apart. We dispose of physical

evidence of the past for the same reason that we

'forget'; and we save old buildings which still keep

the ability to communicate with us, even if they have

lost their links with the surroundings, because of the
latter's substitution by new structures. 5

Besides the memories retained and the messages
conveyed, a building's response to current needs is
instantly raised. Without any practical utility would
a building satisfy an advocate of age value? Is
appreciation of the passage of time enough to give
value to an old structure within the fabric of a

contemporary city? The answer we would probably
receive is a negative one. A building's current use is
usually considered to have the first word, we do not
accept 'dead' buildings, structures whose functions
do not satisfy current needs any more. I would



argue against not the truth of such an attitude, but
against its absoluteness. For there can be cases,
where the appreciation of a building's embedded
values is enough to keep the structure alive. And
then, the function that is housed in it -because,
indeed, buildings have to be, and always are used,
in one way or another- receives a different

appreciation.
In any case, whether a building was meant to

distinguish itself at the time it was built, it is our
perception and our appreciation of it that turns it into
a monument. Thus, any intervention upon a
preexisting building reflects a subjective attitude
towards built environment and towards the past in
general. A restorer cannot avoid making statements
which reveal certain positions. Is the 'patina of time'
to be retained or removed? How do we deal with
decay caused by nature, and how with the results of
former interventions? We argue often for the
preservation of a "masterpiece of architecture",
while we ignore the fact that it is itself a hybrid
mixture of architectural interventions in different
periods of time. Among the several layers, which do
we expose and which try to conceal ? Furthermore,
our intervention is an additional layer. Should it be
marked as such? Should we or leave a trace of our
modern times to compete, even if harmoniously,
with the myriad traces of the past?

Interventions can follow various paths,
reflecting different choices, made according to
different ways of appreciating the existing situation.
In conservation with the strict meaning of the word,
i.e. maintenance work, the old structure is restored



according to its present condition. The aim is to
save and protect what is still there, not to bring the
past back; changes through time cannot be taken
back. "One cannot and should never attempt to put
the hands back, or even to stop the clock , by
arbitrarily selecting one stage of the process of the
long transformation; preservation should aim at
doing no more than maintaining a building in a state
in which it is still capable of being subject to its long
transformation." 6 The acceptance of time's
disruptive forces pushed to the extreme leads to the
position that a building should be left to lead its own
life. It is precisely its age that gives significance to
the structure. Traces of time should not be
concealed, for they are associated with events of the
past, with memories to be retained. Completely
opposed to this attitude is the advocacy of the
restoration of a building to its original form, if this
is possible. Such an attitude assumes that all the
traces of time -both those caused by nature and
by human interventions - should be eliminated, so
that the authentic work of art will come to the

foreground.
The process of decay can be reversed, slowed

down, or let free. There is no easy answer to be
provided. Choices depend on the priorities set,
suggested by the unique nature of the problems in
each case. However, they are also a result of the
restorer's point of view, and it is his or her attitude
in dealing with the past which has to be examined as
well. Priorities can be set according to completely
different values, whose relationships are not fixed.
The same set of values can be in affinity or under



conflict, depending on the different parameters of
each case. The deeper restoration issues are
examined and the better their understanding is , the
more it is made clear that there are no rules to be
applied and followed successfully in any case. Each
case sets up its own problems which suggest its
own response; any attempt to generalize would be in
vam.

Fig. 35. The Ramparts of Carcassonne after the restoration
by Viollet-le-Duc.

1 Rossi, A., The Architecture of the City , The MIT Press,
Cambridge, 1982.
2 Riegl, A.,"The Modern Cult of Monuments. Its Character
and its Origin",Oppositions 25, Fall 1982, pp. 21-51.
3 Riegl defines the difference by naming intentional the
formers and unintentional the latters. Riegl, A.,"The Modern
Cult of Monuments. Its Character and its Origin",p. 24.
4 Lynch, K.,What Time is this Place? , MIT Press, 1972
5 An issue raised, of course, is what is to be communicated
or promoted, and by whom are the choices made (state's or
ruling's class power).
6 Pevsner, N.,The Future of the Past , Thames and Hudson,
London, 1976.



PART B
Old Buildings Converted to Museums



The Complex Relationships
of Three Actors

In a restoration project, the relationship between
the 'old' and the 'new' is in itself a complex issue.
The change in the building's use adds a third layer,
and raises a considerably greater number of
problems in this threefold interaction. And if the
new function is that of the museum, complexity is
enhanced by the fact that what is inserted is a
collection of objects which carry their own
meanings and interactions.

What should be raised first, however, is the
significance of the change in the use of a building by
itself; having been vacated of its original functions,
the purpose for which it had been brought into life,
the building has been emptied of its inner 'self',
thus emphasizing the perception of it as a 'shell'.
The original structure, which used to serve different
functions, is still present but has been modified in
order to incorporate a 'new world' within it, the
exhibition of an art collection. The relationship
between the building's original purpose and its new
use as a museum comes then into the
foreground.Whether it is one of affinity or
juxtaposition -if we take the two extremes- the
interaction is always strong and should not be
overlooked.

Buildings prove to be more durable than their
function, surpass it and live their own life. They are
read, then, as self-sufficient objects, and can be
appreciated as objects per se. However, there is an
interesting paradox here: they do not deny their



original use, are not rejecting their past, but on the
contrary emphasize it. Although they are now
related to their new function and to their new
context, by being perceived as distinct existences
per se , they still carry images and qualities of the
past. That means that they are read in both of these
two ways, not in one or the other exclusively: in
relation to their contemporary reality, and as
independent objects.

If such buildings manage to surpass 'time', they
should not be considered as standing 'out of time',
for, on the contrary, they bring up the notion of time
more than anything else. What is highlighted is their
persistence, their continuity throughout time. We
confront such buildings, use them as they are
supposed to be used in the present, and appreciate
them or not in relation to their new function. But, at
the same time, we appreciate each building's own
life as an object, feel the passage of time on it, read
'life' on it. The latter, this kind of perception of built
environment is the fruitful feedback we get by
preserving images of the past.

The very fact that the 'inserted' function is that
of the museum, brings the building-object into a
different 'world', results in another kind of
transformation of it. 'Next' to the collection of
objects, that carry and convey a complex system of
meanings (of their own and of their
interrelationships), the building enters the world of
the exhibits, becomes another fragment of this
whole. Just like the contained works of art which
have now reached the stage of conservation and
exhibition within a museum, the building affirms its



Fig. 36 Palazzo Roso Museum,
Genoa, 1959-61, by Franco Albini and
Franca Helg.

'self as a testimony to the past; it loses its
functional links with the present, and is reduced to a
testimonial fragment An interesting point is that the
perceiving subject, the viewer, observes then the
displayed object from within. Additionally, the old
theme of the "doll within a doll" comes into the
foreground. Valdry's words come on my mind:

"1 go out ... and the magnificent chaos of the museum
follows me and mingles with the bustle of the street ...: we

are and move in the same vortex of m6lange as we inflict as a
torment on the art of the past."1

The above issues become clearer when enquired
by means of concrete examples. The reader should
consider my continual use of references to some
examples not as a narrow minded approach focusing
on some and leaving apart other cases of such
museums, but as a method of examining and
clarifying my questions, assumptions, and
hypotheses.

I'll name here some more or less known
examples, so that the reader can get a sense of the
kind of museum I'm dealing with. The time of the
original construction of each building is provided
within the parenthesis, and, out of it, lies the time of
the latest intervention.
-Palazzo Bianco Museum, Genoa (early sixteenth
century), 1951, by Franco Albini and Franca Helg.
-Palazzo Rosso Museum, Genoa (1670's),1959-61,
by Franco Albini and Franca Helg.
-Palazzo Abatellis Museum, Palermo (late fifteenth
century), 1953-4, by Carlo Scarpa.
-Castelvecchio Museum, Verona (1350's),1958-64,
by Carlo Scarpa.



Fig. 37. Palazzo Gras, Venice, 1985-6, by Gae Aulenti.

Fig. 38. San Agostino Museum, Genoa, 1977-86, by Franco Albini and Franca HeIg.
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Fig. 39. Architektur Museum, Frankfurt, 1984, by O.M. Ungers



Fig. 40. Castello Sforzesco Museum,
Milan, 1954-56, by Studio Architeti
B.B.P.R.

-Castello Sforzesco Museum, Milan (1450's),
1954-56, by Studio Architetti B.B.P.R.
-National Gallery in Palazzo della Pilotta, Parma
(early seventeenth century) 1970's, by Guido
Canali.

-San Agostino Museum, Genoa, 1977-86, by
Franco Albini and Franca Heig.
-Museum of Contemporary Art, Bordeaux (1820's),

. 1979-84, by Andree Putman.
-Les Halles des Boeufs, La Villette, Paris, (1820's),
1979-84, by Reichen and Robert.
-Museum of Contemporary Art, Bordeaux (1820's),
1979-84, by Andree Putman.
-Musde Picasso, Paris (1650's), 1983-5, by
Roland Simounet.
-Palazzo Grassi, Venice, 1985-6, by Gae Aulenti.
-Musde d'Orsay, Paris (1898), 1986, by Gae
Aulenti.

-Museum of Contemporary Art, Bordeaux (1820's),
1979-84, by Andr6e Putman.

-Architektur Museum, Frankfurt (1902), 1984, by
O.M. Ungers.

However, it is hard to draw a strict line, and
leave out museums such as the National Museum of
Modern Art within the Center George Pompidou,
and the Louvre in Paris, or even the Gardner
Museum in Boston and the Sir John Soane Museum
in London.

Although, in some cases, references to
museums I haven't visited might be legitimate, I
hold that there is no substitute for one's personal
experience of a place, if one wishes to deal with
issues such as 'presence of the past', 'death',



memories and feelings evoked. Thus I will mainly
refer to buildings I have had personal experience of.

There are three museums which I will analyze
elaboratively and will repeatedly use as references
for making certain points more comprehensible.
These are: the Palazzo Bianco Museum in Genoa,
restored in1951 by Franco Albini and Franca Helg;
the Castelvecchio Museum in Verona, restored in
1958-64, by Carlo Scarpa; and Gare d'Orsay in
Paris, converted to a museum in 1986 by Gae
Aulenti. To the choice of the above examples I was
drawn by my interest for the Italian tradition linking
'restauro' with exhibition design, as well as its
influence upon museum architecture in Europe. In
the order presented, they form an expression of a
development through time, from the fifties untill
today. Palazzo Bianco, at the threshold of the
fifties, has been a strong statement and a point of
reference for the successors; Castelvecchio, at the
threshold of the sixties constituted a paradigm,
opening a path to be broadly followed in the
seventies; and the recently converted Gare d'Orsay
has raised many questions on both the fields of
architecture and museology. The three museums
share both differences and similarities in the ways
restoration and exhibition design issues were
approached, and they provide us with different
answers to the questions raised here.

The chosen buildings are documented separately
in an appendix, where I limit myself to just
describing the buildings and their history. A critique
of them, as well as an analysis of their reflections on
and responses to the issues I'm interested in are



used in the main core of the essay, so as to provide
concrete basis for the issues raised. However, I
have to emphasize that it is the examination of my
questions and assumptions which rm placing in the
foreground, and not the criticism of the specific
buildings.

In the type of museums rm dealing with, one is
confronted with a complex interaction of three
relationships:

-between the old and the new parts of the building
-displayed objects in relation to their environment
-relationships among the exhibited objects

Although these relationships are listed here
separately, one has to hold in mind their
interdependencies; for it is these which, finally, lead
to one or another reading of a building. Analyzing
the restoration work on the old structure, one has to
continually remember and refer to the change of use
and the museum function. In turn, relations
established between the displayed objects in an
exhibition cannot completely be set apart from their
interactions with the various elements of the
surrounding environment, especially if one adopts
the startpoint of the modified building as an object
of display as well.

However, obtaining different viewpoints might
prove a useful tool in examining the subject.
Separated from each other, the issues involved will
be highlighted one at a time, and thus better
clarified. The buildings will be approached from
two points of view, each focusing on certain
guestions, but still, not ignoring the other: first, they
will examined in relation to the choices made in the



fields of museum architecture and exhibition
arrangement; and, second, in relation to their
architectural treatment and the reflected attitude

towards conservation and adaptive reuse.

IP. Valdry, ("Le probbme des mus6es," Oeuvres II, pp.1290-
12), as qouted by Rella, F., "The vertico of the mblange. The
collector's fight against time", Lotus 35, 1982, pp. 57.



Fig. 41. Museum. Fridericianum,
Kassel, 1769-79

Fig. 42. Altes Museum, Berlin,
KF.Schinkel, 1823-1830.

