
30 December 2024

Fare le cose con/tieni ben presente che (Dialogo sul Museo tra Dario Costi e Francesco Collotti) / francesco
valerio collotti. - STAMPA. - (2023), pp. 48-61.

Original Citation:

Fare le cose con/tieni ben presente che (Dialogo sul Museo tra Dario
Costi e Francesco Collotti)

Conformità alle politiche dell'editore / Compliance to publisher's policies

Publisher:

Terms of use:

Publisher copyright claim:

Questa versione della pubblicazione è conforme a quanto richiesto dalle politiche dell'editore in materia di
copyright.
This version of the publication conforms to the publisher's copyright policies.

(Article begins on next page)

La pubblicazione è resa disponibile sotto le norme e i termini della licenza di deposito, secondo quanto
stabilito dalla Policy per l'accesso aperto dell'Università degli Studi di Firenze
(https://www.sba.unifi.it/upload/policy-oa-2016-1.pdf)

Availability:
This version is available at: 2158/1325172 since: 2023-08-27T07:23:37Z

LetteraVentidue Edizioni

Questa è la Versione finale referata (Post print/Accepted manuscript) della seguente pubblicazione:

FLORE
Repository istituzionale dell'Università degli Studi

di Firenze

Open Access



ISBN 978-88-6242-855-2

Prima edizione settembre 2023

© LetteraVentidue Edizioni
© Dario Costi

È vietata la riproduzione, anche parziale, effettuata con 
qualsiasi mezzo, compresa la fotocopia, anche ad uso 
interno o didattico. Per la legge italiana la fotocopia è lecita 
solo per uso personale purché non danneggi l’autore. Quindi 
ogni fotocopia che eviti l’acquisto di un libro è illecita e 
minaccia la sopravvivenza di un modo di trasmettere la 
conoscenza. Chi fotocopia un libro, chi mette a disposizione 
i mezzi per fotocopiare, chi comunque favorisce questa 
pratica commette un furto e opera ai danni della cultura.

Nel caso in cui fosse stato commesso qualche errore o 
omissione riguardo ai copyrights delle illustrazioni saremo 
lieti di correggerlo nella prossima ristampa. 

Progetto grafico: Francesco Trovato
Impaginazione: Emanuele Ortolan, Fabio Cairo

LetteraVentidue Edizioni Srl
via Luigi Spagna, 50 P
96100 Siracusa

www.letteraventidue.com

Questo volume è stampato su carte ecologiche:
Burgo Liris Green (interno)
Fedrigoni Costellation Snow Aida (copertina)

MC2 2001-2021

ARCHITETTURA 
DELLE RELAZIONI
Opere e progetti Works and projects



Contents

 The value of relationships 
 Essay by Antonello Alici

House of Sound
Birthplace of Toscanini
House of Music

 Do things with / bear in mind that
 Dialogue on Museums between Dario Costi and Francesco Collotti 

University student accommodation in San Pancrazio
Extension of the school complex and multipurpose gymnasium in Varano de Melegari
Petitot Pole and intelligent systems for the city 
Four Social Housing projects for Parmabitare 
City of Science 
Governor’s Palace 

 Architecture as a place for living
 Dialogue on the City between Dario Costi and Giovanni Leoni 

Piazza delle Scuole in Barriera Bixio
Set-up of the ruins of San Quirino
MC2 house, gallery and studio
PSH Social Housing
Civic rooms and social housing in Borgotaro
House in three landscapes in Numana

 The house as a garment to wear
 Dialogue on the House between Simona Melli and Daniela Bianchi Muggia

Small educational center in Compiano
Reclamation of an urban block in Piacenza
Lagoon Rooms at the Fondaco dei Tedeschi in Venice
Ukrainian Hotel Entryway Moscow
Sound Gestalt Budapest
Liturgical adaptation for San Lorenzo in Moletolo
Interiors for an ice-breaking yacht
House in the Apennines in Baiso

 A leap in mid-air
 Dialogue on Regeneration between Simona Melli and Giovanna Gregori

Eco District. Environmental regeneration of a manufacturing district
Panthers club house and service centre in the San Leonardo district
Houses and villas side by side and overlapping on the Baganza 

 Searching for the relationship
 Dialogue on Art between Dario Costi and Didi Bozzini

Calce bianca, Fossa verde, Murgia rossa. Installations on the Spinazzola landscapes
Urban objects with a poetic reaction
Origami / spatial concept

16

22
34
40

57

62
72
90
96
114
118

133

138
154
160
170
182

200

227

230
242
248
256
264
270
276
284

299

304
308
314

337

342
350
356

Indice

 Il valore delle relazioni
 Saggio di Antonello Alici 

Casa del Suono
Casa Natale Toscanini
Casa della Musica

 Fare le cose con / tieni ben presente che
 Dialogo sul Museo tra Dario Costi e Francesco Collotti 

Residenze Universitarie a San Pancrazio
Ampliamento scolastico e palestra polifunzionale a Varano de Melegari
Palo Petitot e sistemi intelligenti per la città 
Quattro progetti di housing sociale per Parmabitare 
Città delle Scienze 
Palazzo del Governatore 

 Architettura come luogo di vita
 Dialogo sulla Città tra Dario Costi e Giovanni Leoni 

Piazza delle scuole a Barriera Bixio
Allestimento della rovina di San Quirino
Casa galleria e studio MC2
Housing sociale PSH
Sale civiche e housing sociale per il quartiere San Rocco a Borgotaro
Casa nei tre paesaggi a Numana

 La casa come un abito da indossare
 Dialogo sulla Casa tra Simona Melli e Daniela Bianchi

Piccolo polo didattico a Compiano
Recupero di un isolato urbano a Piacenza
Sale della laguna nel Fondaco dei tedeschi a Venezia
Ukraina Hotel Entryway Moscow
Sound Gestalt Budapest
Adeguamento liturgico per San Lorenzo a Moletolo
Interni per uno yacht rompighiaccio
Casa negli appennini a Baiso

 Fare il salto mentre siamo in volo
 Dialogo sulla Rigenerazione tra Simona Melli e Giovanna Gregori

Ecodistrict. Rigenerazione ambientale di un quartiere produttivo
Club house Panthers e centro servizi al quartiere San Leonardo
Case affiancate e sovrapposte sul Baganza 

 Alla ricerca della relazione
 Dialogo sull’Arte tra Dario Costi e Didi Bozzini

Calce bianca, Fossa verde, Murgia rossa. Installazioni sui paesaggi di Spinazzola
Oggetti urbani a reazione poetica
Origami / concetto spaziale

9

22
34
40

49

62
72
90
96
114
118

125

138
154
160
170
182

200

223

230
242
248
256
264
270
276
284

291

304
308
314

329

342
350
356



Testatina 49

Aprirei questo ragionamento iniziando dal ruolo 
del museo nella città europea. Un tema che si è 
sedimentato nei secoli e che tu conosci molto bene.

Devo dire che dentro questa idea di trasformare 
il museo in città e la città in museo, si innesta una 
peculiarità tutta italiana di come l’allestimento dei 
musei diventi un pezzo di città. Anche in tempi più 
recenti, c’è il pensiero, che diventa il titolo della 
monografia dei Bbpr – Museo, città, architettura 
– di Rogers, dove il museo della città di Milano è 
il centro di un pensiero culturale sul progetto e di 
un rapporto con la storia. Questo è un riferimento 
centrale e lo è stato come atteggiamento di 
ricerca sui temi e sulla conoscenza dei luoghi e 
delle interpretazioni progettuali che abbiamo 
sviluppato negli allestimenti dei progetti. Questo 
riferimento a Rogers al pensiero sulla città è un 
fatto caratterizzante per la cultura italiana nel 900 
ma che arriva vivo fino a noi.

+¼v�]VI�NZI[M�LQ�*Z]VW�<W[KIVW�KPM�I�[]W�\MUXW�UQ�I^M^I�
KWTXQ\W"�QT�U][MW�QVQbQI�LW^M�QT�U][MW�ÅVQ[KM��)�UM�[MUJZI�KPM�Y]M[\I�
KWV[QLMZIbQWVM�[QI�]V�XI[[W�QV�I^IV\Q�NWVLIUMV\ITM�VMT�KWVKMXQZM�QT�
Z]WTW�LMT�U][MW�VMT�XIM[IOOQW�]ZJIVW�KWV\MUXWZIVMW��
9]IVLW�[KZQ[[Q�]V�LW[[QMZ�XMZ�QT�V]UMZW�LQ�,WU][�LMLQKI\W�ITTI�
Y]M[\QWVM�LMT�U][MW��I^M^IUW�IVKWZI�ITK]VQ�MVWZUQ�cassoni che 
TI�K]T\]ZI�LQ�ITTWZI��XMZ[QVW�Y]MTTI�XQ��I^IVbI\I�M�KWV[IXM^WTM��
KPQIUI^I�contenitori��-ZIVW�MLQÅKQ�[K]ZQ�KWV�TM�T]KQ�UQZI\M�[]Q�[QVOWTQ�
WOOM\\Q�M�KPQ][Q�^MZ[W�T¼M[\MZVW��4Q�LMV\ZW�K¼MZIVW�[QK]ZIUMV\M�\M[WZQ�
XZMbQW[Q��MZIVW�I�TWZW�UWLW�LMQ�Wunderkammer��UQVQMZM�LQ�[IXMZM�KWV�
[KIZ[I�KIXIKQ\o�LQ�QV\MZIOQZM�KWV�]V�UWVLW�QV�^MTWKM�KIUJQIUMV\W��
4I�ZMTIbQWVM�ZQO]IZLI^I�Q�T]WOPQ��QV�Y]ITKPM�UWLW�[QOVQÅKI\Q^Q��KPM�
^MVQ^IVW�ZQKWVW[KQ]\Q�KWUM�\ITQ�UI�KPM�^WTM^IVW�M[[MZM�Y]ITKW[I�KPM�
VWV�MZIVW��9]IV\WUMVW��VWV�XQ��M�VWV�IVKWZI�
6MOTQ�]T\QUQ�^MV\Q�IVVQ�UWT\M�KW[M�[WVW�KIUJQI\M��1W�XMV[W�KPM�TI�
questione del U][MW�QVQbQI�LW^M�QT�U][MW�ÅVQ[KM sia nella natura delle 
KQ\\o�Q\ITQIVM��KPM�[WVW�M[[M�[\M[[M�U][MW��<]\\W�KQ��KPM�KQ�KQZKWVLI�v�
]V�U][MW�M�I�^WT\M��KWUM�[Q�LQKM^I�XZQUI��JI[\I�IXZQZM�]VI�XWZ\I�

