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House Museums and the Interpretation of Social  
and Cultural Landscapes

Gianluca	Kannès
Demhist	Vice	Chair

I	think	it	is	helpful	to	clarify	the	choices	that	have	been	made	for	the	organization	
of	this	conference.	The	annual	meeting	of	DEMHIST,	whose	proceedings	are	
published	 in	 this	 volume,	 was	 included	 this	 time	 within	 ICOM’s	 2016	 24th	
International	Conference,	held	in	Milan.	The	initial	directive	was	therefore	to	
investigate	a	link	with	the	Siena	Charter	“Museums and Cultural Landscapes”,	
which	Italy	brought	to	the	attention	of	the	General	Meeting.
I	have	to	admit,	however,	that	I	felt	and	still	feel	somewhat	uncomfortable	with	
this	manifesto	for	two	reasons.	The	first	is	that,	at	least	in	its	preliminary	version	
made	available	at	the	Conference	(open	to	amendments	and	additions),	it	almost	
appears	 to	be	an	obligation	 for	museums	 to	have	 to	deal	with	 the	 landscape.	
But	I	fear	that	if	all	the	museums	have	to	focus	on	the	same	objective,	the	result	
would	be	rather	tedious.	As	a	matter	of	fact,	people	tend	to	prefer	the	choices	
that	break	moulds	and	provide	new	stimuli	rather	than	ones	that	focus	on	already	
standardized	goals.	Second:	I	had	and	still	have	some	uncertainties	regarding	
the	characteristic	of	the	abstract	progression	that	the	Charter	tends	to	assume	as	
well	as	the	desirability	of	goals	such	as	the	“landscape	communities”	proposed	
in	its	paragraph	9.

To	protect	and	to	preserve	[landscape]	means	avoiding	any	transformation	that	
might	 delete,	 ruin,	 corrupt	 its	 identifying	 characteristic	 [...].	Museums	 should	
promote	 the	 creation	 of	 “landscape	 communities”	 aware	 of	 their	 identity,	
involved	 in	 their	 preservation,	 participating	 in	 their	 sustainable	 development	
[…].	To	 create,	 develop,	maintain	 “landscape	 communities”	 active	 over	 time	
should	be	a	strategic	goal	of	museums.