"'I

Analysis of such Buildings

from the Scope of Museum Architecture

and Exhibition Design

Although what interests us here is museums

installed in preexisting buildings, we have to remind

ourselves of the path which museum architecture

has followed, for designs for new museum
buildings reflects attitudes towards ways of

exhibiting, which interests us here.
At the beginning of the eighteenth century that

architects started coming up with plans for an ideal

museum. The main path opened in the eighteenth

century and established throughout the nineteenth
can be said to start with Algarotti's prophetic plan

for the Dresden Museum in 1742; in this, of which
we have unfortunately only a description, the idea of

a centralized building with a large courtyard is met
for the first time; it then runs through Museum
Fridericianum in Kassel, the first realized project for

a separate museum building (1769-79) Museo Pio-

Clementino in Vatican (1773-80), and the unrealized
proposals of Boullee and Durand, to Leo von
Klenze's Munich Glyptothek (1815-30) and
K.F.Schinkel's Altes Museum (1823-1830), both
serving as paradigms for museum architecture in
Europe and in the United States throughout the
second half of the nineteenth century, a period in

which a considerable number of new museums and
galleries were built.

Architectural explorations at the turn of the

century could not leave out museum design. On the

contrary, the latter had been a fertile site to
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Fig. 43. IA Corbusier, Mundaneum,
G6n*ve, 1929,

Fig. 44. New National Gallry, Berlin,
Mis vn de Robe, 1962-68.
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Fig. 45. The Pompidou Center in
Paris, (1972-77) by R.Piano &
R Rogers

experiment with the new ideas in the field, as well

as to respond to the challenges emerging with a new

interpretation of the work of art. Le Corbusier took

to the extreme the notion of the itinerary established

throughout the nineteenth century, coming to

designs such as that of the 'Mundaneum' (1929) ,
and the 'Museum of Unlimited Growth' (1939).
F.L.Wright's Guggenheim museum (1943-59)
reflects an effort to continue with this same idea, but
at the same time breaking its rigidity; the itinerary is
still there, but lateral routes and spaces are

established, and at the same time the unity of the
whole is achieved by the large central space, serving

as a constant reference. Mies van de Rohe, in his

project for a 'Museum for a Small City' (1942)
proposed a fluid space providing flexibility under a
single roof, an idea eventually realized in the New
National Gallery in Berlin (1962-68). Open plans
are reflections of the search for a neutral and
versatile container, which respond to the idea of

temporary installments, and offer the possibility of a

flexible itinerary. The Pompidou Center in Paris
(1972-77) by R.Piano & R Rogers is a perfect
example of the new attitude towards exhibition
design, in which the museum is conceived as open
shelves equipped with the infrastructure required to
house and display exhibits.

Open plan museums, promising for flexibility
and neutrality, proved unable to provide convincing

responses, not even in so far as strict accordance

with their very purpose: rather than in a freedom of

display options, the elimination of all spatial

constraints results -in an apparent paradox- in an



Fig. 46.Mus6e Nationale d' aArt
Mod6rne, G. Aulenti and L Rota,
1984-85.

Mg 471. Mran SteA, inaanarin
view, 1964, courtesy Leo Castelli
Gallery, New York.

excessive rigidity. They were soon questioned, and
a return to the enclosure of the rooms and galleries
of the traditional museums came to the foreground.
The case of the Pombidou is again indicative; Gae
Aulenti and Italo Rota remodelled the interior of its

fourth floor (1984-85), by returning to the

traditional layout of defined rooms and the idea of

specific display for specific works of art.

However, we should avoid confounding the
notion of 'open' plan with that of the abstract (not
'neutral') environment of the 'White Cube'1 .
Although they are often found together, the former
regards the exhibition's layout (flexibility or lack of

a strict route) , whereas the latter has to do with the

architectural elements (walls, mountings) in relation

to the exhibits on display, and can also be found in

the traditional closed museum of a sequence of

rooms and galleries.

The 'white wall' was considered as a means for
eliminating the distracting features surrounding the
object on display. But the irony lay in the fact that at
the moment the white wall was perceived as a carrier
of certain qualities -suggesting elimination of any
context, at that same moment it becomes content
itself. If one thinks of the wall as an architectural

element and its effect on the exhibits, one will
conclude that the walls of the eighteenth and
nineteenth century Salons, obsessively filled with

easel paintings, were a much looser background

than the white wall of the twentieth century gallery.
The latter is more a participant rather than a passive

support for the art2.



ig.48, The eighteenth centuy Gmnde
Galley in the Louvre.

Fig. 49. Study galery in de Yale
Center for British Ar, New Haven.

In the exhibition space, each of the two
interacting worlds, that of the displayed objects -if
not of each object- and that of the building, carries
its own meanings and messages. The visitor to the
museum receives them and, consciously or not,
associates the images with knowledge or memories
stored in his mind, reads messages which the
architects and the artist respectively wanted to
convey, or even gives the perceived works his/her
own meanings, unforeseen by the creators.
Furthermore, consciously or not again, the viewer
creates links between these two worlds of
associations, for he can't isolate him/herself in one
of them. We are constantly receiving messages from
our environment, whether we like it or not. It is this
fact that the architect has to be aware of; one has to
make choices and can't avoid making one's own
statement and effecting the exhibits with the
environment one creates.

The debate between the architect and the artist
on principles of museum architecture is not only a
problem of our day. As early as 1816, for example,
Leo von Klenze, the winner in the competition for
the Munich Glyptotech, had to defend his interiors
against the objections of Jochan Martin Wagner, a
painter, sculptor, and archaeologist, who was asked
for his opinion by Ludwig I, then crown prince of
Bavaria. Wagner suggested that there should be
only one large hall, for the sculpture of Aegina, and
that the rest should consist of small rooms, each for
three or four pieces, and arranged iconographically.
Architectural treatment should be modest, so as not
to disturb the exhibits. "If you visit a collection of



ancient sculpture you go because of the ancient
sculpture." Thus, "any [architectural] ornament,
anything gay in color and glittering does damage to
works of ideal art." The architect's response was
that "a museum is not a place for artists' training, an
akademischer Kunszwinger , but a place in which
to show a number of treasures of art to all kind of
visitors in a manner worthy of the objects and to
create pleasure in them. [It should be] more an
institution for the nation than for the student of art,
suited to divert art into life and mix it with life."3

The same battle took place between Karl Friedrich
Schinkel and Aloys Hirt for the Altes Museum.4 In
both of the above nineteenth century cases, the
winner was the architect.

Architectural decoration in the museum's
interior was to be questioned in the twentieth
century. But this doesn't mean that architects lost
the 'war'. The white wall established could not
create the neutral environment it was advocating.
Moreover, architecture was not at all pushed into the
background; on the contrary, we have come today to
museums which can be said not to need any objects
to be exhibited within them.

In Italy after the second world war and in the
fifties, architects like Franco Albini, Ignazio
Gardella, Carlo Scarpa, and B.B.P.R. created a
'school' of thought on the subject, so that one
speaks today of a very specific Italian museological
tradition. As a reaction to the abstract container, they
revived the notion of ambience 5. Architecture

becomes the mediator between works of art and the



Fig. 50. Pa n= Bianco, Genoa.

viewer, and should be treated so as to favour this
communication. The display of each work of art is
carefully studied and elaborated (position, support,
lighting), so that it evokes the condition for

concentration and maximum appreciation of it. It is
this highlighting of the environment's relations with
the viewer which is a significant contribution of

Italian architects in museum architecture. The

position they shared and developed is that

architecture has to be concerned with and related to

the visitor's culture, his/her modern actual life,

his/her understanding and ways of perceiving.
Architects, instead of trying to create a surrounding

for an object, should try to create an appropriate

surrounding for the viewer, so that he/she will be
able to appreciate the objects. 6 Subjectiveness is

conjured up, and furthermore, art is seen as a

perceptive experience.

Palazzo Bianco was to be the first of a series of

museums buildings and exhibition designs which

Franco Albini and Franca Helg would subsequently

be commissioned.7 The architects and Caterina
Marcenaro, who was responsible for the collection
arrangement for most of them, shared two
fundamental positions: first, exhibits should be few
in number, so that they do not confuse the viewer
by overloading him/her; and, second, the

architectural language of the surrounding
environment should be familiar to the viewer, so as

not to distract him/her from the real objects on

display, the works of art. In relation to the former,

Marcenaro has asserted: "In the interest of

education, the present solution [she is referring to



Palazzo Bianco] is based on considerations of
quality. Some of the former exhibits have been
withdrawn, on the ground that they were not of the
finest quality, were negligible from the standpoint of
visual education, and liable to confuse the mind of
the uninformed visitor. They have been replaced by
others, which are qualitatively and technically of
greater interest. ... The palace concept was

abandoned, and the museum criteria strictly adhered
to. ... A museum should not be a haphazard

exhibitions of relics and objects of value; this would
lead to confusion and mere proliferation, to random
acquisition of exhibits rather than critical selection,
to imparting information rather than real knowledge,
and so failing to discharge the museum's
specifically educational task."8

An historical sequence has been adopted in the
arrangement of the collection. Works of art have
been placed in chronological order and grouped
according to country and school, "so that the rooms
follow one another like the successive chapters of a
pictorial anthology. ... To give an individual

character to the museum, pre-eminence has been
given to the displays devoted to the Flemish, Dutch,
Genoese, and Liguarian schools." 9 On the first
level, the museographic route, confined by the
preexisting plan which was respected, is
discontinuous. The visitor has to leave a group of
rooms from the door he or she entered. On the
contrary, on the piano nobile the sequence of rooms
and galleries is uninterrupted, forming a closed
route.



Fig. 51, 52. Palazzo Roso, Genoa.
"Albini's interiors seem to be reSted as
laboratories for the study of display
methods ..."

The care given to the storage rooms is another
reflection of the emphasis on the educational task of
the museum. Works of art on display are few -and
should be so, according to Marcenaro- but the rest
of the collection should be accessible to scholars,
students, and artists. In Palazzo Bianco, the space
given to storage is even larger than that offered to
exhibition, and in Palazzo Rosso, at the other side
of the street, each floor has its own mezzanine
where stored works are classified and available for

study.
Technical issues are certainly a significant

variable in museum architecture, and the Italian
school was keenly aware of them, as a means for
providing, both the condition for the most effective
appreciation of each work of art, and a flexible
system of display. Especially Albini's interiors seem
to be treated as laboratories for the study of display
methods, lighting conditions, and environmental
control. Marcenaro has stated that the aim was to
evolve a thoroughly flexible system of display, so
that one or more works could at any time be added,
removed or transferred. 10 Paintings on the walls are
hung from visible iron shafts, which are easily
movable along iron slideways. In the storage space,
paintings are suspended on wires that run across
the rooms, and can be glided for examination in
much the same manner as one would turn the pages
of a book. To save space, double-sided panels have
been introduced, fitted with iron rails to which the
shafts supporting the pictures are hooked.

Special methods have been adopted for the
display of pieces considered exceptional. For



instance, a fragment from the tomb of Margaret of
Brabant by Giovanni Pisano, exhibited in Palazzo

Bianco, has been mounted on a cylindrical steel

support which can be raised, lowered and swivelled
as desired. Certain paintings stand mounted on iron

supports fixed into the capitals or bases of Roman

or Gothic pillars. Except for the search for an

appropriate display for each art piece, an evaluation
of the works of art is also expressed in this way.

Movable chairs have been preferred to fixed

seats, for, according to Marcenaro, the latter force

the visitor to look at a work of art from the angle

chosen by the curator. It is doubtful, however,

whether a viewer would ever move a chair, for the

interior is more likely to be perceived as rigid and

fixed, rather than give the viewer the feeling of

possible 'participation'.
In the Palazzo Bianco museum, the works of art

constitute the only objects from another era from

that of the observer, in accordance with the

architects' position that the surrounding

environment should be contemporary, in order not

to distract the viewer by confronting him/her with
other unfamiliar elements. Furniture -that is the

few chairs placed in the center of some rooms and in
53, 54. 1Ue diaci" oZfl the landing-hall of each level- are modern, andis PaimO Biuco

the exhibits' supports are detached pieces, used as

intermediate and separate elements to enhance the

distance between the works of art and the

surrounding environment. As Marcenaro stated,

"works of art were treated not as the decorative part

of a given setting, but as a world in themselves,

sufficient to absorb the visitor's full attention. To
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Fig. 55,56. Continuity of spae and
historical sequence:"the rooms follow
one ano te l the suesmsive
chapters of a pictorial anthology."

avoid distracting that attention, care was taken when

arranging the rooms as far as possible to dispense
with all embellishments either in material, form or

color- the intention being to provide the tranquil
visual background that is desirable."tt However, it
is questionable whether the innovative supports and

mountings are, indeed, familiar to the viewer just
because they are contemporary. One's attention

certainly is drawn towards these, so that an

exhibition of Albini's design skill takes place here as

well. Nonetheless, strangely enough, they do not

disturb the atmosphere of the whole, and it is rather
the feeling of a tranquil and, moreover, 'frozen'
environment that dominates.