Io penso che sia fondamentale quel libro Museo, città, architettura��
QVVIVbQ\]\\W�XMZKPu�XIZTQIUW�LI�IZKPQ\M\\Q��XIZ\QIUW�LITTM�WXMZM�
KW[\Z]Q\M�W�LITTM�WXMZM�XZWOM\\I\M��9]IVLW�Q�*JXZ�TI^WZIZWVW�
ITT¼ITTM[\QUMV\W�LMT�+I[\MTTW�;NWZbM[KW�LQ�5QTIVW�IXXIZ^M�]VW�
[KZQ\\W�JMTTQ[[QUW�LQ�;IUWVo�[]�,WU][��8IZTI�LMTT¼IZQI�LQ�NM[\I�
KPM�LW^M^I�I^MZM�Y]M[\W�T]WOW�KWVVM[[W�KWV�QT�XIZKW�QV�K]Q�
[IZMJJMZW�IVLI\Q�Q�^Q[Q\I\WZQ��Q�KQ\\ILQVQ��Q�[WTLI\Q�KWV�TM�ZIOIbbM��
Y]MTTI�KPM�)TLW�:W[[Q�I^ZMJJM�KPQIUI\W�la calda vita��KPM�MV\ZI^I�
LMV\ZW�VMT�U][MW�ML�MZI�XZM^Q[\I�KWUM�[]W�KWUXTM\IUMV\W��6MT�
U][MW�LMT�+I[\MTTW�;NWZbM[KW�LQ�5QTIVW�KQ�[WVW�ITK]VQ�LQ[XW[Q\Q^Q�
dell’allestimento che sono formidabili come la sala con il Cristo 
TQOVMW�[WZZM\\W�LI�L]M�[]XXWZ\Q�LQ�IKKQIQW��XZWÅTQ�[\IVLIZL�KPM�
^MVQ^IVW�QVKI[\ZI\Q�ZQ[XM\\Q^IUMV\M�LIT�XI^QUMV\W�IT�[WNÅ\\W�M�IQ�TI\Q�
LMTTM�XIZM\Q��,I�JIUJQVW�Y]IVLW�IVLI^W�IT�KI[\MTTW��XWZ\I\W�LI�UQI�
VWVVI��I�[\]XQZUQ�VWV�MZIVW�[WTW�OTQ�ITTM[\QUMV\Q�LMT�XQIVW�\MZZI��
LMTTI�[ITI�LMOTQ�;KIZTQWVQ��WXX]ZM�la mora nel suo sostegno di legno a 

.IZM�TM�KW[M�KWV���\QMVQ�JMV�XZM[MV\M�KPM

Musèo s. m. [dal lat. Musēum, gr. ԩՂՇՅԹعՂՀ der. di ԩՂوՅԵ «musa» (propr. «luogo 
sacro alle Muse»), nome di un istituto culturale dell’antica Alessandria d’Egitto]. 
– Raccolta di opere d’arte, o di oggetti aventi interesse storico-scientifico, etno-
antropologico e culturale; anche, l’edificio destinato a ospitarli, a conservarli 
e a valorizzarli per la fruizione pubblica, spesso dotato di apposito corredo 
didattico. 

Vocabolario Treccani

Francesco Collotti��IZKPQ\M\\W�v�XZWNM[[WZM�WZLQVIZQW�LQ�
8ZWOM\\IbQWVM�IZKPQ\M\\WVQKI�M�]ZJIVI�XZM[[W�T¼=VQ^MZ[Q\o�LQ�
.QZMVbM�LW^M�v�IVKPM�+WWZLQVI\WZM�LMT�,W\\WZI\W�LQ�:QKMZKI�
in Architettura, Conoscenza e Salvaguardia del Patrimonio Culturale��
1V[MOVI�XZM[[W�T¼-5),=�=-5.�I�.v[�M�[^WTOM�ZQKMZKPM�[]T�
Z]WTW�LMTT¼IZKPQ\M\\]ZI�VMTTI�KQ\\o�M�[]T�\MUI�LMT�U][MW��0I�
ZMITQbbI\W�MLQÅKQ�X]JJTQKQ�M�KI[M�XMZ�TI�OMV\M��UM[[W�QV�WXMZI�
T]WOPQ�LMTTI�UMUWZQI��[Q\Q�IZKPMWTWOQKQ��XIM[IOOQ�NWZ\QÅKI\Q�

Dialogo sul Museo tra Dario Costi e Francesco Collotti Parma, 11 Settembre 2021
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Un’altra cosa su cui abbiamo sempre ragionato 
è il tema del ruolo del museo nel rapporto con il 
territorio, addirittura più ampio della città, cioè 
la questione dell’identità e dei rimandi con il 
contesto. Da ragazzo mi aveva molto colpito la 
riflessione che faceva Guido Canella sul ruolo 
della Depositio, Inventio e Translatio1, di come 
il museo è in realtà un veicolo di relazione e 
collegamento del territorio, di come il museo può 
interpretare i caratteri, e fare una sorta di sintesi 
interpretativa delle peculiarità. Almeno nella nostra 
esperienza, su tutta la vicenda dei musei musicali, 
si gioca questa scommessa di un rafforzamento 
dell’identità culturale della città che sta dentro un 
diagramma che è temporale ma anche territoriale. 
La scommessa è sempre quella di fare un museo 
che sia un volano di relazione. 
Non a caso nelle nostre ricerche di Progetto 
Urbano Strategico ragioniamo proprio su questo 
tema, parliamo di link museale del territorio2, del 
fatto che non serve un nuovo museo, serve forse 
un luogo dove si promuovono i musei che ci 
sono, i sistemi territoriali, i paesaggi e i prodotti 
della terra. Un luogo dove si fa formazione, si fa 
promozione turistica, si portano le scolaresche, 
si portano i professionisti, si discute di città. Un 
luogo democratico di rimando alle complessità e 
alle esperienze che possono ritrovarsi. Territorio e 
comunità sono le questioni del futuro del museo. 
Come nelle anticipazioni di Rogers forse un 
museo può essere allora anche un elemento di 
nuova coagulazione comunitaria e al contempo 
di attrattività territoriali decisive. Questa è una 
pratica che sui musei della musica abbiamo avuto 
la fortuna di sviluppare.

NWZUI�\ZWVKWKWVQKI��W�TI�[WZXZM[I�[\ZIWZLQVIZQI�LMTTI�Pietà Rondanini 
LQ�5QKPMTIVOMTW��UI�MZIVW�IVKPM�TM�[ITM�IQ�XQIVQ�[]XMZQWZQ��TM�[ITM�
degli arredi della cultura milanese o le sale degli strumenti musicali 
QV�K]Q�I�^WT\M�IVKPM�[WTW�]V�XQKKWTW�\IXXM\W�[MOVI�TI�LQNNMZMVbI�
\ZI�T¼WOOM\\W�LMTTI�KWTTMbQWVM�M�T¼WOOM\\W�LQ�][W�Y]W\QLQIVW��5Q�
INNI[KQVI^I�LQ�M[[MZM�\ZI[XWZ\I\W�QV�]V�IT\ZW�UWVLW�NIV\I[\QKW�M�
QUUIOQVIZQW�KPM�QT�U][MW�[IXM^I�NIZ�[WOVIZM�ML�M^WKIZM��6MTTI�[ITI�
KWV�TM�KWZIbbI\]ZM�LMQ�XITILQVQ�ZM[\I^W�QVKIV\I\W��
1T�[MV[W�LMT�U][MW�v�IVKPM�Y]M[\I�I[\ZIbQWVM�KPM�[Q�NI�KWUXQMZM�
ITT¼WOOM\\W�KPM�XW[[W�XWZOMZM��L’arte del porgere è secondo me la 
Y]M[\QWVM�KMV\ZITM�KPM�ZQ\ZW^W�QV�UWT\M�LMTTM�KW[M�KPM�KQ�[QIUW�
UW[\ZI\Q�QV�UWT\M�LMTTM�KW[M�KPM�^WQ�I^M\M�XZWOM\\I\W�M�KPM�XZM[MV\I\M��
L’arte del porgere�VMTTM�[]M�^IZQMOI\M�XW[[QJQTQ\o�v�XZWXZQW�Y]M[\W��]VI�
Y]M[\QWVM�KPM�ZQO]IZLI�TI�\MKI�M�TI�LQ[\IVbI��KPM�ZQO]IZLI�QV�Y]ITKPM�
UWLW�QT�NIZ�XZWXZQW�]V�WOOM\\W��UI�IVKPM�[W[XMVLMZTW��
9]IVLW�:WOMZ[�XZWOM\\I�T¼ITTM[\QUMV\W�LMT�KI[\MTTW�NI�QT�TIJQZQV\W�
LMQ�ZIOIbbQ��KPM�v�]V�XMbbW�LMTTI�\ZQMVVITM�UI�IVKPM�]V�XMbbW�LMT�
KI[\MTTW�LMV\ZW�QT�XIZKW��Ð�]V�XZWOM\\W�QV\ZQOIV\M��XMZKPu�v�]V�\MUI�
M[W\MZQKW��KPM�UM\\M�QV�OQWKW�IVKPM�ITK]VM�KWVW[KMVbM�\ZILQbQWVITQ�
LQ�:WOMZ[��KPM�KPQIUI�+ITLMZ�I�NIZM�]VW�LMQ�[]WQ�mobiles�M�;I]T�
;\MQVJMZO�I�LQ[MOVIZM�TI�KQ\\o�LQ�5QTIVW�
Nasce un luogo temporaneo che interagisce con il castello ed è fatto 
XMZ�Q�JIUJQVQ��M�XZWXZQW�I�XIZ\QZM�LIQ�JIUJQVQ�ZQOMVMZI�QT�[MV[W�LQ�
IXXIZ\MVMVbI��1W�KQ�PW�OQWKI\W�VMT�TIJQZQV\W�LMQ�ZIOIbbQ��Ð�]V�I\\W�
L¼IUWZM�[\ZIWZLQVIZQW�VMQ�KWVNZWV\Q�LMTTI�KQ\\o��
1T�\MZUQVM�U][MW�v�QV[WUUI�]V�\MZUQVM�]V�XW¼�][]ZI\W��]VI�XIZWTI�
KPM�XW\ZMJJM�M^WKIZM�TI�VWQI��]V�XIZILQOUI�XMLIOWOQKW�M�LQLI\\QKW�
KPM�[MUJZI�KWV[]UI\W��[]XMZI\W��;WTW�QV\MVLMVLW�QV�]V�IT\ZW�
modo QT�U][MW�QVQbQI�LW^M�QT�U][MW�ÅVQ[KM riusciamo ad aggiornare in 
\MZUQVQ�XW[Q\Q^Q�Y]M[\I�[\ZIWZLQVIZQI�^QKMVLI�

;MKWVLW�UM�QT�U][MW�W\\WKMV\M[KW�KWV�\]\\Q�Q�[]WQ�LQNM\\Q��I^M^I�TI�
straordinaria capacità di costruirsi all’interno della città e di essere 
riconoscibile come tipo��
5WT\Q�U][MQ�KPM�[WVW�^MV]\Q�LWXW��PIVVW�UIVKI\W�Y]M[\I�
KWZZQ[XWVLMVbI��7OOQ�ZQ[KWXZQIUW�KWUM�TI�Y]M[\QWVM�LMT�tipo e del 
museo siano strettamente connesse e come da questo rapporto 
LMZQ^I�TI�Y]M[\QWVM�LMT�KIZI\\MZM�LMTT¼MLQÅKQW�LQ�K]Q�KQ�WKK]XQIUW��
6WQ�WOOQ�IVLQIUW�I�KWTTWKIZM�LMTTM�KWTTMbQWVQ�ITT¼QV\MZVW�LQ�MLQÅKQ�
KPM�VWV�[WVW�VMKM[[IZQIUMV\M�[\I\Q�XMV[I\Q�KWUM�U][MQ��UI�
KPM�PIVVW�]V�ZIXXWZ\W�[\ZM\\Q[[QUW�KWV�TI�KQ\\o��9]IVLW�\]�^IQ�
I�QV\MZIOQZM�KWV�]V�MLQÅKQW�[\WZQKW�·�^MLQIUW�VMT�^W[\ZW�KI[W�QT�
TI^WZW�NI\\W�KWV�+TI]LQW�8IZUQOOQIVQ�IT�8ITIbbW�LMT�/W^MZVI\WZM�
·�ZQ\ZW^I\M�]V¼IZKPQ\M\\]ZI�LQ�8M\Q\W\��KPM�v�]V�QV\MZ^MV\W�LQ�
KWTTMOIUMV\W�VMTTI�KQ\\o��XMZKPu�v�]VI�\WZZM�KWV�]V�XWZ\ITM�KPM�
M^WKI�QT�XZMKMLMV\M�KWTTMOIUMV\W�KWV�TI�[\ZILI��;M�XMV[QIUW�ITTI�
+I[I�6I\ITM�<W[KIVQVQ��v�[\ZM\\Q[[QUI�Y]M[\I�QV\MZIbQWVM��4I�[]I�
[\WZQI�VWV�v�LQ[\QVO]QJQTM�LI�Y]MTTI�LMTTI�NIUQOTQI��]VI�KI[I�QV�
Y]ITKPM�UWLW�VWZUITM�KPM�LQ^MV\I�]V�OM[\W�MKKMbQWVITM��6WV�[QIUW�
XQ��IJQ\]I\Q�I�XIZTIZM�LMT�ZIXXWZ\W�KWV�TM�KW[M�VWZUITQ��KPM�[WVW�
TM�XQ��QUXWZ\IV\Q��8MZKPu�MV\ZQ�VMTTI�KI[I��[MQ�IKKWT\W��PIQ�LQ^MZ[M�
OZILIbQWVQ�LMT�XMZKWZ[W�KPM�\Q�IKKWUXIOVIVW3�
9]IVLW�\]�QMZQ�[\I^Q�XZM[MV\IVLW�TI�UW[\ZI�Parma città d’oro��IL�
]V�KMZ\W�X]V\W�PIQ�ZIKKWV\I\W�Q�^IZQ�TQ^MTTQ�LQ�TM\\]ZI�[]�K]Q�MZI�
WZOIVQbbI\I�·�QT�^Q[Q\I\WZM�^MTWKM��QT�^Q[Q\I\WZM�XQ��I\\MV\W�KPM�^]WTM�
]VI�ZQ[XW[\I�XQ��IVITQ\QKI�ITTM�LWUIVLM�KPM�[Q�XWVM�M�Q�JIUJQVQ��
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+ZMLW�KPM�LWJJQIUW�UIV\MVMZM�Q�^IZQ�OZILQ�LQ�XMZKMbQWVM�M�
comprensione che fanno si che noi riusciamo a progettare dei 
U][MQ��X]Z�LIVLW�]VI�ZQ[XW[\I�[XMKQITQ[\QKI��+PQ�IXZQZo�Q�KI[[M\\Q�
^MLZo�Q�^IZQ�LWK]UMV\Q�M�X]��M[[MZM�QV\MZM[[I\W�I�TMOOMZM��KWV�
XIbQMVbI�W�IVKPM�QV�UWLW�LQ[\ZI\\W��TM�TM\\MZM�·�[\W�XIZTIVLW�
W^^QIUMV\M�LMTTI�+I[I�<W[KIVQVQ�·�M�XWQ�QVKWV\ZI�T¼WOOM\\W�
WZQOQVITM�KPM�PI�]V�Z]WTW�I[[WT]\IUMV\M�NWVLIUMV\ITM��<]\\M�
Y]M[\M�KW[M�KPM�]VI�^WT\I�MZIVW�QV�IT\MZVI\Q^I�T¼]VI�ITT¼IT\ZI��QV^MKM�
I�UQW�UWLW�LQ�^MLMZM�[WVW�TI�[W[\IVbI�LQ�Y]MTTW�KPM�VWQ�LWJJQIUW�
NIZM��XMZ�KWV[MV\QZM�I�\]\\Q�LQ�KWOTQMZM�Y]ITKW[I��6MT�UWUMV\W�QV�K]Q�
T¼WOOM\\W�v�^QZ\]ITM�VWQ�NIKKQIUW�^MLMZM�T¼WOOM\\W�WZQOQVITM��
8IZTI^Q�XWQ�LMTTI�Y]M[\QWVM�LMTTW�[O]IZLW��
1W�ZQKWZLW�KPM�Y]ITKPM�IVVW�NI�I^M^W�KMZKI\W�LQ�UM\\MZM�I�X]V\W�
]VI�KWU]VQKIbQWVM�KPM�\]�UQ�I^M^Q�KPQM[\W�LQ�NIZM�XZWXZQW�VMTTW�
[XIbQW�LMTT¼=ZJIV�+MV\MZ��<]�I^M^Q�TI^WZI\W�[]TTM�^QTTM��I^M^Q�NI\\W�
LMQ�UWLMTTQ�JMTTQ[[QUQ��TM�IZKPQ\M\\]ZM�MZIVW�XW[\M�LQ�NZWV\M�ITTM�
NW\WOZIÅM�KPM�ZQKWZLI^IVW�QT�XIM[IOOQW��9]M[\I�KW[I�MV\ZI�VMT�
U][MW�M�VM�ZQM[KM�[]JQ\W��+ZMLW�KPM�[QI�NWVLIUMV\ITM�Y]M[\W�
ZIOQWVIUMV\W�KPM�NIKKQIUW�[]TTW�[O]IZLW��KPM�v�]VI�K]T\]ZI�
\QXQKIUMV\M�Q\ITQIVI��
4W�[O]IZLW�v�TW�[O]IZLW�UQZI\W��Villa Bellosguardo�I�.QZMVbM�v�TI�^QTTI�
KPM�^QMVM�XZQUI�LQ�8WOOQ��KQWv�XZQUI�LQ�Y]MTTI�X]Z�NWZUQLIJQTM�
UM[[I�QV�[KMVI�KPM�v�T¼INNIKKQW�LI�XQIbbITM�5QKPMTIVOMTW��QT�
UI[[QUW�LQ[XW[Q\Q^W�NI\\W�XMZ�QT�\]ZQ[\I��T¼IXW\MW[Q�LMTTI�KIUMZI�KWV�
^Q[\I��Villa Bellosguardo�v�]V�\IOTQW�JI[[W��[Q�LQZMJJM�VMT�KQVMUI���
v�IVKWZI�]V¼QLMI�;M\\MKMV\M[KI�LQ�JILIZM�QT�XIM[IOOQW�I\\ZI^MZ[W�
lo sguardo��XMZKPu�KWV�OTQ�WKKPQ�QV\MVbQWVITUMV\M�WZQMV\I\Q�VWQ�
ZQ][KQIUW�IL�I^MZM�]V¼QLMI��WOOQ�[Q�LQZMJJM�[W[\MVQJQTM��LQ�K]ZI�LMT�
XIM[IOOQW��Y]QVLQ�QT�VW[\ZW�O]IZLIZM�v�IT�\MUXW�[\M[[W�JILIZM��v�
prendersi cura di��VWV�[Q�[XQMOPMZMJJM�IT\ZQUMV\Q�XMZKPu�LQIUW�\IV\I�
QUXWZ\IVbI�ITTM�NW\WOZIÅM��/TQ�[O]IZLQ�LQ�/PQZZQ�[WVW�]V�XZWOM\\W	
/PQZZQ��+PQIZIUWV\M�M�IT\ZQ�PIVVW�NI\\W�LMQ�TI^WZQ�[\ZIWZLQVIZQ�
[]TTI�Y]M[\QWVM�LQ�QVLQZQbbIZM�T¼I\\MVbQWVM��JILIZM�QT�XIM[IOOQW�
O]IZLIVLW��;M�K]ZW�QT�XIM[IOOQW�O]IZLIVLWTW��IT�\MUXW�[\M[[W�UQ�
XZMVLW�K]ZI�LQ�UM��KWUM�Y]IVLW�[Q�KWT\Q^IVW�LMTTM�XQIV\M�M�K¼v�]VI�
Y]ITKPM�ZMLMVbQWVM��v�KWUM�XZMVLMZ[Q�K]ZI�LMT�XZWXZQW�KWZXW"�MKKW�
io credo che questa duplice dimensione è presente nel progetto per 
;XQVIbbWTI�QV�UIVQMZI�NWZUQLIJQTM��
+Q�[WVW�ITK]VM�XIZWTM�KPQI^M�KPM�QV\MZ[MKIVW�\]\\W�QT�^W[\ZW�TI^WZW"�
K¼v�QT�\MUI�LMTTI�VWZUITQ\o��QT�\MUI�LMTTI�ZQOMVMZIbQWVM��XIZWTM�KPM�
[]Q�OQWZVITQ�LQ^MV\IVW�UI\MZQITM�LQ�KWV[]UW��UI�KPM�QV�ZMIT\o�[WVW�
TI�[W[\IVbI�LMT�VW[\ZW�TI^WZW��
;XQVIbbWTI�QV�Y]M[\I�KPQI^M�v�QT�riaprire�TW�[O]IZLW��v�QT�U]ZW�LMV\ZW�
IT�Y]ITM�\]�NIQ�]VI�ÅVM[\ZI��UI�KPM�ZQ\WZVI�IVKPM�QV�IT\ZQ�TI^WZQ��
8IZTQIUW�LQ�U][MW��UI�v�]V�XZM\M[\W�XMZ�ZQ][KQZM�I�XIZTIZM�LQ�
INNIKKQW�M�XMZ�ZQ][KQZM�I�XIZTIZM�LQ�JILIZM�QT�XIM[IOOQW�
1W�KZMLW�NMZUIUMV\M�KPM�O]IZLIZM�QT�XIM[IOOQW�v�JILIZM��4W�
[O]IZLW�VWV�v�QT�XIVWZIUI�XMZKPu�TW�[O]IZLW�v�QV\MVbQWVI\W��TW�
[O]IZLW�QUXTQKI�T¼QVY]ILZI\]ZI�M�KWUM�Q�^MZQ�NW\WOZIÅ�[IVVW��TI�
NW\WOZIÅI�[Q�NI�VMTTI�UIKKPQVI��9]M[\Q�[O]IZLQ�[WVW�LQ[XW[Q\Q^Q�
QUXWZ\IV\Q�LMT�ZIXXWZ\W�\ZI�QT�T]WOW�QV�K]Q�\]�XZWOM\\Q�OTQ�[XIbQ�W�
M[XWVQ�TM�KW[M�M�TI�ZMTIbQWVM�KWV�KQ��KPM�OTQ�[\I�QV\WZVW�
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Devo dire che uno degli aspetti che collega 
questa lettura dei luoghi attraverso le forme 
dell’esposizione in una sorta di attesa 
dell’apparizione lega anche una nostra grande 
passione (molto progettuale), per tutta la vicenda 
dell’arte moderna che ruota intorno a Paul Klee. 
La forma è apparizione che crea condizioni di 
sospensione ma che fissa in un attimo dinamiche 
molto più grandi di noi. Abbiamo molto riflettuto 
su questo tema e l’allestimento del piano primo 
della Casa della Musica con le teche totalmente 
trasparenti che si sospendono e fluttuano in aria 
è forse proprio l’occasione che si inserisce meglio 
dentro questa idea di un allestimento temporaneo 
che diventa in realtà una metafora di presenza.