The	 theory	 is	 suggestive,	 but	 it	 is	 essential	 to	 keep	 in	mind	 that	 the	 idea	 of	
landscape	changes	from	one	country	to	another,	as	the	Siena	Charter	itself	admits	
in	paragraph	10.	I	am	also	afraid	that,	even	within	the	same	country,	we	could	
find	it	difficult	to	reach	agreements	on	symbols	and	common	values	identifying	
a	 specific	 living	 context.	We	 are	 living	 in	 a	 period	 of	 large-scale	migratory	
flows	and	the	population,	both	in	Italy	and	elsewhere,	has	been	changing.	Are	
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we	 sure	 that	 the	newer	generations	will	 not	find	 this	prospect	of	 compulsive	
convergence	 towards	politically	correct	goals	oppressive?	 Is	sharing	a	 forced	
identity	with	the	past	a	real	need	today	for	people	whose	ties	to	that	past	keep	
on	getting	weaker	and	weaker?	I	think	that	what	we	are	really	asking	a	museum	
manager	is,	ultimately,	to	organize	interesting	exhibitions,	whatever	the	subject.	
Besides,	there	is	a	great	risk	that	the	utopia,	transferred	to	the	level	of	practical	
government	mechanisms,	and	therefore	inevitably	in	the	hands	of	a	bureaucracy,	
might	prove	to	be	a	source	of	ideological	imposition.
However,	 while	 acknowledging	 these	 uncertainties,	 the	 fact	 is	 that	 museums	
certainly	maintain	what	has	always	been	their	traditional	role,	which	is	to	document	
and	show	the	different	views	of	a	past	society,	and	to	offer	them	as	a	resource:	
thus,	to	open	up	the	museum	as	an	agent	of	communication	towards	the	outside.
Together	 with	 Rosanna	 Pavoni,	 who	 organized	 the	 conference	 with	 me,	 we	
wondered	what	could	have	been	the	direction	most	in	keeping	with	the	specific	
potentialities	 of	 house	 museums,	 and	 we	 agreed	 that	 this	 could	 consist	 in	
deepening	 the	 investigation	of	 their	social	contexts,	both	 in	 term	of	research,	
better	 understanding	 and	 of	 mise en valeur. We	 believe,	 in	 fact,	 that	 the	
social	element	is	still	a	fundamental	building	block	of	our	modern	concept	of	
landscape.	It	was	also	foreseeable	that	the	landscape	monitoring	and	protection	
policies,	 which,	 anyway,	 not	 all	 the	 institutions	 related	 to	 DEMHIST	 have	
enough	strength	and	staff	to	deal	with,	would	remained	–	as	indeed	happened	–	
at	the	centre	of	the	discussions	of	other	Committees	taking	part	in	the	24th	ICOM	
Conference.	 In	addition	 to	 the	advantages	of	originality	 in	 the	context	of	 the	
Milan	event,	the	angle	that	we	proposed	seemed	to	us	to	be	even	more	suitable	
for	those	house	museums	that	do	not	interface	with	parks	or	gardens,	or	which,	
historically,	were	built	in	opposition	to	the	external	landscape,	as	élite	worlds	in	
alternative	to	a	contemporary	reality	perceived	as	vulgar.
The	concept	of	the	house	museum	as	a	tool	for	analysing	social	relations	and	the	
evolution	over	time	of	the	professions	and	of	the	interrelations	between	classes	
is	an	especially	topical	issue	for	our	country.	As	we	all	know,	Italy	and	other	
Mediterranean	countries	have	emerged	from	the	shadow	of	an	idealistic	tradition	
only	in	the	last	few	decades.	This	tradition	has	focused	almost	exclusively	on	
the	formal	aesthetic	values	of	buildings,	environments	and	single	works	of	art.	
Until	recently	in	our	country	there	was	no	specific	attention	paid	to	the	theme	
of	daily	life,	such	as	what	was	developed	by	long	tradition	in	the	Anglo-Saxon	
world.
If	I	look	at	our	literature	from	the	19th-early	20th	century,	only	a	few	titles	seem	
to	 follow	 this	 direction:	 the	 catalogue	 of	 the	medieval	 village	 of	Turin	 from	
1884,	which	is	full	of	more	general	observations	about	the	ways	of	life	on	the	
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threshold	of	 the	Renaissance;	 the	 two	volumes	of	La casa fiorentina e i suoi 
arredi nei secoli Quattordicesimo e Quindicesimo	(The	Florentine	House	and	
its	Furnishings	 in	 the	14th	and	15th	Centuries)	by	Attilio	Schiaparelli,	1908;	
perhaps	Pompeo	Molmenti’s	studies	of	Venice	and	those	of	Francesco	Malaguzzi	
Valeri	on	La Corte di Ludovico il Moro	(The	Court	of	Ludovico	il	Moro),	that,	
published	at	the	time	of	World	War	I,	are	among	the	most	emblematic	outcomes	
in	Italy	of	the	German	Kulturgeschichte theorie.	But	for	most	of	the	following	
fifty	years,	above	all,	our	research	was	focused	on	individual	aspects	of	the	style	
of	furnishings	and	decorative	arts,	with	the	result	that	for	those	in	Italy	who	deal	
with	house	museums,	there	is	still	a	lack	of	publications	that	help	to	provide	a	
comprehensive	view.	Actually	there	is	no	lack	of	information	on	the	sociability	
and	 evolution	 of	 life-styles;	 but	 knowledge	 has	 to	 be	 inferred	 by	 collating	
articles	from	specialized	journals	in	different	fields.	A	centre	for	exchanges	and	
common	reflections	is	missing,	and,	if	I	may	make	a	suggestion,	I	would	like	the	
Commissione	tematica	Case	Museo	Italia,	the	Italian	counterpart	of	DEMHIST	
created	in	2013,	to	develop	in	the	future	–	funds	permitting	–	something	similar	
to	the	investigations	contained	in	the	project	A casa seinhorial,	 that	currently	
engages	together	Portugal	and	Brazil.
Of	course,	 this	 is	 a	meeting	between	 those	 in	charge	of	house	museums	and	
not	between	sociologists	and	ethnographers;	but	the	logic	we	have	followed	in	
selecting	the	abstracts	that	have	been	submitted	was	precisely	that	of	breaking	
down	the	barriers.	Our	aim	was	indeed	to	open	the	issues	of	the	house	museum	
to	social	history,	and	to	test	its	ability	to	act	as	narrator	of	the	class	relationships	
that	were	established	within	it,	on	the	one	hand,	and	of	the	changes	in	customs,	
professions	 and	 roles	 of	 the	 élites	 outside	 it,	 on	 the	 other.	 This	 is	 what,	 in	
particular,	the	study	visits	to	institutions	in	Milan	and	Lombardy	on	July	6th	and	
7th,	conceived	as	integral	part	of	the	conference,	tried	to	illustrate,	combining	the	
examination	of	Milanese	house	museums	with	revisitations	of	the	sociocultural	
history	of	their	neighbourhoods.
As	mentioned	in	the	call	for	papers	that	everyone	has	had	at	their	disposal	at	the	
time,	Milan	is	one	of	the	cities	in	Italy	that	has	worked	the	hardest	to	take	the	
museum	outside	the museum.	It	is	possible	to	see	that	simply	by	taking	a	walk	
through	some	areas	of	the	city	centre,	where	almost	all	of	the	most	significant	
buildings	have	plaques	with	explanatory	captions	that	make	the	use	of	printed	
guides	practically	unnecessary.	And	what	these	captions	seek	to	illustrate	is	not	
just	the	ancient	monuments,	but	also	the	architecture	and	the	design	from	the	
post-war	period	to	the	Seventies,	a	very	significant	time	for	our	city	at	a	global	
level	which	is	still	present:	there	are,	in	fact,	projects	by	well-known	designers	
from	those	years	that	are	only	now	being	developed	industrially.
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As	Annalisa	Zanni	will	 explain	 after	me,	 there	 took	 shape	 in	Milan	 in	 2004	
–	2008	what	 can	be	considered	 the	first	 attempt	 to	 link	 several	 Italian	house	
museums	 in	 a	 common	promotional	 network,	 aimed	 at	 illustrating	 the	 tastes	
of	 the	great	Lombard	art	collectors	as	a	contribution	 to	 the	 transformation	of	
the	 urban	 society.	Among	 the	 various	 itineraries	 proposed	 to	 the	 conference	
participants,	one	in	particular	was	planned	to	allow	those	who	came	from	abroad	
to	visit	all	four	museums	that	are	part	of	this	network	in	one	day	and	to	learn	
more	about	their	activities.	Three	visits	were	scheduled	during	the	day;	on	that	
same	evening,	 the	oldest	of	 these	house	museums,	 the	Poldi	Pezzoli,	offered	
a	 special	 opening	 of	 the	 exhibit	 by	 the	 contemporary	 artist	 Giulio	 Paolini,	
mounted	inside	the	museum’s	historic	rooms	and	offering	an	artistic	dialogue	
between	the	old	and	the	new.
From	2014,	thanks	to	the	Fondazione	Pini,	in	addition	to	this	first	network	another	
one	was	set	up;	it	is	called	Storie Milanesi,	illustrated	by	Rosanna	Pavoni	in	this	
volume.	This	new	network	has	added,	to	the	previous	four,	eleven	house	museums,	
for	the	most	part	recently	established	ones.	A	special	feature	of	Storie Milanesi	is	the	
important	role	of	the	narrative	which	is	meant	to	accompany	the	visits,	a	feature	the	
tour	itineraries	organized	during	the	DEMHIST	conference	sought	to	stress.
For	 the	moment,	apart	 from	two	writers,	Storie Milanesi	 includes	mainly	 the	
studios	of	artists,	architects,	designers	and	sculptors.	In	other	words,	a	 theme	
that	already	has	longstanding	museum	traditions.	Everyone	will	recall	the	home	
of	Sir	John	Soane	and	I	might	add	that	in	more	or	less	the	same	period,	between	
1820	and	1828,	an	attempt	was	made	to	open	as	a	museum	the	London	home	
of	the	painter	Benjamin	West,	recently	investigated	by	a	doctoral	thesis	at	the	
University	of	Glasgow.1	In	the	late	19th	century	the	interest	in	what	a	studio	can	
say	about	the	personality	of	the	artist	is	documented	by	the	series	of	photographic	
portraits	of	French	artists	taken	in	their	workplaces	in	about	1880	by	Edmond	
Bénard	and	Paul	François	Cardon	and	included	in	a	recent	exhibition	at	the	Petit	
Palais	in	Paris.	2
While	there	is	a	relevant	literature	on	the	living	habits	and	tastes	of	important	
collectors	 and	 intellectuals,3	 what	 is	 still	 missing	 here	 in	 Italy	 is	 a	 similar	