Albini's skill is evident in the way he treats the
museographic route, using the sequence of rooms
and galleries of the preexisting plan which was

respected. Breaks of space are concealed, and

instead underlying are the elements which accentuate

continuity. The floor runs in an unaltered pattern
throughout all the rooms and galleries. Massive
wooden doors which one would expect to see in
such a place are there, but are left widely open,
having a decorative role, and letting glass doors
serving the function of dividing rooms. The latter
doors are open when continuity in the series of
exhibits is emphasized, and closed when

concentration on a specific artist or school is

preferred. And the result is quite powerful; one
feels the continuity of space where the glass doors

are kept open, and one feels isolated when standing
between two closed doors of this sequence. Even in

the openings, which are not part of the route but are



Fig. 57. The Museum of Moden Art
in New York

closed, the use of glass partitions enhances the
sense of continuity of the route, orients the visitor
within the building , and provides for a perception
of artificiality of the environment, emphasizing the

modification of the palace and the destruction of any
illusive contextual link.

Palazzo Bianco's interior conjures up certain

thoughts about abstract and uniform exhibition
environments. No attempt is made to recreate the
original context of the works of art on display, but,
at the same time, exhibition space is not what I
would call "indifferent". It is following a rational
attitude of exhibition architecture by not offering a
variety of experiences which might would have

disturbed the exhibits, but it has qualities which
most of the 'MOMA kind' of interiors lack. 12 The
architects have claimed that they have created a
contemporary environment, in order to leave the
exhibits 'untouched'. But there is no way that this
can happen; effects on the exhibits them can be
avoided. There is no such thing as neutral

environment. There is only quality of the
environment reflecting awareness of and sensitivity
to the interrelationships. And I would say that
display rooms in Palazzo Bianco favour the
concentration on the reading of works of art, by
being at the same time objective but not indifferent,
and pleasant but not disturbing.

Carlo Scarpa's most original contribution to the
field has been his method of placing exhibits in
relation to surrounding space, surfaces, colors, and
light. Whereas Albini stayed on a more abstract



level, expressing his -and Marcenaro's-

statements in a uniform and coherent whole, Scarpa
came closer to the objects themselves (both the
exhibits and the architectural elements), to their

materiality, and looked for an affinity -not
contextual, but visual and textual- between them.

Whereas Albini and Helg 'played' with innovative

techniques, in order to detach the object from its

container -still this detachment is a certain
relationship-, Scarpa saw art pieces and the

building's parts completely supplementing each
other, and established a unique dialogue between
them.

Scarpa said in an interview that his intimacy

with art was fundamental to his achievement of

correct and robust museum planning. 13 Even if this

intimacy is vague, because it is a reflection of a
subjective world, it is indeed revealed to the visitor,

expert or layman. Variations of materials and
mountings, the exhibits' layout, their interactions,
the composition as a whole reflects Scarpa's unique

care.

In the Castelvecchio, as in Albini's interiors,
works of art are also treated as detached elements.
Sculptures are placed on concrete stands or slabs,
which are also detached from the floor.
Pictures are framed in wood or iron and colored
baige that clarifies the spatial limits of the image, but
at the same time blends in with the qualities of the

Fig. 58,59,60. Exhibition layout in light and the construction materials. But their
the Palazw Abateilis, Palenno.

interaction with architecture is articulated in an rarely
sensitive way. It might seem an exaggeration, but
one not far from the truth, to argue that the care

gloom-= - 'M



Fig. 61,62,63. The display of
painingsi the Castelvecchio

which Albini's group bestowed upon certain

exhibits, which they considered exceptional, is met
in each and every single object on display within

Castelvecchio. Scarpa produced unusual designs for

showcases, supports and easels for many

exhibitions, which he used throughout his career.

He took great care to vary the relationship between

the work of art, its support, and its light source. In

regard to lighting, he maintained that natural light

was the best for the museum space, especially in

relation to sculpture, since by its movement it avoids

any negative effect on it. Rough plastered walls

provide a background for sculpture; light generates

subtle variations and is diffused harmoniously.

The feeling evoked in the galleries of the

Veronese museum is that everything is placed in

such a way that even a slight movement of a part

would destroy the composition. Exhibits and

architecture are strictly complementary.

In a way, the post war Italian museological

tradition has opened a route to be followed in

contemporary exhibitions. Gae Aulenti is one of

those who followed this path. Besides in the case of

the Musee d' Orsay, she has dealt with the theme of

installing a museum within an existing structure in
the transformation of the fourth floor of the Centre

Georges Pompidou (1984-5), and in the restoration

of Palazzo Grassi in Venice (1985-6). There is

certainly a continuity between the works carried out

by the Italian architects from the fifties to the

seventies, and those by Aulenti in the eighties. The

Musde Nationale d' Art Moderne in the Pompidou



Mg.64. Aulead's architectual
anguage in the Musdsed' Orsay.

reveals a continuation in display principles; and

Palazzo Grassi's conversion is close to Albini's and

Helg's attitude, as expressed in the Genoese

palaces. In her work in Gare d' Orsay, however,

Aulenti clearly tries to make a strong assertion of her
own. But, in doing so, she seems to have made a

step backwards from her two earlier efforts.

If Scarpa looked for an intimacy between the
objects on display and the architectural elements,

Aulenti, in searching for the expression of an active

interdependence, has persuaded herself to create a

competitive situation, in which the surrounding
architectural elements are disturbing to the
perception of the works of art. "Everywhere, the

architect's presence is intrusive, upstaging the art,
conscripting it as an aspect of the decor" 14 In writing

about her work, Aulenti has asserted that "attention
was focused not on the artistic quality of the

facilities, but on their materiality as objects, namely

their shapes, dimensions, colors and textures." 15

Architecture is on display as well, another 'object'

to be observed.
Although a museographic route is suggested,

the visitor will most likely lose it and follow his/her
own itinerary in the more or less chaotic whole. The
scale is vast, for the museum includes three levels

and is divided into seventy sections. Interweaving
of artistic styles and different media (painting,

sculpture, architecture, decorative and applied arts,

photography and the origins of the cinema,print and

drawings) also contributes to this complexity and
the confusion created in the visitor's mind; the

experience is quite tiring and not "adventurous" as it

amp I



Fig. 65. Within the central exhibition
ace of the Mus6e d' Orsay.

Fig. 66.-their ceilings als effect the
paintings badly, by weighing tightly
down on them, and creating disturbing
-peacie -

has been argued.16 Subsequent changes of space
and scale, accompanied by the use of corridors,

ramps and stairs, as well as continual changes of

visual impressions turn out to be a fully subtracting
tissue here.

More specific questions arise also in regard to
the grouping of the works and the suitability of
many of the spaces' choice and shaping for the
display of specific works. If I feel incapable of
asserting well-rooted positions on such issues17, I
can certainly argue that the self-assertiveness of the

architect' s design, and its lighting are a constant
impediment to the easy visibility of the collections.
The lateral spaces behind the heavy structures of the
sculpture 'yard' create real difficulties for the
perception of the paintings they house; they are quite
small and at times open to the raised corridors

behind them, so that often large pictures are hung

right below a balustrade. Moreover, as they follow

the incline of the central alleyway, these galleries are

punctuated by steps throughout their length, and
some pictures are hung alongside flights or steps;
their ceilings also effect the paintings badly, by
weighing tightly down on them, and creating
disturbing perspectives "At no point can a group of
pictures be seen in a simple, clear-cut space, without
an intruding column or a change in level, or a break
in a screening wall, or some other interruption."18

Lighting is also unsuccessful. A certain amount
of daylight finds its way into most parts of the
building, but artificial lighting is the main source,
and it suppresses nature's fluctuations; even



Fig. 67. "At no point can a group of
pictures be seen in a simple, clear-cut
spae, without an intruding column or
a change in level, or a break in a
screening wall, or some other
interruption."

Fig. 68. The Mus6e d'Orsay is a place
for cmwd.

sunlight, diffused by the vaulted glass roof of the

main nave, makes surprisingly little difference to the

quality of light down on the sculpture yard.
The vast central space is visually overloaded.

The building has ended up becoming a mall, with art

galleries along its sides. It might have been more

appropriate for this central space to have been left

empty, as an entrance hall to the lateral exhibition

spaces. As it stands now, the Musde d'Orsay is a
place for crowds; one would have the same feeling,
even if one stood in it by him/herself. Claude Levi-

Strauss's claims that the place gives him

migraines. 19

Musde d'Orsay brings into question the

absoluteness of the argument that "any space can be

adopted to any use." Such a statement is an

arbitrarily generalizing one, and its validity should

be questioned and examined for each case
separately. The re-use of the Parisian station as a
museum of nineteenth century art has proved quite

questionable.

The relation of the original function of the
restored building to that of the museum comes into
the foreground. Consciously or not, we associate a
building with particular meanings, and we do not
easily accept any new use for it. The metal-frame
structure of Laloux's station does not match our
associations with easel paintings, but rather creates
an awkward juxtaposition. Whether we accept it in

theory or not, we feel much more comfortable to

view paintings within Italian palazzos, where, in

fact, the easel paintings were first exhibited.



Fig. 69, 70.. Views of lateral
exhibitiou galleries.

Industrial design exhibition would be more
appropriate for the Gare d'Orsay ... ?

In addition to that, a significant part of the
discomfort of the result stems from he program
itself, from its scale and its complexity. Musde d'
Orsay is one more cog in the contemporary museum
factory; reflecting the significance given to
attendance figures, the museum has destroyed any
potential for a dialogue between the art and the
viewer.

It is quite interesting that the "ACT
Architecture" group, responsible for the
conservation of Laloux's structure, claim exactly the
opposite. They had found the "pre-existing station,
with its vast space as propitious fact for the creation
of a handsome museum; an entirely new building
would hardly have permitted the creation of a
sculpture gallery 35 meters high and 140 meters
long. What the museum gave to the station by
permitting it to be preserved, then the station
returned to the museum in the form of extraordinary
spaces." 2 0 The dominating perception of the
museum is once more clearly evident is such a
statement.

Aulenti seems to be more cynical in stating that,
as always, certain conventions had to take place: "In
order to start to make a project, it is necessary to
accept a convention established by others and
necessarily arbitrary". 21 By this she referred to the
museographic program, namely the collections and
their arrangement defined by the curators, to the
form and typology of Laloux's building, and,
finally, to the project prepared by "ACT



Fig. 71,72.. Views of the centa
spac.

Architecture". These, she argued, had been "given
facts", fundamental to the development of the

design. But if one can attribute problems to the

program itself -and why not to the political
decision itself to transform the station into a
museum- nonetheless, Aulenti has not been a
passive participant. On the contrary, she enhanced.
both the problem of scale and the the complexity of
the museum; the perception of the exhibits is
inhibited not by the effect of Laloux's structure on

them, but from Aulenti's particular choices.

I I'm using Brian ODoherty words (B. O'Doherty, Inside the
White Cube. The Ideology of the Gallery Space, The Lapis
Press, St. Monica, San Francisco,1986.
2 O'Doherty, B., Inside the White Cube. The Ideology of the
Gallery Space, p. 29.
3 N. Pevsner, "Museums", in History of Building Types,
Princeton U. Press, Princeton, 1976, pp. 124-126.
4 N. Pevsner, "Museums", in History of Building Types, pp.
127-128.
5 in Ital.: ambiente , as used by F. Albini in, "Funzioni e
architettura del museo", La Bienalle di Venezia,
Apr/Jun.1958.
6 F. Albini , "Funzioni e architettura del museo", La Bienalle
di Venezia, Apr/Jun.1958.
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Sant' Agostino Museum (1977-86).
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v.7, n.4, 1954, p. 266.
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Rearrangement of the Palazzo Bianco, Genoa", Museum,
v.7, n.4, 1954, p. 266.



I IC. Marcenaro, "The Museum Concept and the
Rearrangement of the Palazzo Bianco, Genoa", Museum,
v.7, n.4, 1954, p. 266.
12 If we just recall some of the numerous museums around
the Western world, in which the exterior has a particular
architectural style of a certain period, whereas the interior is
the abstract environment of the twentieth century art gallery,
we would then agree that quality of such interiors can vary a
great deal. For example, a comparison of the interiors of the
Palazzo Bianco and the Harvard Fogg Museum in terms of
their architectural qualities cannot but favor the former.
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14Mainardi, P., "Postmodern History at the Musde d'Orsay",
October 41, Summer 1987, p. 51.
15 G. Aulenti, G., "The Interior Architecture of the Musde
d'Orsay",
GA Documents , n.19, Jan. 1988, p. 98.16 R. Rosenbium, in Art in America , "The Musde d'Orsay:
A Symposium", Jan. 1988, pp. 86.
17 For an analysis of these issues, refer to Mainardi, P.,
"Postmodern History at the Musde d'Orsay", October 41,
Summer 1987, p. 30-52.
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Analysis of such Buildings
from the Scope of Restoration

and Adaptive Reuse

An old structure always carries memories and
evokes associations -with particular periods of time

or particular events. Throughout the building's life,
some memories fade away, and others persist.1 A
building conjures up memories in two ways: first,
by recalling people's knowledge of the building's
life, of its history, and its previous uses; and
second, on the perception level, by people's
association of the perceived images with
remembered images. The latter can happen in a
conscious or an unconscious manner: on the one
hand, the created link can be based on different
kinds of knowledge (on the architectural style,
materials, inscriptions etc); on the other, even if a
building is vaguely perceived only as an old artifact,
it can carry a valuable message about the past, by
evoking a sense of the passage of time and an
awareness of the preceding cultures which created it.