;Q��QW�KZMLW�KPM�KQ�[QIVW�L]M�OZIVLQ�NIUQOTQM�LQ�IXXZWKKQW�IT�
XZWOM\\W�ZQ[XM\\W�IQ�T]WOPQ��KQ�[WVW�Y]MTTQ�KPM�I�\]\\Q�Q�KW[\Q�KMZKIVW�
]V�KWV\ZI[\W��UI�VWV�XIZTMZ��LQ�Y]M[\W��M�KQ�[WVW�Y]MTTQ�KPM�KMZKIVW�
di fare le cose con��1W�KZMLW�KPM�[Q�\ZI\\Q�[MUXZM�LQ�ZQ][KQZM�I�fare le cose 
con�T¼MLQÅKQW��KWV�QT�T]WOW��+WUM�I^M\M�NI\\W�VMTTI�+I[I�LMT�;]WVW��
QV�Y]MTTI�UWT\W�KWV^QVKMV\M�XQIV\I�KMV\ZITM��
+PM�KW[I�^]WT�LQZM�TI^WZIZM�QV�]VI�XQIV\I�KMV\ZITM�I�8IZUI'�
;QOVQÅKI�UM\\MZM�TM�UIVQ�ITTM�ZILQKQ��UM\\MZM�TM�UIVQ�[]�]V�\MUI�
KIXIKM�LQ�XMZ�[u�LQ�OMVMZIZM�[MV[W��KWUM�]V�archetipo ma anche 
come tipo��Ð�4MWVIZLW�KPM�QV[Q[\M�QV�UIVQMZI�Y]I[Q�W[[M[[Q^I�
con i suoi disegni che sono poi spesso lo stesso disegno e poi 
ÅVITUMV\M�ZQM[KM�I�NIZM�]VI�XQIV\I�KMV\ZITM�I�<WLQ��LWXW�I^MZTI�
NI\\I�UQTTM�^WT\M�VMQ�[]WQ�LQ[MOVQ�XZWXZQW�KWUM�QT�*I\\Q[\MZW�LQ�
8IZUI��4I�XQIV\I�KMV\ZITM�v�Y]M[\I��KPM�[QI�TI ZQXZWL]bQWVM�LMT�
;IV\W�;MXWTKZW�XQ]\\W[\W�KPM�]VI�+W[UWOWVQI��Ð�]V�UWLW�LQ�
^MLMZM�QT�UWVLW��9]M[\I�KW[I�LMT�lavorare con e mai contro secondo 
UM�v�UWT\W�QUXWZ\IV\M��4I�XQIV\I�KMV\ZITM�^QMVM�QV�Y]ITKPM�UWLW�
KWUUMV\I\I�LITT¼ITTM[\QUMV\W��Ð�TI�XZQUI�KW[I�KPM�UQ�v�^MV]\I�LI�
W[[MZ^IZM�Y]IVLW�PW�^Q[\W�Q�LQ[MOVQ�M�TM�QUUIOQVQ�LQ�Y]M[\W�TI^WZW�
LMTTI�+I[I�LMT�;]WVW��4M�KPQM[M��QV�K]Q�TI�XIZWTI�M�QT�[]WVW�PIVVW�
]V�[QOVQÅKI\W�LM\MZUQVIV\M�XMZ�T¼IZKPQ\M\\]ZI��[WVW�IZKPQ\M\\]ZM�QV�
N]VbQWVM�LMTTI�^WKM��QV�N]VbQWVM�LMT�[]WVW��4¼MTMUMV\W�U][QKITM�v�
T¼MLQÅKQW��M�KWUM�VMT�^W[\ZW�KI[W�ITK]VQ�WOOM\\Q�IZKPQ\M\\WVQKQ�M�Y]I[Q�
]UIVQ��[WVW�Y]ITKW[I�LQ�XQ��KPM�VWV�WOOM\\Q�[M�VWQ�XW[[QIUW�IJQ\IZTQ��
KWUM�TI�[\IVbI�QV�K]Q�QW�MV\ZW�M�QV�K]Q�PW�Y]M[\I�M[XMZQMVbI�[WVWZI�
\ZQLQUMV[QWVITM��+ZMLW�KPM�Y]M[\I�KW[I�[QI�UWT\W�QUXWZ\IV\M��]VI�
J]WVI�KWZZQ[XWVLMVbI�\ZI�XZWOM\\W�[KQMV\QÅKW�M�QT�XZWOM\\W�ITTM[\Q\Q^W��
7OOQ�[Q�][I�UWT\W�QT�\MZUQVM�esperienziale��QV[QMUM�ITT¼IJ][I\W�virtuale��
Y]M[\¼]T\QUW�\Q�XWZ\I�IL�]VI�M[XMZQMVbI�\ITUMV\M�LQ[\IV\M�KPM�v�
VMKM[[IZQW�XWQ�ZQ\WZVIZM�I�\WKKIZM�Q�KWZXQ��[MV\QZM�Y]IV\W�XM[IVW��
Mi dà sempre un po’ di fastidio quando qualcuno parla dei musei 
M�ZQL]KM�\]\\W�I�]V�NI\\W�M[XMZQMVbQITM�M�LQOQ\ITM��XMZKPu�v�^MZW�KPM�
K¼v�]V�UWLW�XZMKQ[W�XMZ�ZIKKWV\IZM�TM�KW[M"�IJJQIUW�LI^IV\Q�TM�
QUUIOQVQ�LQ�<W[KIVQVQ�QV�[MY]MVbI��TM�NIUW[Q[[QUM�QUUIOQVQ�[]�
NWVLW�VMZW�QV�K]Q�K¼v�T]Q��TM�UIVQ�M�TI�JIKKPM\\I��9]M[\W�^]WT�LQZM�
ZIKKWV\IZM�]VI�[\WZQI��ZQXZMVLMVLWVM�\]\\Q�OTQ�I[XM\\Q��QT�[]WVW�M�
TM�QUUIOQVQ�I\\ZI^MZ[W�T¼I[KWT\W�M�TI�^Q[\I��4I�Y]M[\QWVM�LMT�^MLMZM�
ZQ\WZVI�[W^MV\M�QV�Y]M[\Q�TI^WZQ��Y]QVLQ�KZMLW�KPM�Y]M[\I�KW[I�[QI�
M[\ZMUIUMV\M�QV\MZM[[IV\M�

È quel lavorare con e mai contro��LQ�K]Q�XIZTI^IUW��1W�\ZW^W�KPM�QV�\]\\Q�
Y]M[\Q�^W[\ZQ�TI^WZQ�T¼ITTM[\QUMV\W�[QI�[MUXZM�]V�lavorare con�T¼MLQÅKQW��
,QUW[\ZI\M�]VI�OMVMZW[Q\o�KPM�VWQ�KWUM�IZKPQ\M\\Q�LWJJQIUW�
[MUXZM�I^MZM�ZQ[XM\\W�ITT¼WOOM\\W�LMT�VW[\ZW�TI^WZW��4¼IZKPQ\M\\]ZI�v�
]V�I\\W�L¼IUWZM��]V�XW¼�KWUM�NIZ�LI�UIVOQIZM��Y]MTTW�KPM�VWQ�WOVQ�
^WT\I�KWV�QT�XZWOM\\W�QV^MV\QIUW�ZQ[XM\\W�IL�]V�T]WOW��Ð�Y]MTTW�KPM�
[]KKMLM�Y]IVLW�^MLW�Y]M[\W�ITTM[\QUMV\W�\MUXWZIVMW�LMTTI�+I[I�
della Musica con la parete che corre con il massimo rispetto del 
T]WOW�[]�L]M�TI\Q�LMTTI�KWZ\M��[W\\WTQVMIVLW�TI�Y]ITQ\o�LMTTW�[XIbQW�
IZKPQ\M\\WVQKW�LI^IV\Q�I�K]Q�[Q�UWV\MZo�Y]M[\W�ITTM[\QUMV\W�KW[z�
LMTQKI\W�M�^WT]JQTM��
9]M[\I�v�TI�^QKMVLI�LMTT¼IZKPQ\M\\]ZI�Q\ITQIVI�KPM�[Q�v�WKK]XI\I�LMQ�
U][MQ��8MV[W�I�.ZIVKW�)TJQVQ��I�+IZTW�;KIZXI��=UJMZ\W�:Q^I��
IOTQ�ITTM[\QUMV\Q�LQ�)TLW�:W[[Q�XMZ�TI�<ZQMVVITM��QV�K]Q�[MUXZM�KQ�
[Q�UQ[]ZI�KWV�T¼MLQÅKQW�KPM�VWV�v�[WTW�]V�KWV\MVQ\WZM�UI�KPM�v�
T¼WOOM\\W�LMT�VW[\ZW�LQITWOW��TI�[KMVI�Å[[I�KWV�TI�Y]ITM�KQ�UQ[]ZQIUW��

La questione del luogo è una questione rilevante, è 
parte della nostra cultura progettuale e impronta 
fondativa della nostra esperienza di lavoro. Tutto 
dipende dal luogo dove si allestisce. Se lavori in 
uno spazio a pianta centrale hai dei temi, diversi 
rispetto a quelli di una casa domestica che deve 
raccontare l’intimità e l’accoglienza ricollocando 
gli arredi, i quadri, i documenti personali, come nel 
caso della Casa Natale Toscanini nell’oltre-torrente 
popolare dell’Emilia, dove il padre garibaldino 
rimane qualche giorno con la madre prima di 
ripartire. Tutto questo apre delle dimensioni di 
un’interpretazione che deve essere sempre diversa. 
Lì c’è la questione di come si innesca la partita 
fondamentale del progetto, nella dialettica tra 
luogo e contenuto.