1	K.H.	Haverstock,	The studio and collection of the “American Raphael”: Benjamin West P.R.A. 
(1738 – 1820),	PhD	thesis	at	the	University	of	Glasgow,	2013.
2	Dans l’atelier,	exhibition	at	the	Petit	Palais	in	Paris,	April	5	–	July	17,	2016.
3	Among	the	best-known	works:	J.	Milner,	The Studios of Paris: the Capital of Art in the Late 
Nineteenth Century,	New	Haven	and	London	1998;	G.	Walkley,	Artist’s Houses in London 1764 – 
1914,	Cambridge	1994;	C.	Dackers,	The Holland Park Circle: Artists and Victorian Society,	New	
Haven	and	London	1999;	Le stanze dei tesori. Collezionisti e antiquari a Firenze tra Ottocento e 
Novecento,	edited	by	Lucia	Mannini,	Florence	2011.
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attention	to	the	subordinate	classes	and	to	the	topic	of	working	class	housing.	
Therefore,	this	absence	is	not	the	fault	of	Storie Milanesi:	if	museums	have	not	
yet	been	created	in	Milan	for	such	topics,	they	clearly	could	not	be	part	of	their	
network.	On	the	other	hand,	the	object	of	such	developing	projects	is	precisely	
that	of	progressively	broadening	the	public’s	horizon,	guiding	it	towards	areas	
that	 were	 previously	 somewhat	 neglected.	 This	 is	 a	 goal	 whose	 importance	
cannot	be	underestimated:	in	my	opinion,	the	main	useful	aspect	of	the	Siena	
Charter	itself	can	actually	be	identified	in	this	function	of	stimulus,	rather	than	
in	prescribing	final	goals	and	behavioural	rules.
I	would	just	like	to	add	that	Milan	is	not	alone	in	its	effort	to	depict	the	world	of	the	
professions.	In	the	pictures	accompanying	this	paper,	I	wish	to	point	out	the	studio	
of	the	sculptor	Kwon	Jin-Kyu	(1922	–	1973),	which	is	part	of	a	tour	of	the	houses	
of	intellectuals	of	the	twentieth	century	currently	offered	in	Seoul	by	the	Korean	
National	Trust.	In	the	United	States,	a	specific	program	of	the	National	Trust	for	
Historic	Preservation	that	brings	together	over	30	museums	that	were	the	homes	
and	workplaces	 of	American	 artists	 has	 been	 in	 place	 since	 1999.4	You	 can	 get	
information	on	them	by	entering	“Historic	artists’	homes	&	studios”	on	the	Internet:	
these	museums	are	considered	associated	sites,	i.e.	they	are	not	always	owned	by	
the	U.S.	National	Trust,	 but	 they	 are	 joined	 under	 the	 umbrella	 of	 funding	 and	
common	promotional	actions,	bearing	in	mind	that	their	goals	are	similar	to	those	of	
the	National	Trust.	Furthermore,	the	French	Culture	Ministry	has	recently	created	a	
label	“Maison des illustres”	in	order	to	single	out	the	homes	and	working	places	of	
men	and	women	that	have	left	their	mark	on	history.	I	imagine	there	are	also	other	
experiences,	each	one	certainly	with	its	own	distinguishing	characteristics.	It	is	a	
pity	that	it	has	not	been	possible	to	contact	them	in	time	for	this	conference.
Lastly,	special	thanks	go	to	the	institutions	and	organizations	that	have	ensured	
the	success	of	the	event	whose	proceedings	are	published	here:	the	Fondazione	
Pini,	which	provided	the	secretariat	and	its	own	resources;	 the	various	Milan	
historic	house	museums,	which	provided	hospitality	during	the	study	days;	the	
Fondazione	Ugo	Da	Como	and	the	Fondazione	Vittoriale	degli	Italiani,	whose	
director,	Giordano	Bruno	Guerri,	generously	welcomed	DEMHIST	to	the	house	
that	once	belonged	to	Gabriele	D’Annunzio	for	a	buffet	during	the	extra moenia	
excursion	on	July	7th.

4	Among	these	is	Formosa,	the	residence	of	Elisabet	Ney	(1833	–	1907);	Abiquiu,	the	home	of	
Georgia	O’Keeffe	(1887	–	1986);	Olana,	the	home	of	Frederic	Church	(1826	–	1900);	the	studios	
of	Augustus	Saint	Gaudens,	opened	as	a	real	museum,	1927;	Edward	Virginius	Valentine	(1838	–	
1930);	Daniel	Chester	French	(1850	–	1931);	Winslow	Homer	(1836	–	1910);	Grant	Wood	(1891	
–	1942);	but	also	of	more	recent	artists	such	as	Donald	Judd	(1928	–	1994),	Jackson	Pollock	(1912	
–	1956),	and	Andrew	Wyeth	(1917	–	2009).
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An	 especially	 valuable	 contribution	 during	 the	 preliminary	 preparation	 was	
offered	by	the	Centro	Studi	Generazione	e	Luoghi	Archivi	Alberti	La	Marmora,	
Biella,	 and	 by	 the	 Government	 of	 the	 State	 of	 São	 Paulo,	 which	 made	 the	
publication	and	dissemination	of	the	Conference	program	possible	from	Brazil.	
Special	thanks,	finally,	to	the	Fondazione	Ranieri	di	Sorbello,	which	sponsored	
the	printing	of	the	volume	and	the	translation	into	English	of	the	Italian	papers	
presented	to	the	Conference.

1:	Seoul	(Korea),	The	Kwon	Jin-Kyu	atelier	in	a	historical	photo;	2	–	3:	Seoul	(Korea),	the	current	
presentation	of	the	atelier	of	the	painter	Go	Hui-Dong	(1886	–	1965),	by	the	National	Trust	of	
Korea	(photo:	courtesy	of	the	Cultural	Heritage	Foundation	National	Trust	of	Korea).
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Urban Cultural Landscapes and the Loci of Daily Life: 
Storie Milanesi (Milanese Stories) and the Story of Milan

Rosanna	Pavoni
Professor	 of	Museology	 at	 the	 State	 University	 of	 Bergamo	 and	 Curator	 of	 the	
Project	“Storie	Milanesi”

I	would	like	to	present	Storie Milanesi,	a	project	that	has	interpreted	and	told	the	
story	of	Milanese	cultural	landscapes	through	the	loci	of	daily	life.