The architect cannot ignore these associations.
On the contrary, it is here where the quality of an
intervention will be mainly judged: on the restorer's
sensitivity to the conveyed messages, on the level of
consideration for these associations. The main
challenge for the architect is to find an appropriate

way to deal with this preexisting world.

There are several ways of dealing with the
relationship between old and new parts of a
building. This can take the form of:



Fig. 73. Les Halles des BoeufsLa
Villeue, Paris, 1979-84, by Reichen
and Robrt.

M" OWWO

Fig. 74. National Gallery in Palazzo
della Piloa, Parma, 1970's, by Guid
CanaI

a) assimilation of the new to the preexisting

whole (mere conservation). The effort here is to

maintain the building's main features, so that its

substance remains unaltered, it keeps carrying and

conveying its messages. New parts, needed to

support the structure and accommodate the new
function are hidden in the back.

b) a collage, created by the intentional

juxtaposition of old and new parts. This can start

from an attitude of honesty in material expression,

simply differentiating the new structural elements

and the secondary features that make the building

serviceable in terms of its new function ( Les Halles

des Boeufs, La Villette), and go beyond the relation

between primary and secondary parts to a dialogue
between old and new parts. Their relation can vary

from a peaceful coexistence (Castelvecchio, Verona )
to a tense confrontation ( National Gallery in Palazzo

della Pilotta, Parma).

c) individualization of the new as a distinct
entity. This also can happen in various ways. An

extension to the existing building -a new structure
adjacent to the old- is one of them; the creation of

o a collage of old and new volumes is another
(Kleihues's Museum in Eichstadt ). Both of these
groups are not included in my research. In this third
category, however, belong the cases -and these in
the center of my interest here- in which the new

entity is installed within the old, the theme of a new
interior within an old shell. Exterior is preserved or
restored, whereas interior is completely modified

(Palazzo Bianco and Palazzo Rosso, Museum of

Architecture in Frankfurt by Ungers, Palazzo Grassi



Fig. 75. Kefines's project for the
MuseN of Pre- and Early Histry,
Eichsadt, 1980.

and Musde d'Orsay, both by Aulenti, Picasso

Museum by Simounet).

Let us hold in mind that such a classification

simply helps us to make some distinctions, but
cannot substitute for the clarification and the answers
provided by the analysis of the specific complexities
of a particular building. Hence, what follows is a

critique on the same three museums already
discussed in the previous section.

The Italian museological tradition has been
closely bound up with that of restoration

('restauro"). Art museums are rarely built from

scratch in Italy. The principal path followed is that of
reconstruction and endless examples abound. Post-

war Italian culture sought for an organic coexistence
of the 'old' and the 'new', for a 'reassuring
equilibria' between the past and the present, between
heritage and invention. 2 This was naturally to be

extended to the built environment, and to constitute

the core of the architectural debate of the period.

Licisco Magagnato argued for a significant change in

the attitude towards the built environment of the
past, a shift from an illuministic approach to a
historicistic one. 3 This shift, following that in
literature and criticism (historica )4, can be found in
Roberto Pane's writings who, as early as the. late
forties, had argued that any transformation has to be

based on a critical evaluation of the past on the one

hand, and requires a creative response on the other.5

The new attitude was clearly expressed in Giancarlo

de Carlo's interventions in the town of Urbino. De
Carlo maintained that to relate oneself to history is to
deal with present problems, with contemporary



Fig..76. Pala= Bianco, Genoa. All
surviving portions and materials were
retained. whenever this was Dossible.

reality and not to look upon history per se. Hence,
we cannot reuse an existing space except by re-
designing it, which means going through an
operation that de-structures it from its previous

context and then re-structures it in the new one.6

The shaping of such an attitude by the Italians

legitimized the entry of modern architecture into old

buildings. On the other hand, it also anticipated the
return to a concern with concretely productive work,
i.e. materials, construction details, fusion of

craftsmanship with industrial techniques. However,

there were no fixed rules to be adopted. The

common base to be shared was that any adaptation

could not be seen as passive. Interventions had to

give new life to old structures, not merely re-erect

them. Hence, the actual expression of such concepts
was not monolithic, and also underwent an evolution
from the fifties to the seventies. The group of Franco
Albini and Franca Helg has been a protagonist in this

scene. Being part of this stream in Italy, they

nonetheless established their own thesis, which also

evolved in its expression through time.
Palazzo Bianco, restored on the threshold of the

fifties, immediately constituted a point of reference
in restoration and museum design. Restoration work
sought to eliminate the traces of both natural aging
and former interventions, and conjure up the formal
characteristics of the original. The original plan and

the masonry structure were respected , and all
surviving portions and materials were retained,
whenever this was possible. The courtyard was
rebuilt, and its broken columns reassembled. Even
the fragments of stucco which had adorned the

kill
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Fig. 77. The interior has been
transformed into a completely modern
environmenat.

ceilings of the second floor were put back, the

missing pieces being reconstructed. According to the

restorers, original documents and later photographs
proved that there were never any wall paintings in

Palazzo Bianco.

Then the interior had to provide for the needs of

the new life of the building. Museographical

positions by Albini and Marcenaro, as described

earlier, transformed the interior into a completely
modem environment. All the halls were treated
equally, walls and vaulted ceilings were plastered

and painted white. The floor was finished in black

slate and white marble; running in an unaltered

pattern throughout all the rooms, it significantly

contributes to the sense of continuity and to the

whole experience of the space.

Museum architecture was installed, carrying in

itself the elements that structure and shape it: display

surfaces and systems, lighting sources,
environmental control systems etc. But,
significantly, none of these affected the substance of

the building, the life of the shell. One still feels the

strong presence of the palazzo, even if, from the

interior, it is totally concealed physically.However,

it is not only this mental perception of a coexistence

of past and present that contributes to the spatial

experience. What imbues the whole environment is a
rare tranquility, exactly as its creators have intended:

"... care was taken when arranging the rooms as far

as possible to dispense with all embellishments

either in material, form or color- the intention being

to provide the tranquil visual background that is

desirable."7

old



Fig 78. PaLo Rosso's courtyard.

There is however, a point where the shell
'suffers', where it has been insulted, and, ironically,
this is at its heart, the courtyard. The architects'
choice to transform the open vestibules of both
levels into interior spaces, as well as to include
within the museographic route the exterior gallery at
the back on the piano nobile, was executed by the
complete closing of the arched openings with glass
walls. Although these permit the maintenance of
visual contact, they totally extract the courtyard from
the rest of the building and, consequently, from the
visitor.8

This point is even more evident in Palazzo
Rosso at the opposite side of the street. In its
conversion to a museum, Palazzo Rosso's courtyard
underwent the same operation.9 There is a garden
behind the palazzo, which is accessible from its
courtyard10 ; so, the galleries at the back of the
courtyard used to be open in both sides. These,
however, have been closed by window screens, in
order to constitute a part of the museographic route.
The experience is quite strange, and the feeling of an
imposed separation from the exterior is even
stronger here.

In both buildings -less so in the former, more
in the latter- the arched walls around the courtyard
are now to be observed behind the glass screens.
The palaces have become objects on display, objects
behind the windows of display cases. And,
ironically, in physical terms, it is the viewer who is
in the glass case and the exhibit which is outside.
The fragmentary quality of such buildings, as has
been discussed earlier, is deliberately enhanced,



Fig. 79. The 'open' gallery on the
second floor of the Palazzo Rom.

however unsuccessfully; rm saying deliberately,

relying on Marcenaro's own words : "The greater the

gap which separates us from the past and the more clearly we
can detach an object from the age which created it, the quicker

and keener will be our reaction and the better the contact

established.

In a sense it is only because our understanding of the past

is faulty that the past can be brought to life. If we understood

the past in its full and authentic detail, it would be left 'as it

was' and, therefore, be irretrievably lifeless. It is because the

past is not merely fragmentary but 'extraneous' to us that it
can supply the present with allusions, suggestions and

meanings that it certainly did not originally put forth."I
However, I would argue that you can perceive

the building as a testimony to the past and as a

fragment on display, without necessarily loosing an

intimate relationship with it. As a visitor to both of

these palace-museums, I felt strongly alienated from

the structure, and in need to 'break' these artificial

limits, so as to totally appreciate the building's

original spatial qualities.

Carlo Scarpa's intervention in Castelvecchio,
executed at the end of the same decade, provided a
different response to the same challenging issues.
His paradigm was to be extensively followed in the
following decade and to establish the attitude
dominating during the seventies.

Restoration works on the Veronese complex

sought to bring to light the original lay-out and the

former spatial and architectural qualities of the castle,

which the various interventions had concealed under

their layers. At the same time, reconstruction was



Fig. 8,51,82,S3.. The conafroatia
between old and new puts of the
structure constitutes a part of the
museographical route.

executed in such a way that the visitor can see the
traces of the various interventions. The architect

brought out the points of friction and conflicting
encounter between the different phases of
construction and transformation of the wall, from the
period of the Communes, of the Castello Scaligero
and of the Napoleonic fort.

Scarpa and Magagnato agreed that the building's
restoration should be carried out according to
rigorous criteria distinct from the needs of the
museum: "Our only point of agreement was on the need to

get rid of all recent superfluous additions and go back to the

old , to adapt the museum to the castle and not vice versa, so

that the works could live within the restored palace." 12

However, this doesn't seem to be the case; in
fact, the result is much richer than what the above
statement implies. Architecture and museography
supplement each other. As I've already argued,
building elements and art objects constitute a
composition and by no means are the former
imposing themselves upon the latter. Both
components are rather treated with equal care and
sensitivity, and in an intimate relation to each other.
Moreover, the confrontation between old and new
parts of the structure is connected to -or,
moreover, constitutes a part of the museographical
route. According to Magagnato, "the circuit ...
[provides] the visitor with opportunities to emerge
into the open and then re-enter into the tour of

inspection, passing from a concrete perception of the
various restored sections of the building to a
leisurely viewing of the various sections of the
collections." 13 It is interesting that he also -



Fig. 84. The ground foor of the
Napoleonic wing.

Fig. 86. The upper level of the
Napoleonic wing.

responsible for the arrangement of the collection-

places equal if not more weight on the perception of

the building itself, rather than on the exhibits.

Interaction between old and new is taking place

from the plan down to the very last details in the

choice and use of materials. Scarpa's position,

perfectly reflected here, was that "in the layout of a

museum in a preexisting nucleus, the self-same

principles that animate all planning interventions in

.ancient contexts apply down to the connective tissue

of display areas, staircases, ramps, entry points etc."

The architect's plan is clearly visible to the

visitor because, consisting substantially of a circuit

which starts from and ends at the entrance gate after

the castle's drawbridge, it continuously provides

visual contact with points of reference within and

outside of the complex. Within this clear

museographic route Scarpa has created different

environments. The various parts of the museum

differ from each other, creating subsequent changes

in the spatial experience. The dramatic tone given in

the series of six rooms on the ground floor of the

Napoleonic wing moderates in the halls in both

levels of the palace; and the route ends with the

modem environment of the painting galleries on the
second floor of the Napoleonic wing. Throughout
the whole experiencehowever, the architect's search

for spatial compositions among building elements

and works of art remains unaltered.

What has been significantly achieved is that the

building is carefully treated down to its very last

detail, and, at the same time, does not disturb the

displayed objects. Variations of materials (stone,



cement, variety of light colored plasters, and iron),
their meticulous elaboration, mountings and layout

of the exhibits, all reveal the architect's rare

sensitivity and care. His declared claim was not to

overlook anything, to give even greater attention to

what was out of sight than to what was there for
everyone to see.14

Even if Scarpa's intervention in existing
Fig. 87. 'Old' andnw'ICw' nto buildings is placed within the general stream of the
each otha.