53Dialogo sul Museo tra Dario Costi e Francesco Collotti 



MC2 2001-202154

Si, uno dei momenti rivelatori di questo 
rapporto con l’arte, oltre alla mia passione di 
sempre per Klee, per la ricerca sulla gestaltung, 
è stata l’esperienza di lavoro con Claudio 
Parmiggiani con cui abbiamo condiviso un lavoro 
di recupero dell’identità architettonica del 
Palazzo del Governatore, dove tutta una serie di 
compromissioni sono state ricomposte con l’idea 
di trasformare uno spazio storico così importante, 
un pezzo della città così rilevante, in spazio per 
l’arte. È stato necessario portare tutto il paesaggio 
interno su un piano di massima pulizia visiva, 
che è anche una forma di rispetto, con l’idea che 
il museo come palazzo sia un luogo con la sua 
identità figurativa, ma anche uno strumento di 
rapporto con la città. Il palazzo del Governatore 
è lì tra la Steccata e Piazza Garibaldi. È una 
occasione straordinaria di percezione di questo 
contesto storico monumentale. Devo dire che 
Claudio Parmiggiani ci ha stimolato una riflessione 
sulla necessità di creare uno spazio di rispetto 
dell’identità architettonica dell’edificio ma anche 
di dialogo con le condizioni dell’intorno. 

Quando io dico sempre con�T¼MLQÅKQW�M�mai contro�[QOVQÅKI�KPM�K¼v�]VI�
[MV[QJQTQ\o�IZKPQ\M\\WVQKI��VWV�KQ�[WVW�UIOQM��K¼v�]VI�\MKVQKI�XZMKQ[I��
Y]MTTI�LQ�LQ[\IKKIZ[Q�TMOOMZUMV\M��<WZVIVLW�IVKWZI�I�:WOMZ[�
[QOVQÅKI�M[XWZZM�TM�\WUJM�QV�]V�UWLW�OIZJI\W"�QT�XI^QUMV\W�LMT�
+I[\MTTW�;NWZbM[KW�I�5QTIVW�[Q�IJJI[[I�TMOOMZUMV\M�XMZ�M^WKIZM�TI�
KWVLQbQWVM�QXWOMI��:QM[KW�ITTWZI�I�ZM[\Q\]QZM�I\\ZI^MZ[W�]VI�[MZQM�
LQ�\MKVQKPM�LMTT¼IZKPQ\M\\]ZI�TM�MUWbQWVQ��1T�KIXQ\MTTW�KWTTWKI\W�LIQ�
*JXZ��v�[MUXZM�VMT�XW[\W�OQ][\W��v�VMT�XW[\W�QV�K]Q�QW�TW�XMZKMXQ[KW��
6WV�v�IXXWOOQI\W�XMZ�\MZZI��v�ITT¼IT\MbbI�QV�K]Q�QT�UQW�WKKPQW�TW�
XMZKMXQ[KM��9]M[\W�KZMLW�KPM�[QI�T¼QV\MZIOQZM�KWV�QT�T]WOW��9]M[\W�
v�]V�TI^WZW�UWT\W�LMTQKI\W�ML�v�Y]MTTW�KPM�VWQ�LWJJQIUW�NIZM��
>MLMVLW�T¼ITTM[\QUMV\W�XMZ�TI�+I[I�LMTTI�5][QKI��UQ�KWV^QVKM�T¼QLMI�
LMT�U]ZW�KPM�QV�Y]ITKPM�UWLW�ZM[\I�KWV�TI�XIZM\M�TI[KQIVLW�^MLMZM�
T¼IZKPQ\M\\]ZI��OTQ�IZKPQ��OTQ�INNZM[KPQ��TM�LMKWZIbQWVQ�LMTTI�KI[I�M�XWQ�
[W\\W�W[XQ\MZo�Y]ITKW[I�KPM�^IZQMZo�LQ�^WT\I�QV�^WT\I��9]Q�MV\ZI�QT�
^W[\ZW�ZIXXWZ\W�KWV�T¼IZ\M��1V�ITK]VQ�ITTM[\QUMV\Q�LQ�5I`�*QTT�XMZ�TI�
\ZQMVVITM��K¼MZIVW�Y]M[\Q�MTMUMV\Q�KPM�^QIOOQI^IVW�[MXIZI\IUMV\M�
LIT�U]ZW��OITTMOOQI^IVW�QV�UIVQMZI�QVLQXMVLMV\M��)�Y]MT�X]V\W�
T¼I\\MVbQWVM�VWV�v�XMZ�TI�\MKI��UI�v�XMZ�T¼WOOM\\W�KPM�^QMVM�WNNMZ\W��
.IZM�]V�XI[[W�QVLQM\ZW�[IZMJJM�VMKM[[IZQW�XMZ�QT�VW[\ZW�UM[\QMZM��NIZM�
]V�XI[[W�QVLQM\ZW�ZQ[XM\\W�ITT¼MLQÅKQW�XZMM[Q[\MV\M��NIZM�]V�XI[[W�QVLQM\ZW�
ZQ[XM\\W�IQ�T]WOPQ��5Q�[MUJZMZMJJM�]V�OM[\W�ZQ[XM\\W[W�M�OIZJI\W�
;MKWVLW�UM�TI�^W[\ZI�ZQKMZKI�^I�XQ��I^IV\Q�IVKPM�ZQ[XM\\W�IQ�cavaletes 
da Lina�LQ�4QVI�*W�*IZLQ�XMZ�QT�U][MW�5);8�LQ�;IV�8IWTW��WT\ZM�IT�
K]JW�KWV�TI�JI[M�LQ�KMUMV\W�M�QT�KZQ[\ITTW�KPM�[WZZMOOM�Q�Y]ILZQ��6MT�
^W[\ZW�TI^WZW�TI�[\Z]\\]ZI�ITTM[\Q\Q^I�[KWUXIZM�M�OTQ�WOOM\\Q�Æ]\\]IVW�
VMTTW�[XIbQW�TQJMZQ��)�UM�[MUJZI�KPM�[QI�M[\ZMUIUMV\M�QV\MZM[[IV\M�
Y]M[\I�ZQKMZKI��0W�QV�UMV\M�]V�Y]ILZW��UQ�XIZM�LQ�.ZIVKM[KW�+IZW\W�
KPM�v�VMT�U][MW�LMT�+I[\MT^MKKPQW�I�>MZWVI��+IZTW�;KIZXI�[\IKKI�QT�
Y]ILZW�LITTI�XIZM\M��TW�UM\\M�QV�KWVLQbQWVQ�LQ�XW\MZTW�OQZIZM#�K¼v�IVKPM�
]VI�5ILWVVI�KPM�^QMVM�UM[[I�QV�Y]M[\I�[\M[[I�KWVLQbQWVM��+WV�
OIZJW�\]�X]WQ�QV\MZIOQZM�KWV�Y]M[\Q�WOOM\\Q��5Q�XQIKM�UWT\W�KPM�Y]M[\W�
IXXZWKKQW�[QI�ITTI�JI[M�LMT�^W[\ZW�I\\MOOQIUMV\W�VMTT¼ITTM[\QUMV\W�LMQ�
U][MQ��<ZW^W�IT\ZM\\IV\W�QV\MZM[[IV\M�XIZTIZM�LMT�ZIXXWZ\W�KWV�OTQ�IZ\Q[\Q�

1W�[WVW�KWV^QV\W�KPM�QV�Y]M[\W�UWUMV\W�UWT\Q�IZ\Q[\Q�[QIVW�XQ��
JZI^Q�LMOTQ�IZKPQ\M\\Q�ZQ[XM\\W�ITT¼QV\MZXZM\IbQWVM�LMTTW�[XIbQW��
;M�O]IZLQIUW�IQ�TI^WZQ�LQ�4]KQW�.WV\IVI��LQ�K]Q�IVKPM�\]�
XIZTQ��XW[[QIUW�ZM[\Q\]QZM�T¼QLMI�LMQ�KWVKM\\Q�[XIbQITQ��OM[\Q�KPM�
KWV[MV\Q^IVW�LQ�KIXQZM�TW�[XIbQW��5Q[]ZIZTW��[KIVLQZTW��[QOVQÅKIZTW��
LMTQUQ\IZTW��I�^WT\M�[WTW�[MOVIZTW��6WV�[MUXZM�OTQ�IZKPQ\M\\Q�[WVW�
KIXIKQ�LQ�NIZM�Y]M[\W��+¼v�]VI�ZQKMZKI�VMKM[[IZQI��M�QV^MKM�^MLW�
UWT\I�XZWNM[[QWVM��*Q[WOVI�XW\MZ[Q�XMZUM\\MZM�TI�ZQKMZKI�VMT�
XZWOM\\W�LQ�IZKPQ\M\\]ZI��+ZMLW�KPM�TI^WZIZM�KWV�OTQ�IZ\Q[\Q�KQ�
KWV[MV\M�LQ�ZQIXXZWXZQIZKQ�LMTTI�KIXIKQ\o�LQ�KWOTQMZM�TW�[XIbQW��
<ZW^W�KPM�TI�^W[\ZI�M[XMZQMVbI�KWV�8IZUQOOQIVQ��UI�IVKPM�TM�
]T\QUQ[[QUM�M[XMZQMVbM�[\ZM\\IUMV\M�TMOI\M�ITT¼IZ\M��LQUW[\ZIVW�
T¼QUXWZ\IVbI�LQ�KMZKIZM�QT�T]WOW�ILI\\W�XMZ�NIZ�risuonare���IVKPM�Y]Q�
torna ancora il termine musicale��QT�XZWOM\\W��Risuonare è qualcosa 
KPM�ZQO]IZLI�T¼IVQUI��TI�U][QKI�v�KIXIKM�LQ�KWTXQZM�LQZM\\IUMV\M�TM�
VW[\ZM�MUWbQWVQ��1T�\MZUQVM�banale�^I�LQZM\\W�IT�K]WZM��QV�ZMIT\o�^I�
LQZQ\\W�ITTI�XIVKQI��XZMVLM�]VI�XIZ\M�XMZ�TI�Y]ITM�VWV�K¼v�JQ[WOVW�LQ�
]V�ZIOQWVIUMV\W��1W�KZMLW�KPM�Y]M[\I�^W[\ZI�KIXIKQ\o�LQ�ZQ][KQZM�I�
far risuonare�Q�T]WOPQ�KWV�OTQ�WOOM\\Q��[QI�]VI�KW[I�KPM�VWQ�LWJJQIUW�
[^QT]XXIZM��1W�VWV�KZMLW�LQ�M[[MZKQ�IVKWZI�ZQ][KQ\W�IXXQMVW��;WTW�QV�
XIZ\M�VMT�UQW�TI^WZW�PW�QV[MO]Q\W�Y]M[\I�KW[I��KPM�QV^MKM�KZMLW�[QI�

MC2 2001-202154 Testatina 55



MC2 2001-202156

La casa diventa galleria, il tema del museo diventa 
una sorta di filo rosso che lega il tutto, il lavoro sul 
progetto e l’esperienza dell’abitare.