A	brief	museological	premise:	today,	alongside	the	city’s	traditional	museums,	
it	is	increasingly	common	to	find	itineraries	connecting	places	that	have	taken	
on	some	of	the	functions	and	purposes	pertinent	to	these	museums;	places	that	
are	necessary,	because	of	their	heritage,	for	promoting	and	developing	the	many	
facets,	 nuances,	 characteristics,	 topics,	 times	 and	 issues	 that	 have	 helped	 to	
sketch	the	unique	and	unrepeatable	face	of	the	city.

We	know	that	house	museums	tell	pieces	of	the	history	of	the	city	and	of	the	
place	where	they	were	built,	because	the	life	or	lives	that	have	passed	through	
them	go	beyond	the	limits	of	individuals	and	become	witnesses	of	events,	social	
changes,	fashions	and	habits.	The	loci	of	daily	life	speak	a	language	–	made	of	
spaces,	objects,	the	sedimentation	of	knowledge,	of	gestures	–	that	is	especially	
communicative,	 able	 to	 tell	 stories	 through	 the	 everyday	 life	 that	 took	 place	
among	the	rooms	and	the	views	outside	the	windows,	in	the	habit	of	actions	that	
communicate	a	“doing”	and	a	“being”	that	are	part	of	that	city	far	more	than	
any	 descriptive	 caption.	An	 everyday	 life	 that	 can	 be	 domestic	 and	 familiar,	
but	can	also	be	professional:	how	many	stories	can	be	found	in	a	studio	or	in	
an	office	where	an	artist,	an	architect,	a	writer	has	passed	a	part	or	even	all	of	
their	professional	life.	This	can	then	be	the	new	frontier	of	house	museums:	if,	
as	we	said,	this	type	of	museum	uses	as	a	communication	tool	not	only	objects,	
but	also	the	places	that	have	surrounded	the	people	who	lived	there,	and	seeks	
traces	of	the	culture,	history,	style	that	these	people	have	interpreted,	then	the	
rooms	in	which	the	creativity	of	artists,	designers,	writers	was	expressed	speak	
a	common	language	with	the	houses.	The	sensitivity	with	which	those,	who	we	
may	call	“creative”	individuals,	appropriate,	rework	and	express	the	tensions,	
the	expectations	and	the	critical	aspects	of	the	surrounding	environment	(social	
and	urban)	imparts	to	the	places	of	their	work	a	narrative	charge	that	is	extremely	
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strong	and	pervasive.	As	Giulio	Ferroni	wrote	in	the	introduction	to	the	book	
Le finestre sul cortile	(Windows	on	the	Courtyard),	in	which	forty-nine	Italian	
writers	describe	what	they	see	from	their	windows,	“writers	look	for	us	too,	they	
help	us	to	look	at	everything	that	stirs	and	moves	with	an	attention	that	is	all	
the	more	necessary	the	more	it	seems	excluded	from	our	whirling	life,	from	the	
virtual	windows	and	screens	that	fill	our	days.”

One	might	 add	 that	 artists,	 designers	 and	 architects	 look	 out	 of	 the	window	
for	us,	too.	So	today	we	could	museologically	start	talking	about	domestic	and	
professional	 loci	of	daily	 life	pertaining	 to	 individuals	who	have	 linked	 their	
name	with	the	city.

The	 opportunity	 to	work	 on	 this	 idea	 came	 in	 2013,	when	 the	Adolfo	 Pini	
foundation	 of	 Milan,	 with	 the	 support	 of	 the	 Fondazione	 Cariplo	 (a	 bank	
foundation),	 supported	 the	 project	 for	 telling	 about	 and	 knowing	 Milan	
through	 domestic	 and	 professional	 places	 of	 living	 and	 the	 creating	 of	 the	
website	www.storiemilanesi.org

Milan	has	a	significant	presence	of	house	museums	that	have	already	formed	a	
network	as	well	as	of	a	large	number	of	artist’s	studios	and	offices	of	internationally	
renowned	 designers	 and	 architects.	 Thus	 it	 was	 a	 matter,	 therefore,	 both	 of	
working	 together	 and	 of	making	 profoundly	 different	 entities	work	 together:	
houses	of	collectors,	of	writers,	the	studios	of	painters	and	sculptors,	the	offices	
of	designers	and	architects.	They	all	agreed	 to	experiment	with	 this	narrative	
approach	to	create	a	different	way	of	looking	at	the	cultural	landscapes	that	have	
sketched	 the	history	of	Milan,	with	 the	eyes	of	 those	who	 in	different	 times,	
social	 environments,	 neighbourhoods	 and	 with	 different	 personalities	 have	
bequeathed	 a	 legacy	 of	 culture	 and	 knowledge	 to	 the	 city.	 Each	museum	 or	
groups	of	museums	have	obviously	continued	to	work	according	to	their	own	
methods	and	strategies,	but	for	Storie Milanesi	they	have	begun	to	communicate	
and	 to	 exchange	 views	 on	 a	 common	 goal,	which	 is	 to	 reveal,	 promote	 and	
develop	the	cultural	landscapes	of	Milan.	

The	 partners	 of	 Storie Milanesi	 are:	Associazione	Amici	 di	 Lalla	 Romano,	
Associazione	 per	 Mario	 Negri	 per	 la	 Scultura,	 Casa	 del	 Manzoni,	 Centro	
Artistico	Alik	Cavaliere,	FAI	(Italian	National	Trust)	–	Villa	Necchi	Campiglio,	
Fondazione	Achille	Castiglioni,	 Fondazione	Adolfo	 Pini,	 Fondazione	Boschi	
Di	Stefano,	Fondazione	Franco	Albini,	Fondazione	Corrente	–	Studio	Treccani,	
Fondazione	 Studio	 Museo	 Vico	 Magistretti,	 the	 Bagatti	 Valsecchi	 museum,	
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the	Poldi	Pezzoli	museum,	Spazio	Tadini,	 and	 the	Francesco	Messina	Studio	
Museum.

How	did	the	city	of	Milan	become	involved?

The	persons	chosen,	with	their	homes,	studios	and	offices,	cover	large	areas	of	the	
city:	equally,	they	were	all	witnesses	of	different	historical	periods	that	took	various	
shapes	and	were	spelt	out	distinctively	in	the	Milanese	context.	The	intertwining	
of	these	historical,	urban	and	professional	characteristics	allows	an	exploration	of	
the	city	from	different	viewpoints,	or	rather	following	the	different	interests	of	the	
visitors:	focusing	either	on	the	people,	the	districts,	or	the	historical	periods.	Both	
the	districts	and	the	historical	periods	are	illustrated	by	brief	introductions:	for	the	
districts,	the	features	(urban,	architectural,	social)	were	pointed	out,	with	special	
attention	given	to	changes	taking	place	in	the	reference	period	of	the	person(s)	
who	had	lived	there	and	to	the	roads,	the	places	and	the	houses	that	they	could	
have	seen	from	the	windows	of	their	homes,	offices	and	studios.