Italian post-war tradition of 'restauro', his relation to
the past is a poetic one based on intuition and

sensitivity rather than on an a declared philosophical

thesis. If Albini and Scarpa unfalteringly place the

'new' within the 'old', stating that we have to 'live

our era', Scarpa tries to join the past and the

presence in an harmonious coexistence. In contrast

to a more rational approach of the Albini group,

Scarpa's attitude is one of rare sensitivity to the

building elements -expressed in his love for

working on the site and making on-the-spot

changes. It was a challenge for him to measure

himself against the difficult task of the direct
confrontation of his own formal language with the

exhibited art . However, he competes with them

peacefully, seeking a dialogue between the 'two
forms of art.'

I've already argued that Gae Aulenti is in a way
a successor to the Italian school. If in terms of

display issues her work in the Mus6e d'Orsay is

more related to Scarpa's lessons (seeking for a
complex of different interrelationships between

objects and exhibits), when seen from the scope of



Fig. 88. Views of the new entrance in
Laloux's building.

adaptive reuse, it shares more similarities with the

Albini group. In the Palazzo Bianco and in the

Parisian railway station, the installed architecture

clearly distinguishes itself from that of the preserved

shell. However, in the former, the container cannot
even be literally perceived from within, whereas in

the latter it is present and visible. And there is a

paradox here: in the Genoese museum, even if you
don't see the features of the Italian palace, you
strongly feel its presence, you know that you are in

a restored palace; in Musde d' Orsay, although the

original structure is exposed to you, the installation

is so competitive that it disturbs your perception of

it, it almost rejects it. In the Palazzo Bianco the

inserted museum is perceived as an ephemeral
contemporary layer, detached from the shell, the

permanence ; in Musde d' Orsay, the relation of the

container and the installment, of the old and the new,

is one of opposition, of offensive juxtaposition.

A central tenet of Aulenti's approach, according

to her, is that a relation can be established between

the respective materiality of objects, and not between
their meanings:

"Neither value judgements nor interpretations entered into the

design work. ... Laloux's building should not be judged

moralistically; rather it should be analyzed in terms of his

building's materials, i.e. its iron structure and its stone

cladding. By the sane token, in terms of the museographic

program attention is focused not on the artistic quality of the

facilities, but on their materiality as objects, namely their

shapes, dimensions, colors and textures." 15

It is exactly the execution of her intentions, her

adherence to the above stated attitude, which has



Fig. 59,90,91. Aufetra inetauarinn
'coming into life' andimposing itself
upon the old station.

lead to the discomforting result. Space is certainly
evocative, if perceived through this filter of

'materiality'. It is indeed clear that emphasis has
been placed on variations in space, on shapes,

materials, and colors chosen. The architectural

game, as Aulenti saw it, was played with passion.

The result is a 'toy' to be observed; perceiving it as

such, the scene might be interesting. But is that the
way the old station should have been treated?
Aulenti's experience as a stage designer is apparent.
Her installation, by its weight and complexity,
violently imposes itself upon the light nineteenth
century iron construction. The contrasts created

between materials, shapes, and colors might be

'stimulating', but the actual result is extremely
overloaded, and the old structure is arrogantly
intruded upon.

Even if Laloux's structure is a hybrid,
nonetheless, it reflects a central architectural debate
of its period. It is an evidence of the Academy's

attempt to exploit the possibilities offered by new
building techniques, without rejecting their own
principles; despite the innovative structure, making
the plan absolutely new in its day, it is continuity
with tradition that was celebrated. The station's
value as a testimony to its age should have been
appreciated, and not buried beneath arguments that
the architecture of the building is full of
contradictions and lacks honesty in material.
However, the latter had been precisely the case in

the evaluation of the Gare d'Orsay, and since the

sixties, the building had been under the danger of

demolition. It was the political decision to use the



building as a museum that finally saved it; a decision
which was part of a program of museum planning
within the heart of the urban fabric of Paris. The
Gare d'Orsay was 'saved' through the attractiveness
of an institution which no other use could have had.
Ironically, the new installment abuses Laloux's
structure as much as possible, so that the Gare

d'Orsay is not there any more; it's place has been
taken by the fancy Musie d'Orsay.

Fig. 93. Photographers might know how to use their
cameras, but the image of the 'lithic trains' is not convincing.
The Orsay station is not 'present'; the fancy Musde d'Orsay
has taken its place.
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Fig. 92. The Mus6e d'Orsay
fits into a larger program of
museum planning within the
heart of the urban fabric of
Paris.
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1It is interesting that what persists is not necessarily the
building's origin, since subsequent events associated with the
structure's life often appear to be stronger and manage to push
the former into the background.)
2 M. Tafuri, History of Italian Architecture, 1944-1985,
Cambridge, Mass, The MIT press, 1989.
3 Licisco Magagnato,"Architettura e restauro", in in
Communita 97, 1962, pp.44-50.
4 Renato Bonelli, Restauro e architettura , Neri Pozza, 1960,
Venezia, p.20, quoted by Licisco Magagnato,"Architettura e
restauro", pp.46-47.
5 Licisco Magagnato,"Architettura e restauro",p.46.
6 De Carlo, G. and Nicolin, P., "Conversation on Urbino",
in Lotus 18, pp. 4-41. I'm quoting De Carlo: "Urbino has a
historic dimension of the very deepest sense not only because
it has always existed, but because throughout history it has
welcomed new and always meaningful changes" (p.25)
7 C. Marcenaro, "The Museum Concept and the
Rearrangement of the Palazzo Bianco, Genoa", in Museum,
v.7, n.4, 1954, p.264.
8 The'problem' of the courtyard in common in such
museums and is usually solved with a glass roof enclosing
the whole space (Harvard Fogg Museum in Cambridge,
Gardner Museum in Boston e.t.c.). But the discomforting
feeling of an imposed enclosure is here also present.
9 Here, the visitor can, at least, enter the courtyard and
observe the building from within; but the experience is still
quite different from that that existed before the glass enclosure
was put in. The coexistence of interior and exterior space
achieved within the courtyard is now lost.
10 Not at the time of my visit (January 1990), when it
seemed completely neglected.
11 C. Marcenaro, "The Museum Concept and the
Rearrangement of the Palazzo Bianco, Genoa", p.262.
12 L. Magagnato,"Scarpa's museum: the museographic route
of Catelvecchio, Verona", in Lotus 35, 1982/II, p.79.
13 L. Magagnato,"Scarpa's museum: the museographic route
of Catelvecchio, Verona", p.79.
14 M. A. Crippa, Carlo Scarpa. Theory, Design, Projects,
The MIT Press, Cambridge, Massachusetts, 1986.
15 G.Aulenti, "The Interior Architecture of the Musde
d'Orsay", in GA Documents , n. 19, Jan. 1988., pp.97-99.



EPILOGUE



In writing this essay -I prefer to call it an

essay1 rather than a thesis2 - I did not intend to

present the reader with a rigid position on the issues

I dealt with, such as art, art perception, the

complexities of the museum space, perception of the

past, restoration, and adaptive reuse. Rather, what

the reader has been confronted with is the

expression of my thoughts, concerns, and

questions on these subjects and, ironically, a fragile

-if one thinks of my discussion on 'order'-

attempt to put them together, so that they might be

able to constitute some kind of coherent whole.3

Any conclusive comparison between such

projects is inevitably limited in value, because of the

uniqueness of the constraints imposed by the old

structure and the museum program in each situation

. However, my visit to such buildings enabled me to

examine in situ my theoretical considerations, and

to understand the sources of the qualities and the

weaknesses of such transformed buildings.

I have endeavored in this essay to examine my

perception of the buildings as shells which maintain
some of their original qualities, despite the change in

their use. The analysis of the selected museums has

proved the depth of the interdependence between the

memories which the restored structure carries and
the associations of the new function.

The three buildings stand in the old core of the

cities where they are located. Palazzo Bianco and

Musde d'Orsay belong to a group of museums

within the heart of Genoa and Paris respectively.

But the issues of scale and program, as well as the

architectural choices, result in completely different



readings of the buildings. Musde d' Orsay is one
more tourist attraction, a significant part of an
'urban museum' being developed in the center of
Paris, and testifying to the French democracy's
glory and power. Seen as such, the Mus6e d' Orsay
is much more 'a current museum of Paris which,
accidentally, used to be a station', rather than 'the
old station which is now used as a museum'.
Palazzo Bianco, despite its dimensions and its
former social position, stands today as a building
quite modestly restored, a part of the whole within
the old fabric of the city of Genoa; it doesn't
distinguish itself to acknowledge any expression of
its new function, and it strongly maintains the
perception it has always had as a 'palazzo'.
Castelvecchio is in the privileged situation of being
located in a magnificently evocative environment,
and having such a powerful conceptual exposure to
the town of Verona (it is its old castle and a symbol
of power) that it cannot easily lose its associated
memories and values. The museum and the castle
'cohabitate' in rare harmony; Past and Present
coexist.

An old structure is often considered as an
inappropriate space for the installation of an art
exhibition, because, by exposing images of the past,
it disturbs the 'pure' perception of the displayed
works of art. As I've argued, the achievement of a
neutral environment, of a lack of context, is an
impossibility anyway. Thus, the issue moves to the
sensitivity of the restorer to the interactions between
the objects and the environment he or she creates.
Although this applies to any museum design, what



is interesting here is that the architect is called to

read and 'play' with preexisting meanings.
A position often shared within the architecture

profession is that the constraints imposed by an

existing structure are a helpful framework for the
architect, whose task becomes much more difficult
when designing a museum from scratch. The

analysis of these museum buildings shows, on the

contrary, how difficult and complex such a
transformation is. Besides the physical qualities of
the existing structure, which are going to interact

with the restorer's own intervention, one has to be
sensitive to the associations the old building evokes,
to the memories it carries and the messages it
conveys.

The other side of the coin is that the conversion
of an old building to a museum is often considered

as a convenient solution for providing a use to an
old and some times abandoned structure. The
installation of an exhibition seems to be an
appropriate one into a building that has lost its links
with 'actual life': 'frozen' objects within a 'frozen'
shell. "Everything ends up on a wall or in a display
case"4, says Val6ry, mourning for the detachment of
the objects from their original context and their
meaningless juxtaposition within the museum.
"Conservation is louder than in church, softer than
in real life. ... Fatigue and barbarism converge.

Neither a hedonistic nor a rationalistic civilization
could have constructed a house of such disparities.
Dead visions are entombed here."5 Next to the

works of art, which are like "abandoned children"6,
the building, an abandoned human artifact as well,



becomes a dead shell, a carcass. It is "destiny,
which no human artifact can escape."7

I would argue that we can look at this "display
case" from a different point of view. We can stand
closer to Proust, if I can use Adorno's comparison.8

If for Valdry, "art is lost when it has relinquished its
place in the immediacy of life,"9 for Proust, "it is
only the death of the work of art in the museum

which brings it to life. When severed from the living
order in which it functioned, its true spontaneity is
released." 10

We might not have to go so far as to see an
object's life only in its death, but we can read it as a
carrier of messages and qualities which persist,
regardless of its present situation in 'actual' life. The
museum of such accumulated objects is, then, not a
display case of dead objects, but a carrier of
memories and metaphors, an illusive world, but
more real than reality, since, by overcoming reality,
it conveys that the latter itself is an illusion. And the
container itself, the building, an object on display in
its own right, is no more a frozen display case, but a
conveyor of its own messages and persisting
qualities -truly, a living shell.



1 In A.S.Honby's Oxford Advanced Learner's Dictionary of
Current English::
"essay: piece of writing , usu. short and in prose, on any one

subject, or: attempt, or testing or trial of the value of
something.
2 i.e. statement or theory, 'position'
3 Te frequent quoting of other writers has been deliberate,
and exactly a reflection of such an attitude.
4 P. Valdry, as quoted by Damish Hubert, "The museum
device: notes on institutional changes", Lotus 35, pp. 5.
5 P. Valdry, as quoted by Theodore W. Adorno, "Valdry,
Proust and the Museum",Prisms , The MIT Press,
Cambridge, 1967,p.176.
6 "Their mother is dead, their mother, architecture. While she
lived, she gave them their place, their definition. The freedom
to wander was forbidden them. They had their place, their
clearly defined lighting, their materials. Proper relations
prevailed between them. While she was alive, they knew what
they wanted.", P. Valdry, as quoted by Theodore W. Adorno,
"Valdry, Proust and the Museum",Prisms , The MIT Press,
Cambridge, 1967, pp.177-8.
7 Hubert Damisch, "The museum device: notes on
institutional changes", Lotus 35, pp. 5.
8T.W. Adorno , Theodore W. Adorno, "Valdry, Proust and
the Museum",Prisms , The MIT Press, Cambridge, 1967,
pp.177-8.
9 Ibid, p.180.
10Ibid, p.182.