Chiudiamo questo dialogo parlando degli oggetti 
urbani a reazione poetica, che sono proprio 
occasione di sperimentazione in sé e di verifica 
di questo tema: cioè il pensiero sulle forme della 
città, nelle forme dell’architettura, dialogando 
con un artista che cerca l’anima dei metalli e che 
lavora solo nella composizione, nell’uso materico 
di questa consistenza. L’idea è che questi oggetti 
possano essere simboli, possano rimandare 
ai luoghi d’affezione. Queste piccole sculture 
riflettono una precisa idea di città, i monumenti 
sono gli specchi dove noi tutti ci riconosciamo, 
sono il nostro legante mentale e spirituale. 
Lo sfondo di questo ragionamento, di queste 
sculture che abbiamo realizzato per la mostra 
sulla città d’oro è la città stessa che dà forza a 
tutto. Ma alcuni di questi interpretano i principi 
della nostra architettura, i temi della soglia, del 
cuore luminoso delle cose, dell’orientamento dello 
sguardo per abitare nel paesaggio. I segni del 
tempo, l’umidità dell’aria, la reazione delle lamiere 
che arrugginiscono fanno si che gli oggetti siano 
pezzi unici di un rispecchiamento collettivo.

M[\ZMUIUMV\M�QV\MZM[[IV\M��8MV[W�IVKWZI�I�Y]M[\W�T]WOW�QV�K]Q�[QIUW�
VWQ�ILM[[W��TI�KI[I��OITTMZQI�M�[\]LQW�5+���4¼I[QVW�LQ�7TQ^QMZW�<W[KIVQ�
v�XMZNM\\W�XMZ�Y]M[\W�[XIbQW�·�]V�I[QVW�VMT�XWZ\QKW�LQ�]VI�[\ITTI�·�VM�
KW[\Q\]Q[KM�]VI�[WZ\I�LQ�KPQI^M�KWVKM\\]ITM�LQ�TM\\]ZI��8MV[W�KPM�Y]M[\W�
ZIXXWZ\W�[QI�LI^^MZW�QV\MZM[[IV\M�M�KPM�NIKKQI�cantare�QT�T]WOW�

.WZ[M�v�TI�OITTMZQI�KPM�LQ^MV\I�KI[I��5Q�XQIKM�OQZIZUQ�M�^MLMZM�
Y]M[\Q�OZIVLQ�[NWVLQ�KPM�NIVVW�I�TWZW�^WT\I�ZQ[]WVIZM�TI�KI[I�LQ�T]KM��
che a loro modo rimandano al pensiero progettuale e alle cose che 
[\I\M�NIKMVLW��;WVW�QV\MZM[[IV\Q�IVKPM�XMZ�]VI�Y]ITQ\o�XMZL]\I��XMZ�
TI�TWZW�LQ[KZMbQWVM��VMTTM�UQ[]ZM�KWV\ZWTTI\M�M�VMQ�UWLQ�OQ][\Q�XMZ�
XW\MZKQ�[\IZM�QV[QMUM��6WV�I^M^W�UIQ�W[[MZ^I\W�Y]M[\W�XMZKWZ[W�
VMT�OQIZLQVW�KWV�QT�LM[QLMZQW�KWV�K]Q�QMZQ�[MZI�[WVW�IZZQ^I\W�ÅVW�
QV�NWVLW�XMZ�ZQ][KQZM�I�^MLMZM�T¼Q[\ITTIbQWVM�LQ�5MbbILZQ��QT�OQWKW�
[W[XM[W�[]T�XZI\W��QT�[WOVW�TMOOMZQ[[QUW�LMTTM�[]M�[KITM�QV\MZZW\\M��
,I�Y]M[\W�LWJJQIUW�QUXIZIZM��VMT�[MV[W�KPM�Y]M[\W�v�]V�^ITWZM�
IOOQ]V\W�ZQ[XM\\W�IT�VW[\ZW�UWLW�LQ�XMV[IZM��XMZKPu�KQ�\ZI[UM\\M�
]V¼QV\MVbQWVM��KQ�\ZI[UM\\M�[W[XMV[QWVM�M�TI^WZI�[]T�KIZI\\MZM�

;MKWVLW�UM�Y]M[\I�KW[I�KPM�LQKQ�W[KQTTI�\ZI�L]M�M[\ZMUQ��/TQ oggetti 
urbani a reazione poetica�[WVW�I�^WT\M�LMOTQ�WOOM\\Q�VWZUITQ��[WVW�LMQ�
XZWLW\\Q�LMTTI�VI\]ZI��KPM�XMZ��VMT�OM[\W�[]ZZMITQ[\I�XZWXZQW�LQ�4M�
+WZJ][QMZ�LQ^MV\IVW�ZQUIVLQ�M�NWZUM�QV\MTTQOMV\Q��XMZ�QT�NI\\W�[\M[[W�
LQ�M[[MZM�[\ZIVQI\Q��LQ�M[[MZM�UM[[Q�[]�]V�\I^WTW��QV�]VI�TQJZMZQI��[]�]V�
ZQXQIVW�W�I[[WKQI\Q�IL�IT\ZM�KW[M��-[[Q�[\M[[Q�XZWL]KWVW�[MV[W��9]M[\Q�
[WVW�KWUM�]VI�[WZ\I�LQ�\I^WTI�LMTTI�UMUWZQI��
)TTWZI�OTQ�WOOM\\Q�M^WKIVW�TI�UMUWZQI�XMZ�TI�TWZW�LQ[XW[QbQWVM��
XMZKPu�TI�VW[\ZI�UMV\M�PI�LMTTM�I[[WKQIbQWVQ�XW\MV\Q��1T�\MI\ZW�LMTTI�
UMUWZQI�v�]V�M[MZKQbQW�QV\MTTM\\]ITM�KPM�^MVQ^I�NI\\W�LI�)TLW�:W[[Q��
KPM�TI^WZI^I�KWV�TM�QUUIOQVQ�LQ�WOOM\\Q�QVM[WZIJQTUMV\M�XMZL]\Q��
VWV�XQ��IKKM[[QJQTQ�KPM�[XM[[W�IXXIZ\MVOWVW�ITT¼MXWKI�QV�K]Q�XQ��
NIKQTUMV\M�TI�VW[\ZI�UMV\M�^QMVM�QUXZM[[I��9]IVLW�[QIUW�XQKKWTQ�
v�XQ��NIKQTM�KPM�ZM[\Q�Y]M[\I�QUXZWV\I�VMTTI�VW[\ZI�UMV\M��8W[[WVW�
M[[MZM�Y]MTTQ�LQ�)TLW�:W[[Q�UI�XW[[WVW�M[[MZM��IVKPM�QV�UIVQMZI�XQ��
KWTTM\\Q^I��TM�KW[M�KPM�\]�KQ�PIQ�XWZ\I\W��Y]I[Q�]V�^MZW�M�XZWXZQW�\MI\ZW�
LMTTI�UMUWZQI�ZQ[XM\\W�TI�KQ\\o��:Q[XM\\W�TI�KQ\\o�[QOVQÅKI�KPM�Y]M[\M�
sono alcune delle questioni per le quali se ti misuri con la città hai a 
che fare��]V�XZWUMUWZQI��]V�tieni ben presente che. La pianta centrale è 
una di queste ossessioni��]VI�W[[M[[QWVM�XW[Q\Q^I��8MV[W�KPM�QT�VW[\ZW�
UM[\QMZM�^ILI�I^IV\Q�I�W[[M[[QWVQ��8MV[W�KPM�T¼W[[M[[QWVM��VWV�Y]MTTI�
KPM�\Q�I^^Q\I��UI�Y]MTTI�KPM�\Q�NI�KWVKMV\ZIZM��[QI�]VI�KWVLQbQWVM�
KWUXW[Q\Q^I��+MZKIZM�LQ�Å[[IZM�TM�NWZUM��NIZTM�M�ZQNIZTM��QV�NMZZW�KWUM�
TM�PIQ�NI\\M�Y]Q��\ZI\\I\M�KWUM�TM�IJJQIUW�^Q[\M�QV�UW[\ZI��KWV\QV]IZM�
I�OQZIZM�QV\WZVW�ITTI�[\M[[I�Y]M[\QWVM��4MWVIZLW�PI�NI\\W�KMV\QVIQI�
LQ�LQ[MOVQ�[]TTI�XQIV\I�KMV\ZITM��XWQ�ZQM[KM�ÅVITUMV\M�I�NIZTI�I�;IV\I�
5IZQI�LMTTI�+WV[WTIbQWVM�I�<WLQ�M�QV[MO]M�Y]M[\I�KW[I�Y]IVLW�TW�
KPQIUIVW�I�TI^WZIZM�XMZ�[Q[\MUIZM�Q�KWV\ZINNWZ\Q�LQ�;IV�4WZMVbW�I�
5QTIVW��6WV�v�]V�KI[W�KPM�Y]M[\M�KW[M�ZQ\WZVQVW�

1. G. Canella, Inventio Traslatio Depositio, in «Hinterland», anno I, n. 4, p. 17.
2. D. Costi, The Manual of Strategic Urban Design, “The City Project” Series, n. 4, Springer Berlin 2023, in corso di pubblicazione; in Italia Manuale di Progetto 
Urbano Strategico, LetteraVentidue, Siracusa, 2023 in corso di pubblicazione.
3. Per questi e altri passaggi vedi in questa pubblicazione gli allestimenti presentati: Casa del Suono, Casa Natale Toscanini, Casa della Musica, Palazzo del 
Governatore, Allestimento della rovina di San Quirino, Casa, galleria e studio MC2, oggetti urbani a reazione poetica.

Immagini su fondo blu: Istallazione dell’opera Libro nell’atrio della biblioteca di Spinazzola, fotografia di Pierangelo Laterza e Numana, Oggetto urbano a reazione 
poetica, fotografia di Carlo Gardini. 
Immagini su fondo bianco: Musei, Domus dossier 1994 a cura di Francesco Collotti. Copertina e pagine interne.
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,W�\PQVO[�_Q\P���JMIZ�QV�UQVL�\PI\
Dialogue on Museums between Dario Costi and Francesco Collotti

Museum n. [from lat. Musēum, 
gr.{ԩՂՇՅԹعՂՀ{deriv.{ԩՂوՅԵ{“mousa” (propr. “place sacred 
to the Muses”), the name of a cultural institution in ancient 
Alexandria]. – A collection of works of art, or objects of 
historical-scientific, ethno-anthropological and cultural 
interest; also the building intended to house, conserve 
and enhance them for public display, often equipped with 
appropriate educational materials. 