1:	The	map	shows	the	location	in	the	town	centre	of	the	various	institutions	participating	in	the	
project	Storie Milanesi.
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The	introductions	to	the	historical	periods	make	their	“Milan-ishness”	emerge,	
i.e.	the	ways	and	forms	in	which	the	city	has	played	and	lived	its	great	history.	
It	ties	them	to	the	city,	its	streets,	and	its	history.	The	characters	are	introduced	
by	very	short	biographies	that	allow	to	the	traveller	(a	traveller	through	time	but	
also	through	moods	and	spaces	of	a	city)	to	orient	himself	and	select	his	own	
itinerary;	the	richness	of	each	character	story	is	entrusted	to	texts,	specifically	
written	 for	 this	website	 by	Gianni	Biondillo:	 it	was	decided	 to	delegate	 to	 a	
single	 author	 the	writing	 of	 all	 characters’	 histories,	 including	 their	 personal	
and	 professional	 qualities	 and	 especially	 their	 deep	 link	with	 the	 city.	Milan	
is	 the	 first-person	 narrator	 that	 speaks	 to	 the	Milanese	 for	 birth	 or	 adoption	
protagonists	 recalling	 their	 personality,	 attitudes,	 qualities	 and	 the	 anecdotes	
that	connect	them	to	the	city,	to	its	streets	and	its	history.

These	 stories	can	be	 read,	downloaded	or	 listened	 to	using	different	devices:	
Laura	Pasetti,	an	actress	who	lives	and	works	both	in	Scotland	and	in	Italy,	reads	
them	in	Italian	and	in	English.	Her	Italian	accent	reminds	the	global	audience	of	
a	city	which,	while	still	Italian,	is	open	to	the	world.

Numerous	 insights	 enrich	 the	 stories,	 they	 speak	 about	 design,	 crafts,	 coffee	
shops,	 sports	 and	 cycling,	 post-conflict	 reconstruction,	 new	 architectures,	 art	
galleries,	 theatres,	 publishing	 industry,	 etc.	 Images	 play	 an	 important	 role	 in	
the	portal’s	economy:	 they	refer	 to	 the	people,	 to	 their	homes/studios/offices,	
but	especially	to	the	urban	context.	Indeed,	the	website	intends	to	accompany	
the	 traveller	 right	up	 to	 the	 threshold	of	 the	museums	 (the	 individual	places/
institutions	will	continue	 the	stories	 from	there);	 it	wants	 to	 initiate	a	path,	a	
course	–	virtual	and	real	–	that	is	enriched	bit	by	bit	as	it	proceeds,	for	getting	to	
know	Milan	–	literally	–	beyond	the	clichés.	

The	georeferenced	map	allows	 each	website	 user	 to	find	his	 bearings	 and	 to	
create	 his	 own	 itinerary	 (including	 one	 or	 more	 characters)	 considering	 his	
position	in	the	city.	The	itinerary	will	also	indicate	the	places	described	in	the	
insights	and	those	more	directly	linked	to	the	houses	and	the	ateliers	and	their	
inhabitants.	

The	opening	image	of	each	story	sums	up	the	meaning	of	the	project:	Alessandro	
Giulio	Midlarz	was	 given	 the	 task	 to	 photograph	 the	 city	 overview	 that	 the	
inhabitants	of	those	14	places	saw	as	one	of	their	windows,	and	now,	in	some	
cases	we	can	only	 imagine.	Because	Milan	surrounds	 these	places,	and	 these	
stories	are	intertwined	and	overlapping	in	Milan:	the	words	come	to	mind	that	



17

Cesare	Brandi	–	great	historian	of	 Italian	art	–	wrote	when	 talking	about	 the	
house	on	Via	Fondazza	in	Bologna	where	Giorgio	Morandi	lived	for	more	than	
fifty	years,	and	about	the	courtyard	so	dear	to	him	that	he	portrayed	in	many	
paintings:	“[the	courtyard]	was	not	beautiful,	nor	pleasant.	But	it	was	a	piece	of	
Bologna	land,	inside	Bologna,	crowned	by	all	of	his	Bologna.”

Thus,	Storie Milanesi	wants	to	make	the	loci	of	domestic	and	professional	life	
feel	 like	 pieces	 of	Milan’s	 soul,	 and	wants	 to	make	Milan	 feel	 again	 as	 the	
crowning	moment	of	such	interesting	places.

This	website,	or	as	I	like	to	call	it,	this	digital	place	is	designed	so	that	it	can	
be	 enriched	with	 the	 participation	 of	 new	 characters	 and,	 therefore,	 of	 other	
museums	and	other	domestic	and	professional	loci	of	the	daily	life	open	to	the	
public.	Another	house	museum	became	part	of	Storie Milanesi:	Lalla	Romano	
house	 in	 the	 heart	 of	 the	Brera	 district,	who	was	 one	 of	 the	most	 important	
Italian	writers	of	the	post-war	period.

I	 conclude	 the	 analytical	 description	 with	 a	 final	 museological	 reflection:	
Storie Milanesi	was	created,	designed	and	dedicated	to	different	users,	different	
audiences.	It’s	a	tool	that	allows	multiple	levels	of	reading	and	knowledge	of	
the	city,	“even”	through	the	museums	but	not	only.	In	fact,	the	(virtual	and/or	
physical)	entrance	into	the	museums	of	the	circuit	takes	place	after	the	user	has	
chosen	an	 itinerary	and	 thus	after	he	has	passed	 through	streets	and	squares;	
after	he	has	become	acquainted	with	stories	that	took	place	in	conditions	and	
years	far	between.	

Entering	domestic	and	professional	loci	of	daily	life	becomes	the	conclusion	of	
a	journey	that	will	lead	those	who	live	in	Milan	to	know	or	recognize	its	essence,	
its	singularity	and	its	proudly	local	uniqueness.	And	this	journey	will	lead	those	
who	are	approaching	Milan	for	the	first	time	to	be	curious,	to	orient	themselves	
not	only	geographically	but	also	historically,	to	know	the	people	who	have	left	
to	Milan	dissimilar	but	complementary	cultural	heritages,	to	get	into	museums	
with	awareness.