APPENDIX



Palazzo Bianco Museum, Genoa,1950-1951
architects: Franco Albini and Franca HeIg

arrangement of the collections : Caterina Marcenaro

There is lack of documents on the early history
of Palazzo Bianco, which was built in the sixteenth
century and underwent considerable alterations in
the beginning of the eighteenth century. What we
know is that it was rented to a succession of private
individual, until 1884, when, according to the will
of Maria Brignole-Sale, Duchess of Galliera, it was
left to the Municipality of Genoa.

The palace has been used as an exhibition space
since 1892. The Brignole-Sale de Ferrari collection,
given also as a legacy to the town of Genoa by the
Duchess of Galliera, had been gradually enriched
with donations. The first arrangement was followed
by a second in 1906 and a third in 1928. The latter
was maintained until the war. The palazzo was
heavily damaged during a bombing raid in 1942, but
enough survived to make possible the reconstruction
by the Department of Civil Engineering in 1945.
The existing condition is the result of this post-war
restoration, followed by architectural modifications
by Albini, so that the collection which had been kept
in storage since war destructions, could come again
into display.

Palazzo Bianco is located within the fabric of
the old part of the city of Genoa, on a beautiful
pedestrian street. Despite its dimensions, it is not
dominating within the street of the old fabric. It is
even likely that one might miss the museum walking
besides it. Almost opposite to it stands Palazzo



Rosso museum, and adjacent to it is Palazzo Tursi,
the Municipal Authority building of the city of
Genoa, both renovated by Albini an Helg (1959-61
and 1952-61 respectively).

In rebuilding on the basis of what still
remained, almost a heap of ruins, the original plans
were followed and the original spacious
arrangement of the interior reverted to eliminating
the alterations, which, for reasons of convenience,
had been made in the late nineteenth century, when
the Galliera family decided to split up the building
among a number of tenants (these additions had in
any case been destroyed by the bombing). All
surviving portions of the structure were retained; the
courtyard was rebuilt, its broken columns
reassembled; and even the fragments of stucco
which had adorned the ceilings of the second floor
were put back, the missing pieces being
reconstructed. According to the restorers, it was
proved by original documents and later photographs
that there were never any wall paintings in Palazzo
Bianco.

The exterior of the palace has been restored to
its pre-war condition; the building's exposure to its
surroundings hasn't changed. On the other hand,
the interior has been completely transformed into a
modern environment. All the halls are treated
equally ; walls and vaulted ceilings have been
plastered and painted white and left completely
undecorated. "The palace concept was abandoned,
and the museum criterion strictly adhered to."1 The
floor is finished in black slate and white marble, and
runs in an unaltered pattern throughout all the



rooms, contributing significantly to the sense of
continuity created and to the whole atmosphere of
the space.

Direct natural light is softened by punched-
metal curtains (which in fact substituted recently for
theVenetian blinds with grey aluminium laths) ;
artificial lighting is obtained by cold cathode lamps,
refracting light and distributing it in a neutral way
within each room, so that attention of the viewer is
not drawn to particular exhibits.

On the first level, the museographic route,
confined by the preexisting plan which was
respected, is discontinuous. The visitor has to leave
a group of rooms from the door he or she entered.
On the contrary, on the piano nobile the sequence of
rooms and galleries is uninterrupted and forms a
closed route.

The exhibits, mainly 15th, 16th, and 17th
century paintings, have been treated as detached
objects on display. As Director Marcenaro stated,
"works of art were treated not as the decorative part
of a given setting, but as world in themselves,
sufficient to absorb the visitor's full attention. To
avoid distracting that attention, care was taken when
arranging the rooms as far as possible to dispense
with all embellishments either in material, form or
color the intention being to provide the tranquil
visual background that is desirable." 2

1C. Marcenaro, "The Museum Concept and the
Rearrangement ofthe Palazzo Bianco, Genoa", Museum, v.7,
n.4, 1954, p. 264.
2 bid.



Fig. 95..Plan, first floor.

Fig.94. The staircase leading up to the first floor with the
courtyard beyond. The first exhibition room isto the left of
the top of the stairs.

Fig. 96 Plan, second floor.
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Fig. 97.The Palazzo Bianco as arranged
in 1893.

Fig. 99. The front hall of the second
floor, with fifteenth and sixteenth
century Flemish, French-Flemish, and
Dutch mintins.

Fig. 98. The fragment from the tomb
of Margaret of Brabant by Giovanni
Pisano has been mounted on a
cylindrical steel support which can be
raised, lowered and swivelled as
desired.Spotlights provide additional
lighting.



Fig. 100, 101. In the Palazzo Bianco
museum, the works of art constitute
the only objects from another ea from
that of the observer, in accordance with
the architects' position that the
surrounding environment should be
contemporary, in order not to distract
the viewer by confronting him/her
with other unfamiliar elements.
Furniture -that is the few chairs
placed in the center of some rooms and
in the landing-hall of each level- are
modem, and the exhibits' supports are
detached pieces,, used as intermediate
and separate elements to enhance the
distance between the works of art and
the surrounding environment.

Fig. 102. Works of art have been
placed in chronological order and
grouped according to country and
school, "so that the rooms follow one
another like the successive chapters of
a pictorial anthology.
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Castelvecchio Museum, Verona, !958-64
Restoration design and arrangement: Carlo Scarpa

Arrangements of collections: Dr Licisco Magagnato

The Castle of San Martino, given the name
Castelvecchio, in order to be distinguished from the
new castle of San Pietro built at the end of the
fourteenth century, was erected in 1354 as an
alternative residence of the Scaliger family.

The castle, on the bank of river Adige, was
originally built by incorporating in its structures the
city wall from the period of the Communes, in the
twelfth century, partly restored in the thirteenth
century after the rout of the Adige in 1284. Today,
comprising part of the restored city walls and
embracing an entrance bridge, it serves as a
pedestrian link between the old and new part of the
town.

Throughout its life, the complex underwent
various interventions and changes of use. Due to its
strategic position, it became a military edifice, and
remained one until our century. Particularly in the
Napoleonic era, at the beginning of the nineteenth
century, the French demolished part of the clock
tower, and, on the river side, closed the defensive
wall by an L-shaped structure. In the mid-nineteenth
century the bridge was opened to the traffic. As a
result, the two original units -the palace (the
Reggia ), which had been the residential section of
the ancient structure of the Scala family, and the
fort, which came to be known as as the Napoleonic
wing- became completely separated.
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In 1924, Castelvecchio became a principal
museum in Verona, exhibiting paintings, sculpture,
and 'industrial art', from the Middle Ages to the
end of the eighteenth century. In order to serve its
new function, the castle had been demilitarized and
the structures associated with the Scala family
residence restored by the architect Ferdinanto
Forlati. However, responsible for this
transformation was Professor Antonio Avena,
director of the city's museums, and he provided for
the fitting of the rooms, which were treated
appropriately for a scenographic mounting of
furnished interiors from the antique palaces of the
city. Even the outer facade of the gallery was used
as a support for balconies and Veronese palaces of
the later fifteenth century.

Castelvecchio was hit by bombs towards the
end of 1944. On the day before liberation, the bold
arches of the bridge extending across Adige were
ruined by the fleeing German troops. Between 1947
and 1950, the castle was restored to its prewar
condition, through subsequent reconstruction
directed by Avena in the beginning, and the architect
Pietro Gazzola later.

During the fifties, changing attitudes towards
restoration work and new trends in museum
architecture brought up different criteria and values,
from which Castelvecchio was not to be left
untouched. Restoration work by Carlo Scarpa,
starting in 1957 sought to bring to light the original
lay-out and the former spatial and architectural
qualities of the castle, which the various
interventions had concealed under their layers.

104



Scarpa's work on Castelvecchio lasted from
1957 to 1973. Until 1962 he worked on restoring
and adapting to museum the two floors of the old
palace, as well as on the joint between it and the

Napoleonic wing; he made a temporary setting for
the sculptures on the ground floor of the barracks
and built the door to the medieval walls. Between
1962 and 1964 he completely rearranged the
gallery, created the setting for the Gragande statue,
and worked on the garden, so as to better define the
entrances. In 1967 he completed the library and the
museum services; and in 1973 he finished the
drawings for the reordering of last room on the
gallery's second floor. The slow construction, due
to lack of funds, enabled him to work on every
single detail and help his ideas mature.

The cleaning of the palace walls revealed traces
of medieval walls, but the most important discovery
was that of the Morbio doorway in the old walls and
in the last room in the sequence. Its reopening
offered the possibility for the new route through the
museum, determined by the passage-way
discovered under the road leading to the top of the
Scaliger bridge. This was to be the focal point for
the whole restoration work. Passing now trough the
passage of the porta del Morbio the visitor enters
significantly enough, what in this as in most castles,
is its central point, the keep; and, from here,
through a newly built staircase and along a catwalk,
one moves to the next building, the old palace.
Here, Scarpa removed all the 1924 repaintings
which have surrounded the the fragments of the
authentic fourteenth century frescoes, revealing his
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attitude in restoration. He wouldn't mean to
complete the missing parts and create an illusion of
the original object, but, with a treatment of support,
to favour a better vision of the remaining image.

The visitor's defined museographic path starts
with the series of six rooms on the ground floor of
the Napoleonic wing, which contain Veronese

sculpture from the first to the fourteenth centuries.

One comes out to the Morbio passage way and

trough that to the two floors of the palace, where
medieval and Renaissance sculpture and paintings
are exhibited. The circuit ends with the gallery of
the second floor of the Napoleonic wing, exhibiting
fifteenth to eighteenth paintings. The route exits into

the open and then reenters into the exhibition

spaces, providing the visitor with the opportunity to

observe the restored structure as well. Architecture

is part of the exhibition itinerary. Particularly at the

joint between the two buildings, where no exhibits
are present, one is drawn into a perception of the
architectural treatment and the dialogue between old

and new parts. It is here where Scarpa has set the

equestrian statue of Gragande, on a lofty cement
plinth. A double beam faced with copper, supports
a pavilion which shelters the statue. This complex
set of elements is visible in constantly changing
perspective from several points within the itinerary
of the visitor.

Displayed objects in the Castelvecchio museum
are part of the town's heritage. In this way, local

identity is reasserted and celebrated. They have been

chosen from among the very full civic collection,

with care to reconstruct an epitome of the artistic
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culture and history that emerge from the taste

embodied in local collections. Paintings, sculptures,
frescoes, and other objects are mixed together in a

chronological order, forming a history of the city

through the forms that the city has produced or

sustained, from medieval time, down to the

modification of Italy.
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Fig. 103. The Caswllo Scaligero as restcred in 1924
-7 A

Fig. 104. The; Caszelvcchio from t niver Adige
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Fig. 105. The Napoleonic wing of the
Castelvcchio, before the restoration of
1924-26.

Fig. 106. The Castelvecchio Museum,
under restoration work in 1924.

Fig. 107 The Castelvecchio Museum
after the restoration of 1924-26.
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Fig. 111. The sculptre gallery on the ground floor of the Napoleonic wing.
Fig. 112. The second floor of the Scaligeri palace
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Fig. 113 Carlo Scarpa's "architecture in Details"
Fig. 114. View of the passageway linking the Scaliger keep with the upper floor of the
gallery, near the statue of Cangande.
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Fig. 115. View of the Cangrande
area. The collocation of the
equestrian statue was planned by
Scarpa to be the pivot of the
whole composition; the statue is
visible in constantly changing
pespective from several points.-

Fig. 116. The Morbio passage,
as restored by Scarpa. The
confrontation between old and
new parts of the structure
constitutes a part of the
museographical route.
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Musde d'Orsay, Paris, 1986
Restoration: "ACT Architecture"

Interior Architecture: Gae Aulenti

The Gare d' Orsay restoration involved two

distinct interventions: the conservation of the old

Beaux-Arts railroad station, redundant since the

early fifties, and the insertion of a museum in this

vast vaulted space. The "ACT Architecture" group

(Renaud Bardon, Pierre Colboc, Jean-Paul

Philippon) were responsible for the first part,

whereas the museum installation was done by Gae

Aulenti.

The Gare d' Orsay station was build in 1898

according to the design of the academician Victor

Laloux. The composition is comprised of two parts:

a) the long semicylindrical station hall, an iron-

framed vaulted construction, clad in an grand stone

facade of the Beaux-Arts tradition, and b) a hotel

abutting the hall to west and south.

At the time the station was built, its industrial

appearance was held not to be appropriate to its

location on the bank of the Seine, facing the

Tulleries. The iron framework had to be concealed

under a grand stone facade, ornamented in the

Beaux-Arts tradition. The Louvre's tall symmetrical

pavilions framing the portico were repeated here on

the entrance facade along the embankment. Laloux,

not content with this masking of the structure, took

advantage of the clause providing for the installation

of a hotel. It was the best excuse and a quite

appropriate way of concealing the vault, and

avoiding an abrupt and visible from outside closing
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of the glazed surface. The problem was successfully
solved. All that one can see from the university
district is a uniform facade of a long stone-clad
building.