Treccani Dictionary

DC

I would like to open this discussion starting with the role of the 
museum in European cities. A concept that has taken root over 
the centuries and with which you are very familiar. 

FC

There is a quote from Bruno Toscano that struck me at the time: 
the museum begins where the museum ends. In my view, this 
consideration is a fundamental step forward in understanding 
the role of the museum in the contemporary urban landscape. 
When I wrote a dossier for the Domus issue dedicated to the 
question of museums, we still had some huge caissons that 
the culture of the time – as advanced and aware as it may have 
been – referred to as containers. They were dark buildings with 
lights focused on individual objects and closed to the outside. 
Inside, there were undoubtedly precious treasures, in their own 
way Wunderkammer, mines of knowledge with little capacity to 
interact with a rapidly changing world. It was about places that 
were somehow significant, and recognised as such, but which 
were trying to be something they were not. At least, not anymore.
In the last twenty years, many things have changed. I think 
that the issue of the museum begins where the museum ends is 
rooted in the very nature of Italian cities, which are themselves 
museums. Everything around us is a museum and sometimes, as 
we said before, you just need to open a door.

DC

I have to say that within this idea of turning the museum into a 
city and the city into a museum, there is something specifically 
Italian about how museum exhibitions become part of the city. 
More recently, wee Rogers’ view – very important in our view, and 
which became the title of the BBPR monograph, Museo, città, 
architettura (Museums, Cities, Architecture) – where the Milan city 
museum is the epicentre of a cultural reflection on design and 
a relationship with history. This is a fundamental reference that 
has also served as an approach to research into the themes and 
knowledge of places and the conceptual interpretations that 
we have developed in the design of projects. This reference to 
Rogers’ reflection on the city was a characteristic fact for Italian 
culture in the 20th century, but one that is still alive today.

FC

I think that Museo, città, architettura is a fundamental book, 
first of all because we speak as architects, we start from built 
or designed constructions. When BBPR worked on the design of 
Milan’s Castello Sforzesco, a beautiful piece of writing by Samonà 
appeared in Domus. He speaks of the festive atmosphere that 
this place was meant to have, linked to the park where visitors, 
citizens, soldiers with their girlfriends would go, what Aldo Rossi 
would have called the warm life, that flowed into the museum 
and was intended to complete it. In the museum of the Castello 
Sforzesco in Milan, there are some outstanding exhibits, such 
as the room with the wooden Christ supported by two steel 
supports, standard profiles that were embedded respectively 

floor to ceiling and on the sides of the walls. As a child, whenever 
I visited the castle, with my grandmother, what used to amaze 
me were not only the displays on the ground floor, the Sala 
degli Scarlioni, or La Mora in its truncated cone-shaped wooden 
stand, or the extraordinary surprise of Michelangelo’s Pietà 
Rondanini, but also the rooms on the upper floors. These were the 
rooms of Milanese cultural furnishings or the rooms of musical 
instruments where sometimes even a small carpet marks the 
difference between the object in the collection and the object 
for everyday use. I was enthralled to be transported to another 
world of fantasy and imagination that the museum was able to 
conjure up and evoke. I would remain spellbound in the room 
displaying knights’ armour. 
The meaning of the museum is also this abstraction achieved 
by the object on show. In my opinion, the art of presenting is 
the fundamental issue that I find in many of the things we have 
shown each other and in many of the things you have designed 
and are presenting. The art of presenting with all its varied 
possibilities is precisely this. It is a matter of the display case 
and the distance, of somehow making an object one’s own, but 
also suspending it. 
When Rogers designed the layout of the castle, he created the 
children’s maze, which is a part of the Triennale but also part of 
the castle within the park. It is an intriguing project, because it 
is an esoteric theme, which also brings into play some of Rogers’ 
traditional knowledge, calling on Calder to make one of his 
mobiles and Saul Steinberg to model the city of Milan.
A temporary place was created that interacts with the castle 
and is made for children, and it is precisely from children that it 
regenerates a sense of belonging. I played there in the children’s 
maze. It is an extraordinary act of love towards the city. 
In short, the term museum is somewhat worn out, a word 
capable of evoking boredom, a pedagogical and didactic 
paradigm that seems old an outmoded. Only by understanding 
the museum begins where the museum ends in a new way can we 
update this extraordinary institution in positive terms.

DC

Another thing we have always pondered is the theme of the 
role of the museum in the relationship with its locality, broader 
than just the city, in other words, the question of identity and 
references to the context. As a boy, I was very much struck by 
Guido Canella’s reflection on the role of the Depositio, Inventio 
and Translatio, 1how the museum is actually a vehicle for 
relationships, for connection with the territory, how the museum 
can interpret characters, and create a kind of interpretative 
synthesis of peculiarities. In our experience, at least, with regard 
to the whole question of music museums, this challenge of 
strengthening the city’s cultural identity is played out within 
a diagram that is temporal but also territorial. The challenge is 
always to create a museum that is a driver of relationships. 
It is no coincidence that in our Strategic Urban Design research, 
we explore this very topic. We talk about the museal link to the 
territory,2 about the fact that we do not need a new museum, 
we perhaps need a place where we promote the museums that 
already exist, territorial systems, landscapes and products of the 
land. A place where training is provided, tourism is promoted, 
schoolchildren are welcomed, professionals are brought in, and 
the city is discussed. A democratic place where complexities and 
experiences can be brought together. Territory and community 
are the questions of the museum’s future. 
As anticipated by Rogers, perhaps a museum can then also be an 
element of renewed community cohesion and at the same time 
a factor of decisive territorial attractiveness. This is a practice 
that we have been lucky enough to develop for music museums.

1. G. CANELLA, Inventio Traslatio Depositio, in «Hinterland», year I, no. 4, p. 17.
2. D. COSTI, The Manual of Strategic Urban Design, “The City Project” Series, 
n. 4, Springer Berlin 2023, forthcoming; in Italy Manuale di Progetto Urbano 
Strategico, LetteraVentidue, Syracuse 2023, forthcoming.
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FC

In my opinion, the 19th-century museum, for all its flaws, had the 
extraordinary ability to construct itself within the city and to be 
recognisable as a type. 
Many museums that came later have lacked this 
correspondence. Today we are rediscovering how the question of 
type and museum are closely connected and how the question 
of the character of the building we are dealing with derives from 
this relationship. 
We now place collections inside buildings that were not 
necessarily conceived as museums, but which have a very close 
relationship with the city. When you interact with a historical 
building – in your case, for example, the work carried out with 
Claudio Parmiggiani at the Palazzo del Governatore (Governor’s 
Palace) – you find an architectural piece by Petitot, which is 
a connecting building in the city, because it is a tower with a 
portal that evokes the previous connection with the street. If we 
think of the Casa Natale Toscanini (Toscanini’s Birthplace), this 
interaction is very pronounced. Its history is indistinguishable 
from that of the family, a somewhat normal house that 
becomes an exceptional gesture. We are no longer used to 
talking about the relationship with normal things, which are the 
most important ones. You enter the house, you feel welcome, 
there are various stages of the route that accompany you.3

When you were presenting the Parma città d’oro (Parma, Golden 
City) exhibition yesterday, at one point you mentioned the 
various levels for which it was organised – the cursory visitor, the 
more attentive visitor seeking a more analytical answer to their 
questions, and children. I think we need to maintain the varying 
degrees of perception and understanding that make it possible 
for us to design museums while still providing a specialised 
response. Anyone opening the drawers will see the various 
documents and may be interested in carefully examining or 
merely leafing through the letters – I am of course talking about 
the Toscanini House – and then encounter the original object 
that plays an absolutely fundamental role. In my view, all these 
things that used to be alternatives to one another are instead 
the substance of what we have to do, to enable everyone to 
grasp something. At the same moment that the object is virtual, 
we show the original object. 
You then spoke about the question of the “gaze”. 
I remember a few years ago trying to develop a communication 
that you asked me to create in the Urban Center. You had 
worked on the villas, you had created beautiful models, the 
architecture was placed in front of photographs that recalled 
the landscape. This was brought into the museum and was an 
immediate success. I think it is fundamental that we think in 
terms of the gaze, which is typical of Italian culture. 
The gaze is a focused gaze. Villa Bellosguardo in Florence is 
the villa that came before Poggi, in other words, before the 
admittedly magnificent mise-en-scène that is the view from 
Piazzale Michelangelo, the ultimate device made for the tourist, 
the apotheosis of the room with a view. Villa Bellosguardo is 
a low-angle shot (to use a cinematic term). It represents an 
18th century idea of taking care of the landscape through the 
gaze, because with deliberately directed eyes we can have an 
idea – today one might say a sustainable idea – of caring for the 
landscape. Therefore our looking at is simultaneously looking 
after, it is taking care of – otherwise, one cannot explain why 
we attach so much importance to photographs. Ghirri’s gazes 
constitute a project!
Ghirri, Chiaramonte and others have done extraordinary work 
on the question of directing attention, caring for the landscape 
by looking. If I take care of the landscape by looking at it, at the 
same time I take care of myself, like when one grows plants and 
there is some kind of redemption, it is like taking care of one’s 

3. For these and other developments, see the exhibits presented in this 
publication: Casa del Suono (House of Sound), Casa Natale Toscanini (Birthplace 
of Toscanini), Casa della Musica (House of Music), Palazzo del Governatore 
(Governor’s Palace), Exhibition of the ruins of San Quirino, MC2 house, gallery and 
studio, urban objects with a poetic reaction.

own body: I think this dual dimension is present in the project 
for Spinazzola in a remarkable way. 
There are some key words that intersect all your work: there 
is the theme of normality, the theme of regeneration – words 
that have become mere consumables in the press, but which in 
reality are the substance of our work. 
From this perspective, Spinazzola is the reopening of the gaze, 
it is the wall within which you create a window, but which also 
reappears in other works. We are talking about museums, but it 
is a pretext to talk about looking out and to talk about looking 
after the landscape.
I firmly believe that to look at the landscape is to look after it. 
The gaze is not the scenery because gaze is deliberate, gaze 
implies framing and, as true photographers know, photography 
is created in the camera. These gazes are important devices in 
the relationship between the place where you design spaces or 
exhibit things and the relationship with its surroundings.

DC

The question of place is a relevant issue, it is part of our design 
culture and a foundational hallmark of our working experience. 
It all depends on where you are creating a layout. If you are 
working in a centrally planned space, you have themes, which 
are different from those of a domestic home. The home needs 
to recount intimacy and hospitality by repositioning furniture, 
paintings, personal documents, as in the case of the Casa Natale 
Toscanini (the house where Toscanini was born) in the Emilian 
working class district across the river, where his Garibaldian 
father spent a few days with his mother before heading off 
again. All this opens up the dimensions of an interpretation that 
should always be different. Therein lies the question of how the 
fundamental game of design is initiated, in the dialectic between 
place and content.