The	traditional	city	museum	loses	its	rigidity,	and	it	 is	fragmented:	the	house	
museums,	 the	 ateliers	 and	 the	 studios	 become	 the	 spokesperson	 of	 personal	
stories	that	describe	Milan	and	its	complexity.	Museums	and	those	places	that,	
strictly	speaking,	still	aren’t,	are	working	together,	are	knowing	and	listening	
to	each	other:	each	one	offers	to	visitors	an	experience	which	is	congruent	with	
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the	ones	offered	by	the	others,	in	accordance	with	the	wide,	rich,	indispensable	
diversity	of	every	museum.

Computer	introductory	slides	of	the	Storie milanesi	website
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The	cover	of	the	2016	International	Demhist	Conference	brochure	highlights	the	fourteen	sites	
included	in	the	Storie milanesi	itinerary.
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The Milanese House Museums: Bagatti Valsecchi 
Museum, Boschi Di Stefano House Museum,  
Villa Necchi Campiglio, Poldi Pezzoli Museum

Annalisa	Zanni
Director	 of	 the	 Poldi	 Pezzoli	 Museum,	 Lead	 Partner	 of	 the	 Milanese	 House	
Museums	Network

The	house,	with	its	furnishings,	its	décor,	has	been	given	the	role	of	preserving	
the	memory	not	only	of	those	who	lived	in	it,	but	also	of	the	whole	of	society	
that	was	 the	backdrop	 for	 the	events	 that	 took	place	within	 its	walls.	All	 the	
objects	 that,	 together	 with	 the	 architectural	 structure,	 constitute	 the	 “house	
system,”	have	been	attributed	the	ability	to	attract	also	those	persons	who	would	
be	unlikely	to	set	foot	in	a	“classic”	museum.
The	heritage	preserved	and	displayed	in	house	museums	is	in	fact	not	only	tangible	
and	visible	(objects),	but,	even	more,	intangible	and	allusive	(habitability,	social	
rites,	“taste”).
These	places	preserve	and	protect	the	values	that	go	beyond	the	mementos,	often	
precious,	of	a	life,	or	of	many	lives,	intersecting	in	the	same	rooms:	values	such	
as	the	family	roles,	the	social	class,	the	taste	and	status	of	the	owners,	which	
underlie	the	structure	(symbolic	and	real)	of	the	house.
This	 is	possible	because	 the	house,	although	 the	product	of	a	small	group	of	
people	(a	family	or	more	generations,	an	individual,	different	families),	can	show	
a	 complex	 network	 of	 political,	 cultural,	 artistic	 and	 productive	 knowledge,	
thanks	to	its	potential	to	go	beyond	its	physical	and	formal	boundaries	and	enter	
a	vast,	super	personal	dimension.
The	house	museum	is	more	and	more	considered	a	significant	element	 in	 the	
construction	of	the	identity	of	an	area,	a	place	the	community	identifies	with,	
finding	in	it	its	own	roots.	A	place	able	to	communicate	the	uniqueness	of	its	
area,	 in	 such	a	way	 that	 even	 those	who	come	 from	another	culture,	 another	
country	 –	 precisely	 because	 of	 the	 characteristics	 of	 house	 museums	 –	 can	
understand	it.
The	Milanese	House	Museums	Network	 therefore	 represents	 an	 opportunity	
for	the	cultural	tourism,	helping	to	define	and	enrich	the	historical	and	cultural	
identity	of	Milan.
By	sharing	these	values	and	these	common	goals,	and	thanks	to	the	collaboration	
of	 its	members,	 the	network	 is	an	active	cultural	 institution	 that	can	offer	an	
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integrated	system	of	goods	and	services,	helping	to	define	and	revive	the	great	
cultural	role	of	our	city.

The House Museums network of Milan

Since	2008,	four	house	museums	in	Milan	–	Boschi	Di	Stefano	House	Museum,	
Bagatti	Valsecchi	Museum,	Poldi	Pezzoli	Museum	and	Villa	Necchi	Campiglio	
–	have	been	working	together	for	the	enhancement	of	the	four	institutions,	as	
well	as	of	their	urban	setting.
One	of	Milan’s	“unique”	characteristics	is	that	of	having	four	house	museums	in	
a	quite	small	area	of	the	city	centre.	These	museums	illustrate	the	town’s	history	
from	the	mid-19th	to	the	mid-20th	century	through	some	figures	of	the	aristocracy	
and	the	upper	middle	class	who	were	able	to	create	a	truly	fascinating	residential	
and	collecting	project.	Therefore,	in	2004,	Boschi	Di	Stefano	House	Museum,	
Bagatti	Valsecchi	Museum,	Poldi	Pezzoli	Museum	and	Villa	Necchi	Campiglio	
signed	a	programme1,	supported	by	the	Ministry	of	Culture,	the	Municipality	of	
Milan	and	the	Lombardy	Region,	establishing	a	network.	The	network	has	the	
aim	to	emphasize	and	promote,	preserving	the	individual	identity	of	each	house	
museum,	the	richness	of	meanings	that	only	art	collectors’	houses	can	illustrate,	
telling	their	own	story	and	the	history	of	the	Milanese	area.

The Four House Museums in Milan

Poldi Pezzoli Museum 
The	house	museum	opened	 in	1881,	 two	years	after	 the	death	of	 its	 founder,	
the	 nobleman	 Gian	 Giacomo	 Poldi	 Pezzoli	 (1822	 –	 1879),	 one	 of	 the	most	
enlightened	art	collectors	of	the	19th	century.	His	home	is	one	of	the	earliest	and	
most	successful	examples	of	historicism	in	Europe:	each	room	was	inspired	by	
a	specific	style	of	the	past	and	hosts	an	exceptional	selection	of	antique	artefacts.	
Valuable	paintings	from	the	14th	to	the	19th	century,	sculptures,	arms	and	armour,	
glass,	clocks,	porcelain,	carpets	and	tapestries,	furniture	and	jewellery	create	an	
extraordinary	collection,	donated	by	Poldi	Pezzoli	for	“public	use	and	benefit.”	

1	The	document	was	signed	in	November	2004,	agreeing	to	that	envisaged	in	the	A.D.P.	“Network 
of Milanese House Museums and Necchi Campiglio House Museum, renovation and preservative 
restoration works”	promoted	with	D.G.R.	no.	17014	of	6	April	2004	and	subsequently	signed	on	
5	March	2005	following	D.P.G.R.	no.	4978	of	5	April	2005.
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Most	of	the	house	decorations	were	destroyed	by	bombing	in	1943.	Today,	along	
with	the	historic	rooms,	restored	evoking	the	collector’s	taste,	there	are	many	
new	rooms,	artworks	and	settings,	such	as	 the	Armoury	designed	by	Arnaldo	
Pomodoro	and	inaugurated	in	2000.