The great hall had the size of the nave at Notre
Dame, and was functionally superfluous, since new
electrified trains produced no steam or soot. On the
other hand, the station soon turned out to be
useless, for trains grew too long for it's platforms.
It was eventually abandoned, since by the late
thirties it could no longer house the longer trains
then in use. In 1939 it was integrated with the
underground system.

In the sixties, it was suggested that Gare d'
Orsay should be demolished, and replaced by a
modem hotel/convention center. The destruction of
the les Halles, of the prison of la Roquette, of the
grand staircase of the Lafayette Gallery, followed
by the controversy that surrounded these acts and
the failure to find worthy replacements for them,
focused attention on nineteenth century architecture
and sensitized the state towards the conservation of
such monuments. However, the danger of
demolition was still there until the building was
finally saved in 1973, by being declared an
historical monument by Georges Pompidou. But it
wasn't just a matter of magnanimity; Pompidou was
certainly thinking of creating a museum here. But it
was finally left to Giscard to crystallize the idea, and
use Orsay as a pedestal for a colossal monument in

honor of his leadership.

In 1978 a limited competition for the
conversion of the building into a museum was
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announced. Out of the seven invited projects,
winners were the "ACT Architecture" group, who
showed respect for the previous identity of the

building. Despite the success of the basic concept of
keeping the openness of the space and its
longitudinal arrangement, treatment of the interior
wasn't judged satisfactory. Therefore, in 1980, a
final competition under the banner of "amanagement
interieur" was announced, and the winner is Gae
Aulenti and Italo Rota entry.

Responsible for the restoration, the ACT group
restored the metal framed vault of great nave by
removing and replacing all the cast plaster coffers,
and reglazing the skylights with insulating glass. In
the transformation of the interior into an exhibition
space, Aulenti used an architectural language which

is completely contrasting that of the restored
structure. She adopted an abstracted historicizing
style, recalling ancient Assyrian and Egyptian
architecture, and 'played' with contrasts between
materials, forms, and colors. Lateral space is
organized as a sequence of rooms, galleries,
passages and entrances, what is usually held as
typical of 'traditional museum arrangement'.

Even before the execution of the project, the
architectural literature had dealt extensively with the
museum installation in Gare d'Orsay. Opinions
varied a great deal ; there were favorable critiques
and others quite disparaging of the actual result. But

they all agree that Gae Aulenti has made a statement
of her own which is in a direct contrast with the
host structure, with Laloux's restored building.
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Fig. 117, 118, 119.. The
Musde d'Orsay is not an
isolated project. It fits into a
program of museum planning
within the heart of the urban
fabric of Paris.
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Fig. 123. Laloux's project under constrwuction.

Fig. 124. The Gare d'Orsay.
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Fig. 125. The flood of dhe Seine in 1910.

Fig. 126 The Gare d'Orsay, when intrgrated
with die underground system.
Fix. 127. The abandoned station.
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Fig. 129,130. Views of the model for Aulentfs project. fle architects experience as a stage designer is
apparent..?

122



BIBLIOGRAPHY

123



-Adorno, T.W., "Valery, Proust and the Museum",Prisms,
The MIT Press, Cambridge, 1967.

-Airoldi, R.,"Museo e musei architetture contemporanee",
Casabella 443, Jan. 1979, pp. 19 -24 .

-Albini, F., "Funzioni e architettura del museo", La Bienalle
di Venezia, Apr.-Jun.1958.

-Aloi, R., Musei-Architettura-Technica , Hoepli, Milano,
1962.

-Arbeit, A., "The Architect and the Museum", Museum News
Oct. 1964, pp. 11-16.

-Bayer, H., "Aspects of Design of Exhibitions and
Museums", Curator , v.4, n.3, 1961, pp. 257-287.

-Bann, S., "Historical Text and Historical Object. Poetica of
the Musde de Cluny", Lotus 35, 1982/II, pp.36-43.

-Barilli, R., "La Situatione Italiana", Abitare 247.
-Bazin, G., The museum age , Desors, Bruxelles, 1967.
-Benjamin, W., Illuminations , Edit: H.Arendt , Scocken

Books, New York, 1969:
-"Unpacking my Library", pp. 59-68.
-"On some Motifs in Baudelaire", pp. 155-200.
-"The Inage of Proust", pp. 201-216.
-"The Work of Art in the Age of Mechanical
Reproduction", pp. 217-252.

-Berger, J., Edit.,Ways of Seeing , British Broadcastinc
Coorporation and Penguin Books Ltd., 1972.

-Bloomer, J., "In the Museyroom", Assemlage 5, pp. 59-64.
-Botti, G., "Gae Aulenti: architecture and museography",

Lotus 53, 1987, pp. 56-85.
-Boudrillard, J., "The Beaboug Effect. Implosion and

Deterrence", October 20, Spring 1982.
-Brawne, M.,The New Museum: architecture and display,

Praeger, New York, 1965.
-The Museum Interior , Architectural Book Pub.,
New York, 1982.
-"Object on View", The Architectural Review,
n.753, 1959, pp. 242-246.

-Buren, D., "Critical Limits" and "Function of the Museum",
Five Texts, 1976.

-Buzzoni A., "Musei dell' Ottocento"J Musei , Touring Club
Italiano, pp. 155-198.

-Cassou, J., "Art Museums and Socail Life",Museum, v.2,
n.3, 1949, pp. 155-158.

-Cauman, S., The living museum. Experiences of an art
historian and museum director: A. Dorner , N.Y.U.
Press, New York, 1958.

-Colquhoun, A., "Thoughts on Riegl",Oppositions 25, Fall
1982, pp. 78-83.

-Coolidge, J., Patrons and Architects. Designing Art
Museums in the Twentieth Century, Amon Carter
Museum, Fort Worth, Texas, 1989.

-Coombes, A., "Museums and the Formation of National and
Cultural Identities",The 0.ord Art Journal , 1988
v.11, n.2, pp. 57-68.

124



-Corboz, A., "Walks Around the Horses",Oppositions 25,
Fall 1982, pp. 85-100.

-Craig, T.L,"Reinterpreting the Past",Museum News,
Jan/Feb 1989, pp. 60-63.

-Cresti, C., "Caratteri deli' architettura museografica italiana
dal secondo dopoguerra ad oggi"Museologia 5,
1957, pp. 41-78.
-"Dall'Architettura Museographica All'Architettura
Museologica",Museologia 4, Nov.1974, pp. 84-93.

-Crimp, D., "On the Museum Ruins",October 13, Summer
1980.
-"The Art of Exhibition",October 30, Fall 1984.
-"The Museum's Old / The Library's New Subject",
Parachute 22, Spring 1981, pp. 32-37.
-"The Postmodern Museum",Parachute 46, Spring
1987, pp. 61-69.

-Dal Co, F., "The House of Dreams and Memories. Philip
Johnson at New Canaan", Lotus 35, 1982/11,
pp. 100-107.

-Damisch, H., "The museum device: notes on institutional
changes", Lotus 35, pp. 4-11.

-Dennis, M., "The Uffizi Museum as Urban Design",
Perspecta 16, 1980.

-De Carlo, G. and Nicolin, P., "Conversation on Urbino",
Lotus 18, pp. 4-41.

-De Felice, E.B, and Piva, A., "Le techniche museali",
Casabella 443, Jan.1979, pp. 45-47.

-De Sola Morales, I., "From Contrast to Analogy.
Developments in the concept of architectural
intervention.", Lotus 45, pp. 37-45.
-Toward a Modern Museum: From Riegl to
Giedion", Oppositions 25, Fall 1982, pp. 69-77.

-Donato, E., "The Museum's Furnace: Notes Towards a
Conceptual Reading of Bouvard and Pecuchet",
Textual Strategies. Perspectives in Post-Structuralist
Criticism, Edit.J.V. Harari, Cornell University
Press, Ithaca, NY, 1979.

-Duncan, C., and Wallach A., "The Universal Survey
Museum",Art History , v.3, n.4, Dec.1980,
pp. 448-69.
-"The Museum of Modern Art as Late Capitalist
Ritual An Iconographic Analysis", Marxist
Perspectives I, Winter 1978, pp. 28-51.

-Emiliani, A., "Raccolte e musei italiani dall' umanesimo
all'unita nationale", I Musei , Touring Club
Italiano, pp. 121-154.
-A,"Il museo, laboratorio della storia", I Musei ,
Touring Club Italiano, pp. 20-45.

-Flagge, L, Museumsbau in der Bundersrepublik Deutschland,
Inter Nationes, Bonn, 1985.

-Forster, K W., "Monument / Memory and the Mortality of
Architecture",Oppositions 25, Fall 1982, pp. 2-20.

125



-Foucault, M., "The Fantasia of the Library", Language,
Counter-Memory, Practice .Selected essays and
interviews, ed. D.F.Bouchard, New York, 1977.
-"Other spaces.The principle of heterotopia",
Lotus 48/49, 1985/86, pp. 9-17.

-Gardella, I., "Per un' Architettura della Ricchezza
Compatibile", Domus 684, June 1987, pp.17-24.

-Gass, W.H., "Monumentality / Mentality",Oppositions 25,
Fall 1982, pp. 126-144.

-Gilman, B. I., Museums Ideals of Purpose and Method,
Cambridge, Harvard U. Press, 1923.

-Gombrich, E.H., "The Museum: Past, Present and Future",
Ideals and Idols. Essays on values in art history and
and in art., Phaidon, Oxford.
-"Hegel and Art History",Architectural Design
Profile , 1981, pp. 3-4.

-Grassi, G., Architecture, dead language , Electa (Milano) /
Rizzoli (New York), 1988.
-"The old and the new. Restoration and expansion in
the castle of Fagnano Olona",Lotus 32, pp. 39-43.

-Gregotti, V., New Directions in Italian Architecture ,
G.Braziller, New York, 1968.

-Grimoldi, A., "Architecture as Reparation. Notes on
restoration in architecture.", Lotus 45.

-Gropius, W., "Designing Museum Buildings", Apollo in the
Democracy. The cultural obligation of the architect
New York, 1968.

-Hammard, M., "Semiotic reading of a Museum", Museum,
39, pp.56-60.

-Harbison, R., "Contracted World: Museums and
Catalogues", Eccentric Spaces, Alfred A. Knopf,
New York, 1977

-Helg, F., Edit. Franco Albini 1930-1970 , Rizzoli, New
York, 1979.

-Hitchcock, H. R., Early Museum Architecture 1770-1850 ,
Hartford, 1934.

-Hollander, M., "Comments on the study of Historical
Understanding," Perspecta..

-Hudson, K., Museum for the '8OsA survey of world trends,
Unesco, 1977.

-Huxtable, A.L, "Post War Italy: Architecture and Design",
Art Digest, v.28, n.9, Jul. 1954,

-Jesberg, P., Bibliotheken und Museen, Stuttgart, K.Kramer,
1964.

-Johnson, K., "Showcase in Arcadia. The MASS MOCA,"
Art in Anerica , July 1988, pp. 94- 102.

-Koetter, Fr., and Rowe, C.,"The Crisis of the Object, The
Predicament of Texture", Perspecta 16, 1980.

-Lynch, K.,What Time is this Place? , MIT Press, 1972
-Magagnato, L., "La mostra di museologia", Communita

53, 1957.
-"Architettura e restauro",Communita 97, !962,
pp.44-50.

126



-Malroux, A., The Museum Without Walls. The Voices of
Silence , Princeton, Princeton U.Press, 1978.

-Marcenaro, C., "The Museum Concept and the
Rearrangement of the Palazzo Bianco, Genoa",
Museum , v.7, n.4, 1954, pp. 250-267.

-McLeod, M., "Private museums and public virtue. The
Isabella Gardner Museum", Lotus 35, pp. 117-121.
-"The Architecture of the City. Aldo Rossi.",
Design Book Review 3, Winter 1983.

-Minardi, B., "Ruins and rubble. Superimposed designs",
Lotus 32, pp. 89-93.

-Minissi, F., Conservazione dei beni storico artistici e
ambientali. Reatauro e musealizzazione , De Luca,
Rome, 1978.

-Montaner J. and Oliveras J., The Museums of the Last
Generation, Academy Editions / St. Martin's Press,
New York, 1986.

-O'Doherty, B., Inside the White Cube. The Ideology of the
Gallery Space, The Lapis Press, St. Monica, San
Francisco,1986.

-Parr, A.E., "Problems of Museum Architecture," Curator,
v.4, n.4, 1961, pp. 304-327.
-"Marketing the Mesage", Curator, v.7, n.2, 1969,
pp. 77-82.

-Pevsner, N.,The Future of the Past , Thames and Hudson,
London, 1976.
-"Museums", in History of Building Types,
Princeton U. Press, Princeton, 1976.

-Pirlot, C., Mus4es, Film, Tlvision , Conseil International
des Musses, Paris, 1972.