FC

Yes, I believe there are two major families of approaches to 
design with respect to places. There are those who seek a 
contrast at all costs, which I will not address, and there are those 
who try to do things with the place. I think it is always about 
being able to do things with the building, with the place. Like 
you did in the Casa del Suono (House of Sound), with that very 
convincing central plan. 
What does it mean to work within a central plan in Parma? It 
means getting your hands on the roots, getting your hands on 
a theme that is capable in itself of generating meaning, as an 
archetype but also as a type. It was Leonardo who insisted on 
this almost obsessively with his drawings, which are then often 
the same drawing, and finally managed to execute a central plan 
in Todi, after having done it a thousand times in his drawings, just 
like the Baptistery of Parma. The central plan is this, whether it 
is a reproduction of the Holy Sepulchre or a Cosmogony. It is a 
way of seeing the world. This notion of working with and never 
against is, in my opinion, very important. The central plan is to 
some extent commented by the layout. This is the first thing 
that came to mind when I saw the drawings and images of the 
work on the Casa del Suono. Churches, where speech and sound 
are determining factors for architecture, represent architecture 
as a function of voice, as a function of sound. The musical 
element is the building and, as in your case, some architectural 
and almost human objects are more than mere objects if we 
can inhabit them, like the room I enter and where I have a three-
dimensional sound experience. I think this is very important, a 
proper correspondence between the scientific project and the 
exhibition project. 
Nowadays the term experiential is used a lot, along with the 
overused virtual. The latter takes you so far away that you have 
to go back and touch the objects to feel how substantial they 
are. I always get slightly annoyed when someone talks about 
museums and reduces everything to an experiential and digital 
phenomenon, because it is true that there is a precise way of 
narrating things: we have in front of us the images of Toscanini, 
the very famous images on a black background, showing him, his 
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hands and his baton. This means telling a story, capturing all its 
aspects, the sound and the images through hearing and seeing. 
The question of seeing often recurs in these works, therefore I 
think this is extremely interesting. 

DC

I have to say that one of the aspects linking this reading 
of places through the forms of the exhibition in a sort of 
expectation of apparition also ties in with a great passion of 
ours (very design-oriented) for everything to do with modern 
art revolving around Paul Klee. Form is apparition that creates 
conditions of suspension but which fixes in an instant dynamics 
much greater than ourselves. We have given a lot of thought 
to this theme, and the exhibition on the first floor of the Casa 
della Musica with the fully transparent display cases suspended 
and floating in the air is perhaps the occasion that best fits into 
this idea of a temporary installation that actually becomes a 
metaphor for presence.

FC

That is the working with and never against that we were talking 
about. I find that in all these works of yours, the set-up is always 
a working with the building. You demonstrate a generosity that 
we as architects must always possess with regard to the object 
of our work. Architecture is an act of love, a bit like preparing 
food. It is what we invent on each occasion through the project 
in relation to a place. This is what happens when I see the 
temporary installation at the Casa della Musica, where the wall 
runs with the utmost respect for the place on two sides of the 
courtyard, emphasising the quality of the architectural space 
in front of which this delicate and fleeting installation will be 
mounted. 
This is the story of Italian architecture applied to museums. 
I am thinking of Franco Albini, Carlo Scarpa, Umberto Riva, 
Aldo Rossi’s installations for the Triennale, in which we always 
measure ourselves with the building, which is not merely a 
container but is the object of our dialogue, the fixed scene 
against which we measure ourselves. When I say always 
with and never against the building, it means that there is an 
architectural sensitivity, there is no magic, there is a precise 
technique, that of detaching ourselves slightly. Going back to 
Rogers again, it means exposing the tombs gracefully: the floor 
of the Castello Sforzesco in Milan is lowered slightly to evoke its 
subterranean condition. I can then restore the emotions through 
a series of architectural techniques. The capital positioned there 
by BBPR is still in the right place, it is where I perceive it. It is not 
resting on the ground, it is at the height where my eye perceives 
it. This is what it means to interact with the place. This is very 
delicate work and this is what we have to do. When I look at the 
set-up of the Casa della Musica, I am convinced by the idea of 
a wall that somehow stays with the façade, allowing you to see 
the architecture, the arches, the frescoes, the decorations of the 
house, and then underneath there is something that will change 
from time to time. This is where your relationship with art comes 
in. In some of Max Bill’s installations for the triennial, there 
were a number of elements travelling separately from the wall, 
floating independently. At that point, the focus is not on the 
display case, but on the object being presented. Our profession 
needs us to move back, to take a step back from the existing 
building, to take a step back from the places. To me that would 
seem a respectful and polite gesture.
As I see it, your research also goes further than Lina Bo Bardi’s 
cavaletes da Lina for the MASP museum in São Paulo, beyond 
the cube with the concrete base and the crystal supporting the 
paintings. In your work, the display structure disappears and 
the objects float freely in space. I find this research is extremely 
interesting. 
I am reminded of a painting, I think by Francesco Caroto, 
which is in the Castelvecchio museum in Verona. Carlo Scarpa 
detaches that painting from the wall and places it so you can 
walk around it; there is also a Madonna in this same condition. 
You can interact with these objects respectfully. I love the fact 

that this approach forms the basis of your attitude to museum 
design. I find it equally interesting to talk about the relationship 
with the artists.

DC

Yes, one of the revealing moments of this relationship with 
art, in addition to my lifelong passion for Klee, for research 
into gestaltung, was the experience of working with Claudio 
Parmiggiani, with whom we worked on recovering the 
architectural identity of the Palazzo del Governatore, where a 
whole series of compromises were resolved with the idea of 
transforming such an important historical space, such a relevant 
piece of the city, into a space for art. 
The entire interior landscape had to be brought to a level of 
maximum visual cleanness, which is also a form of respect, 
reflecting the idea that the museum as a building is a place with 
its own figurative identity, but also a means of relating to the 
city. The Governor’s palace is located between the Steccata and 
Piazza Garibaldi. It is an extraordinary opportunity to appreciate 
this monumental historical setting. I have to say that Claudio 
Parmiggiani inspired us to reflect on the need to create a space 
that respects the architectural identity of the building but also 
engages in dialogue with the surrounding conditions. 

FC

I am convinced that at the moment, many artists are better 
at interpreting space than architects. If we look at the works 
of Lucio Fontana, which you also talk about, we can capture 
the idea of spatial concepts, gestures that made it possible 
to understand space. Measuring it, scanning it, meaning it, 
delimiting it, sometimes just marking it. Architects are not 
always able to do this. There is a need for research, and instead 
I see a lot of profession. You have to be able to afford research 
in architectural design. I believe that working with artists allows 
us to regain the ability to grasp space. 
I find that your experience with Parmiggiani – but also the most 
recent experiences strictly related to art – demonstrate the 
importance of looking for the right place to make the project 
resonate (once again a musical term crops up). Resonating is 
something that involves the soul. Music is able to strike directly 
at our emotions. The term banal goes straight to the heart, it 
actually goes straight to the stomach, it occupies a part for 
which there is no need for reasoning. I believe that this ability 
of yours to make places resonate with objects is something we 
need to develop. I don’t think I have fully succeeded yet. Only 
partly in my work have I pursued this concept, although I think it 
is extremely interesting. I still think about this place where we are 
now, the MC2 house, gallery and studio. Oliviero Toscani’s donkey 
is perfect for this space – a donkey in the porch of a stable – 
it is a kind of conceptual key to understanding it. I think this 
relationship is truly interesting and makes the place sing.

DC

The house becomes a gallery, the theme of the museum 
becomes a kind of thread linking it all, the work on the project 
and the experience of living it.

FC

Perhaps it is the gallery that becomes a home. I like to turn 
around and see these large backdrops that make the house 
resonate with light, which in their own way echo the design 
concept and the things you are doing. They are also interesting 
because of a lost quality, because they are discreet, in their 
restrained measurements and in how they fit in. 
I had never observed this path through the garden as eagerly as 
I did last night to see Mezzadri’s installation, the suspended play 
on the lawn, the weightless dream of his interrupted stairs. We 
have to learn from this, in the sense that this is an added value 
to our way of thinking, because it communicates an intention, it 
conveys suspension and works on character. 
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DC

Let us close this dialogue by talking about the urban objects 
with a poetic reaction, which are actually an opportunity for 
experimentation in themselves and for verifying this theme: 
that is, thinking about the forms of the city, in the forms of 
architecture, engaging with an artist who searches for the soul 
of metals and who only works in the composition, in the material 
use of this consistency. The idea is that these objects can be 
symbols, they can refer to places of affection. These small 
sculptures reflect a precise idea of the city. Monuments are the 
mirrors where we all recognise ourselves, they are our mental and 
spiritual connection. 
The background to this reasoning, to these sculptures that 
we made for the Città d’oro exhibition, is the city itself, which 
imbues everything with strength. But some of them interpret the 
principles of our architecture, the themes of the threshold, the 
glowing heart of things, the orientation of the gaze to inhabit the 
landscape. The signs of time, the moisture in the air, the reaction 
of rusting metal sheets make the objects unique pieces of a 
collective mirroring.

FC

In my opinion, what you are saying oscillates between two 
extremes. Urban objects with a poetic reaction are sometimes 
normal objects, they are products of nature, but in Le 
Corbusier’s own surrealist gesture they become references and 
intelligent forms, by the very fact of being odd, of being placed 
on a table, in a bookcase, on a shelf or associated with other 
things. They themselves produce meaning. They are like a kind of 

memory table. 
Thus objects evoke memory because of their placement, 
because our minds contain powerful associations. The theatre 
of memory is an intellectual exercise that Aldo Rossi used to 
perform, working with images of irretrievably lost, no longer 
accessible objects that often belong to the era in which our 
minds are most easily imprinted. When we are young it is easier 
for this imprint to remain in our minds. They could be the objects 
of Aldo Rossi, but they could also be, in a more collective way, the 
things you have brought us, almost a real theatre of memory with 
respect to the city. With respect to the city means that these are 
some of the issues you have to deal with if you engage with the 
city, a reminder, a don’t forget that.
The central plan is one of these obsessions, a positive obsession. I 
think our profession thrives on obsessions. I think obsession (not 
the kind that drives you mad, but the kind that makes you focus) 
is a compositional condition. Trying to fix the forms, making and 
remaking them, in iron as you have made them here, treated as 
we have seen them in the exhibition, continuing to circle around 
the same question. Leonardo produced hundreds of drawings 
based on the central plan, then finally managed to implement 
it in Santa Maria della Consolazione in Todi. He then pursued 
this idea when he was asked to work on the buttresses of San 
Lorenzo in Milan. It is no coincidence that these things return 
over time.

Parma, 11 September 2021
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