Bagatti Valsecchi Museum
The	main	floor	of	Palazzo	Bagatti	Valsecchi	on	Via	Gesù	5	was	refurbished	in	
the	1880s	in	the	Neo-Renaissance	style	by	the	brothers	Fausto	(1843	–	1914)	
and	 Giuseppe	 (1845	 –	 1934)	 Bagatti	 Valsecchi	 to	 create	 their	 magnificent	
residence.	Here	 the	 two	Milanese	 noblemen	 displayed	 the	works	 of	 art	 they	
had	accumulated,	arranging	them	in	sumptuous	rooms	inspired	by	the	Lombard	
Renaissance	style,	in	a	fascinating	atmosphere.	Paintings	by	Old	Masters	such	
as	Giovanni	Bellini,	Bernardo	Zenale	or	Giampietrino,	majolica,	Renaissance	
glasswork,	15th-century	furnishings,	ivories,	jewellery,	antique	arms	and	armour	
are	the	rich	patrimony	of	this	house	museum	and	furnish	its	evocative	rooms.

Boschi Di Stefano House Museum 
The	Boschi	Di	Stefano	House	Museum	was	established	thanks	to	the	generosity	
of	Antonio	Boschi	(1896	–	1987)	and	his	wife	Marieda	Di	Stefano	(1901	–	1968).	
In	1973,	they	donated	to	the	Municipality	of	Milan	their	magnificent	collection	of	
contemporary	art,	with	clause	that	it	opened	a	museum	in	the	family’s	apartment	
in	 the	 building	 in	Via	 Jan	 15,	 designed	 by	 the	 architect	 Piero	 Portaluppi.	 In	
the	collection,	there	are	works	dating	from	Futurism	to	the	1950s:	by	Soffici,	
Boccioni,	Severini	and	Dottori,	by	the	“Novecento	Italiano”,	by	Mario	Sironi	(to	
whom	an	entire	room	is	dedicated),	by	Morandi	and	De	Pisis,	by	the	“Corrente”	
and	 the	Lombard	“Chiarismo”	movements.	 In	 the	central	 room,	works	by	de	
Chirico,	Campigli,	 Savinio	 and	 Paresce	 document	 the	 Italian	 contribution	 to	
the	Parisian	art	of	the	1930s,	while	another	room	is	entirely	dedicated	to	Lucio	
Fontana.	In	the	last	room,	the	most	recent	purchases	are	on	display,	including	an	
Achrome	series	by	Piero	Manzoni.

Villa Necchi Campiglio
Built	 by	 the	 Milanese	 architect	 Piero	 Portaluppi	 between	 1932	 and	 1935,	
commissioned	 by	 the	 sisters	 Gigina	 (1901	 –	 2001)	 and	 Nedda	 Necchi	
(1900	–	1993)	with	Gigina’s	husband,	Angelo	Campiglio	(1891	–	1984),	Villa	
Necchi	Campiglio	is	still	intact,	both	in	its	huge	garden	–	with	a	tennis	court	
and	a	 swimming	pool	–	and	 inside,	with	 its	 rich	 succession	of	 rooms.	This	
harmonious	whole,	made	up	of	architecture,	decorative	arts,	furnishings	and	
collections,	illustrates	the	high	standard	of	living	of	the	owners,	representatives	
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of	Lombardy’s	industrial	upper	class.	Furthermore,	the	service	areas,	offices,	
kitchens	 and	 bathrooms,	 still	 with	 the	 original	 equipment	 and	 systems,	
suitably	 represent	 the	 bustle	 of	 daily	 domestic	 activities.	 Two	 important	
donations	have	enriched	the	house	museum:	Claudia	Gian	Ferrari’s	collection	
of	artworks	from	the	early	20th	century	and	Alighiero	de’	Micheli’s	collection	
of	18th	century	paintings	and	decorative	art.

Methodological issues

In	order	to	proceed	with	a	correct	method,	updated	with	regard	to	international	
experiences,	with	the	support	of	the	Region	of	Lombardy,	the	new-born	network	
organized	in	Milan	in	May	2005	the	international	conference	House Museums 
in Milan: European experiences for a network project.	Maria	de	Jesus	Monge,	
Director	of	the	Museu	de	Casa	de	Bragança,	Paço	Ducal	de	Vila	Viçosa,	Portugal;	
Michael	Day,	Chief	Executive	of	Historic	Royal	Palaces,	London;	Tilmann	von	
Stockhausen,	Head	of	Marketing	and	Public	Relations	of	the	Stiftung	Preußische	
Schlösser	 und	 Gärten	 Berlin-Brandenburg	 were	 invited.	 Under	 the	 aegis	 of	
ICOM	 and	DEMHIST,	 curated	 by	 Rosanna	 Pavoni	 and	Annalisa	 Zanni,	 the	
conference	and	the	workshop	intended	to	focus	on	(and	subsequently	discuss)	
three	specific	themes:	the	identity,	the	sustainability	and	the	promotion	of	house	
museums.	A	census	of	them	had	been	made	according	to	five	categories:	houses	
of	collectors,	houses	of	artists,	houses	of	celebrities,	houses	with	a	specific	socio-
cultural	identity	or	of	ethno-anthropological	interest,	and	houses	dedicated	to	a	
style	and/or	a	period.	A	questionnaire	for	all	house	museums	in	Lombardy	was	
presented	(based	on	the	model	created	for	the	International Categorization and 
Census Project,	developed	for	DEMHIST	by	Rosanna	Pavoni).

The project

The	Milanese	 House	Museums	 Network	 was	 ready	 to	 start,	 with	 a	 detailed	
project	and	precise	goals:

1	 –	 Promote	 the	Milanese	 House	Museums	 Network	 and	 the	 knowledge	 of	
places	and	collections	through:

A	–	the	creation	of	special	itineraries	that	identify,	promote	and	enhance	the	
interweaving	themes
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B	–	the	design	and	realization	of	one identifying logo	and	of	a	website,	as	
well	as	information	material	for	the	promotion	of	this	cultural	offer
C	–	A	joint	event	in	April	–	May	2008	for	the	official	launch.

2	–	Promote	cultural	tourism	(local,	national	and	international)	by	proposing	an	
integrated	system	of	goods	and	services,	 in	partnership	with	 local	public	and	
private	institutions.