-Piva, A., Lafabrica di cultura. La questione dei musei in
Italia dal 1945 ad oggi , Milan, 1978.

-Rella, F., "The vertico of the melange. The collector's fight
against time", Lotus 35, 1982, pp. 54-63.

-Riegl, A.,"The Modem Cult of Monuments. Its Character
and its Origin",Oppositions 25, Fall 1982,
pp. 21-5 1.

-Rossi, A., The Architecture of the City , The MIT Press,
Cambridge, 1982.

-Saisselin, R.,The Bourgeois and the Bibelot , Rutgers U.
Press, New Brunswick, New Jersey, 1984.

-Searing, H., "Hypothesis on the development of the
typology of the museum", Lotus 55 , 1987, n.3,
pp. 118-127.

-Seling, H., "The Genesis of the Museum", Architectural
Review , n. 141, Feb 1967, pp.103-114.

-Sheldon, A., "The museum as a staging ground for synbolic
action," Museum 38, 1986, pp. 168-171.

-Summerson, J., "Sir John Soane's Museum-house", Lotus
35, 1982/II, pp. 64-74.

-Tafuri, M., History of Italian Architecture, 1944-1985,
Cambridge, Mass, The MIT press, 1989.

127



-Tafuri, M.,"Les 'muses inquidtantes' ou le destin d' une
g~ndration de 'Maitres' ", L'Architecture
d'Aujourd'Hui , Sept/Oct. 1975, pp. 14-34.

-Ungers, O.M., "The doll within the doll. Incorporation as an
architectural theme", Lotus 32, 1982/I, pp. 14-24.

-Uzzel, D., Edit., Heritage Interpretation , Belhaven Press,
London, 1989.

-Vidler, A., "Loosing Face: Notes on the Modern Museum",
Assemblage 9.
-"The 'Art' of History: Monumental Aesthetics from
Winckelmann to Quatremere de
Quincy",Oppositions 25, Fall 1982, pp.53-67.

-Walter, E.V., Placeways. A Theory of the Human
Environment , University of N.Carolina Press,
London, 1988.

-Weaver, L., Exhibitions and the art of display , London,
Country Life, 1925.

-Weiss, B., "American Museums: three examples. From the
Cloisters to Michael Graves", Lotus 35, 1982/II,
pp. 100-107.

-Werckmeister, O.K., "Walter Benjamin, Paul Klee, and the
Angel of History", Oppositions 25, Fall 1982,
pp. 102-125.

-Werner, F., "On the typology of museum of the eighties.
The experience of the German Federal Republic",
Lotus 55, 1987, n.3, pp. 36-53.

-Wittlin, A., Museums: In search of a Usable Future,
Cambridge, Mass, The MIT Press, 1970.
-The Museum. Its History and its Task in
Education, Routledge & K.Paul , London, 1949.

-Zerner, H., "Alois Riegl: Art, Value and Historicism",
Daedalus , n. 105, Jan 1976, pp.175-188.

-Harvard Architectural Review 4, Spring 1984,
Monumentality and the City.

-Rassegna 10, June 1982, Monograph on Exhibition
Design.

-Casabella 498/9, Jan/Feb 1984, Modification as Strategy.
-Casabella , n.443, Jan 1979, Il museo: instituzione e

architettura.

128



References to the Palazzo Bianco Museum.

-Aloi, R., "Palazzo Bianco Museum, Genoa (1950-51)", in
Musei-Architettura-Technica , by R. Aloi, Milano,
1962.

-Brawne, M., "Palazzo Bianco Museum, Genoa (1950-51)",
The New Museum: architecture and display ,
Praeger, New York, 1965.

-Elkon, R., The Palazzo Bianco", Art Digest , v.28, n.9,
Jul. 1954.

-Marcenaro, C., "The Museum Concept and the
Rearrangement of the Palazzo Bianco, Genoa",
Museum, v.7, n.4, 1954, pp. 250-267.

-Editorial, "Palazzo Bianco"Architecture d'Aujourd'hui,
v.24, n.48, Jul. 1953, pp.18-20.

References to the Castelvecchio Museum.

-Albertini, B., and Bagnoli S.,Carlo Scarpa. Architecture in
Details, The MIT Press, Cambridge, Massachusetts.

-Aloi, R., "Castelvecchio Museum, Verona", in Musei-
Architettura-Technica , by R. Aloi, Milano, 1962.

-Brawne, M. , " Castelvecchio Museum, Verona", in
The New Museum: architecture and display, Praeger,
New York, 1965.

-Crippa, MA., Carlo Scarpa. Theory, Design, Projects,
The MIT Press, Cambridge, Massachusetts,1986.

-Esposito, S., "Carlo Scarpa a Castelvecchio. Ineffabilita e
correlazione",Casabella 483, 1982, p. 26.

-Los, S., "Zwei Restaurierungen von carlo Scarpa", Werk 7,
1969, pp. 481-491.

-Magagnato, L., "Scarpa's museum: the museographic route
of Catelvecchio, Verona", Lotus 35, 1982/11,
pp. 75-86.

-Miller, N., "The legendary castle", Progressive Architecture ,
May '81, pp. 118-123.

-Neary, P., "An Unconventional Art Museum", Architectural
Review , n.61, Apr. 1927, pp. 124-128.

-Editorial, "L'opera di Carlo Scarpa al Museo di
Castelvecchio a Verona", Domus 369, 1960,
pp. 39-53.

-Editorial, "Castelvecchio Museum, Verona," Global
Architecture , 1979, n.51, pp. 30-40.

129



References to the Muse d'Orsay in Paris.

-ACT, "The Restoration of the Gare d'Orsay", GA
Documents, n.19, Jan. 1988, pp. 94-97.

-Almeida, M. T., "The display of permanent collections at
the Mus6 dOrsay, Paris," Museum 39,
pp. 113-119.

-Aulenti, G., "The Interior Architecture of the Musde
dOrsay", GA Documents , n.19, Jan. 1988,
pp.97-99.
-"Mus6e d'Orsay", Architecture and Urbanism 201,
pp. 28-34.

-Aulenti, G., "Trendencious Interview with a Visitor of
Mus6e d'Orsay", in Architecture and Urbanism,
201, pp. 35-45.

-Bertelli, C., "The Interior Architecture of the Musde
d'Orsay", Domus 679, Jan.1987, pp. 29-39.

-Brozen, K., "Blockbuster Design. The renaissance of a
French railroad station into a museum of art by Gae
Aulenti stretches the imagination," Interiors 146,
May '87, pp. 344-347.

-Croset, P., "Gae Aulenti e Italo Rota. Amdnagement
Int6rreur del Museo d'Orsay", Casabella 482,
pp. 48-54.

-Gandee, C., "Missed Connections", Architectural Review
, March 1987, p. 127-130.

-Garcias, J., "The Interior Architecture of the Musde d'Orsay",
Domus 679, Jan. 1987, pp. 40-47.

-House, J. C. , "Orsay observed", Burlington Magazine ,
Feb. 1987, pp. 67-72.

-Mainardi, P., "Postmodern History at the Musde d'Orsay",
October 41, Summer 1987.

-Matthews, T., "The Controversial Musde d'Orsay",
Progressive Architecture , Feb. 1987, pp. 35-36.

-Nicolin, P., "Paris: The Musde d'Orsay", Lotus 35, 1982/II,
pp. 15-31.

-Regazzoni, E. and Croset P., "Destinatione Museo",
Casabella 482, pp.12-20.

-Zerner, "The Judgment of Paris", New York Review of
Books, Feb. 1987, pp. 21-25.

-Art in America, "The Musde d'Orsay: A Symposium",
Jan. 1988, pp. 85-106.

-Editorial, "Gare d'Orsay", Ottagono , May '88, pp. 70-3.
-Editorial, "Mus6e d'Orsay", GA Documents , Jan.'88, pp.

94-113.

130



References to examples of museums
installed within preexisting buildings.

-Bardeschi, M.D., "Milan: restoration of the Palazzo della
Ragione," Abitare 261, Jan/Feb '88, pp.199-203.

-Editorial, "L'opera di Carlo Scarpa in Palazzo Abatellis a
Palermo; L'opera di Carlo Scarpa alla Quadreria
Correr a Venezia", Domus 388, 1962, pp. 17-34.

-Editorial, "Palazzo Abatellis in Palermo, Carlo Scarpa," AA
Files , Summer '85, pp. 3-9.

-Gabrieli, B., and Helg, F., "I Museo di San' Agostino a
Genova" Casabella 443, Jan.79, pp.25-33.

-Editorial, "Reconstruction of a cloister in steel. Museum in
Padua, by Franco Albini, Franca Helg", Bauen und
Wohnen ,pp. 97-99.

-Irace, F., "Milan: restoration of the Palazzo della Ragione",
Abitare 261, Jan/Feb '88, pp.198.
-"Genova: remodelling the SantAgostino complex
to house the new Stone and Sculpture Museum",
Abitare 261, Jan/Feb '88, pp. 204-210

-Quintavalle A. C., "National Gallery in the Palazzo della
Pilota, Parma, Guido Canali," Domus 683, May
1987, pp. 51-63.

-Teutonico, J. M., "Pristine Intervention. National Gallery of
Parma, Italy," Progressive Architecture , Apr. 1988,
pp. 118-125.

-Anderton, F., "Purist Pilotta. National Gallery of Parma,
Italy", Architectural Review.

-Bruno, A., "From Past to Present. Rivoli, a castle for
contemporary art," Museum 38, pp. 4-8.

-Minissi, F., "The National Museum of the Villa Giulia in
Rome", Museum 9, pp. 124-132.

-Tardito, R., "The Creation of the Grande Brera, Milan,"The
International Lournal of Museum Management and
Curatorship, 5/1986, pp. 337-348.

-Pane, R., "Dibattito sul Museo del Castello Sforzesco a
Milano", Architettura , v.4, Jul. '58, pp. 152-161.

-Editorial, "New Museum 500 Years Old. Castello Sforzesco,
Milan", Architectural Forum , v. 105, Oct. 1956.

-Romanelli, M., "Palazzo Grassi, Venice, Gae Aulenti and
Antonio Foscari", Domus 674, pp.59-70.

-Editorial, "The Last Restoration of Palazzo Grassi",
Architecture and Urbanism 201, pp. 47-50

-Editorial, "Palace to Museum.Palazzo Grassi, Venice, Italy",
Interior Design 55, Oct. '84, pp. 210-213.

-Ortelli, L., "Architecture of Walls. Francesco Venezia's
Gibellina museum", Lotus 42, pp. 121-127.

-H6nault, 0., "Emotive Spaces, Rich Colors in a Picasso
Museum, Barcelona, Spain," Architecture 78, Sep.
'87, pp. 60-64.

-Fernegla, A., "From convent to museum. A project at
Amarante (Portugal), by Alcino Soutinho", Lotus
45, p. 47-54.

131



-Grassi, G., "Museum and place of memory. Reconstruction
of the Prinz Albrecht Palais in Berlin", Lotus 42,
pp. 111-120.

-KIeihues, J. P., "A non place. Competition designs for the
Prinz Albrecht Palais in Berlin", Lotus 42, pp.
101-110.

-Fischer, V., "The German Museum of Architecture", The
International Lournal of Museum Management and
Curatorship , 5/1986, pp. 19-26.

-Editorial, "Old and New Melded in a Museum for
Architecture Itself", Architecture 74, Sep. '85, pp.
102-106.

-Brown-Manrique, G., "Schloss Morbsbroich. Unger's
Museum Project in Leverkusen", Architectural
Design , Jan/Feb 1980, pp. 8-15.

-Guillebon, C., "The Picasso Museum in Paris", Museum
38, pp. 176-181.

-Meade, M., "Picasso Museum, Paris. Architect Ronald
Simounet," Architectural Review 180, Jul. '86,
pp. 19-25.

-Ellis, C., "Entrep~t Culture. Arts Centre, Bordeaux,
France", in Architectural Review 183, Apr. '88,
pp. 67-7 1.

-Truppin, A., "Vintage Bordeaux," Interiors 145, Aug.'85,
pp. 162-167.

-Bois, Y., "Report from Paris: Museum Update. Mus6e des
Arts Dcoratifs, Musde Picasso, Musde Nationale
d'Art Moderne", Art in America, Apr.1988,
pp. 43-47.

-Fitch, J.M., "Contrasting Pair of Paris Restorations: Gare
d'Orsay and La Villette", Architecture , Oct. 1985,
pp. 62-65.

-Lavin Sylvia, "Three museum renovations in Paris. Mus6e
Picasso, Musde d'Orsay, Louvre,"Interiors 145,
Aug. '85, pp. 162-167.

-Oleer, N. T., "The Museum of Turkish and Islamic Art:
Rebirth of a sixteen-century palace," Museum 36,
pp. 42-48.

132