Working methods

Each	museum	had	appointed	one	or	more	representatives	who,	as	at	the	2005	
conference,	constituted	the	Working	Group,	which	had	the	task	of	identifying	
the	 operating	 procedures,	 according	 to	 the	 guidelines	 outlined	 and	 discussed	
in	the	November	2004	programme	document.	Specific	professionals	provided	
by	each	museum	carried	on	the	project:	Educational	Service,	Communication	
Office,	Press	Office,	and	Administrative	Office.
In	addition	to	the	logo,	the	website	and	the	information	material	distributed	to	
all	the	tourist	and	information	centres	in	Milan	and	Lombardy,	it	was	decided	to	
create	a	card,	valid	for	one	year,	allowing	the	visit	of	the	four	house	museums	
at	special	price	(€15.00	regular;	€10.00	reduced).

Cultural activities

Educational activities of the House Museums Network
Besides	 organizing	 guided tours for Italian and foreign groups,	 and	
participating	in	the	touristic	system	of	Milan	and	in	the	Milano Card project,	
in	recent	years	the	network	offered	many	educational	activities	and	exhibitions.

1	 – Educational tours for primary and secondary schools. Visiting	 the	
Milanese	house	museums,	children	discover	how	many	stories	a	house	can	tell:	
the	history	of	 the	people	who	 lived	 in	 these	beautiful	homes,	 the	 changes	 in	
lifestyles	and	in	habits.	They	enter	the	rooms	of	the	fascinating	buildings	and	
houses	where	masterpieces	from	different	times	have	been	gathered.
2	 –	The	Network	 has	 also	 carried	 out	 the	 training	 project	New Learning 
Week,	promoted	by	Lombardy	Region	and	supported	with	European	funds.	
This	 in	 partnership	with	 Scuola	 Superiore	 del	Commercio	 e	 del	Turismo,	
a	school	approved	by	the	Region	of	Lombardy	and	with	“Mobile People”	
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company,	which	developed	the	technological	part	of	the	project.	The	training	
project,	Abitare Milano: grammatica digitale per narrare la città	(Living	in	
Milan:	a	digital	grammar	to	narrate	the	town),	involved	the	Network	in	the	
training	of	students	 living	in	Lombardy	and	enrolled	in	public	and	private	
schools.
3	–	An	experimental	project	combining	study	and	work	for	high-school	students	
–	Studio e comunicazione di una istituzione museale	(Study	and	Communication	
of	a	Museum)	–	was	carried	out	between	2011	and	2013,	in	partnership	with	the	
Umberto	Boccioni	Art	School.
The	project	was	under	 the	aegis	of	 the	Regional	School	Office	of	Lombardy,	
of	the	Integration	Office	for	Education	Policies	and	of	the	School	Office	of	the	
Province	of	Milan;	its	main	aim	was	to	use	cultural	heritage	as	a	tool	for	training	
and	learning,	creating	strong	links	with	the	cultural	institutions	of	the	area.
4	–	Little Collectors, Big Collections – itinerary for families. The	Milanese	
house	 museums	 offered	 the	 itinerary	 Little Collectors, Big Collections	 for	
families	with	 children	 aged	 from	5	 to	 11.	 Purchasing	 the	Case Museo card	
at	 the	 Bagatti	 Valsecchi	 Museum,	 Poldi	 Pezzoli	 Museum	 and	 Villa	 Necchi	
Campiglio,	the	family	receives	a	map	for	discovering	the	collections	of	the	house	
museums.	Children	and	their	parents,	helping	the	picture	framer	Ambrogio	to	
solve	crosswords,	get	 a	 special	magnetic	 frame.	For	 those	who	complete	 the	
itinerary	in	the	four	house	museums	there	is	surprise.

Exhibitions

Unexpected Guests: yesterday’s houses, today’s design
Held	in	April	–	May	2010	in	collaboration	with	Cosmit,	Salone del Mobile,	the	
exhibition	was	curated	by	Beppe	Finessi.	Displaying	design	objects	in	a	dialogue	
with	 the	 furnishings	 and	 decorative	 artworks	 of	 the	 four	 house	museums,	 it	
created	“rooms	of	wonder”,	setting	the	new	millennium	items	among	carvings,	
stained	 glass,	 armour,	 fireplaces,	 saltcellars,	 inlays	 and	 bergères:	 over	 two	
hundred	objects,	a	fil rouge	between	past	and	present.

Days of Reading
The	 four	 house	 museums	 participated	 to	 the	Days of Reading	 promoted	 by	
the	Municipality	of	Milan	on	March	20	–	22,	2009	with	the	event	The House 
Museum Network: writers and the city.	Students	from	the	Piccolo	Teatro	read	
passages	from	books	telling	the	history	of	Milan	between	the	19th	and	the	20th	
centuries.
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Mercury and the Muses. Souvenirs for the Milanese House	Museums
In	this	workshop,	held	at	the	Polytechnic	University	of	Milan	(Product	Design	
course)	on	May	4	–	8,	2009,	students	developed	and	presented	a	project	for	the	
merchandising	of	the	four	house	museums.

The House Museums network and the territory

Di casa in casa (From House to House)
The	 “From	 House	 to	 House”	 project	 is	 inspired	 by	 the	 fact	 that	 the	 house	
museums	are	in	the	same	district	of	the	town:	the	area	between	Porta	Nuova	and	
Porta	Orientale	(or	Porta	Venezia).	
This	is	linked	to	the	presence	in	the	area	of	parks,	important	buildings,	aristocratic	
palaces,	 musical	 traditions,	 meeting	 places,	 historical	 shops	 and	 new	 –	 but	
very	 significant	 today	–	commercial	activities.	A	 tourist	 in	a	hurry	may	miss	
these	opportunities;	promoting	them	will	help	to	understand	the	historical	and	
human	characteristics	of	an	important	area	of	the	centre	of	Milan.	“Exploring”	
from	“house	to	house”	the	area	where	the	house	museums	are	located,	one	can	
discover	its	greatest	treasures:	antique	buildings,	artisans’	workshops,	traditional	
trades,	activities	for	children,	and	so	on.
An	 interactive	map	with	 lots	of	 information	and	audio/video	contents,	 easily	
accessible	and	downloadable,	will	guide	visitors	in	the	heart	of	the	district.
Five	videos	will	be	added	to	the	map:	one	as	a	general	introduction,	the	others	
dedicated	to	each	house	museum,	a	warm	invitation	to	visit	them.
Starting	from	each	house	it	will	be	possible	to	create	tailor	made	tours	that	might	
also	 involve	 the	 institutions	 in	 the	website	Storie Milanesi.	This	website	also	
includes	studios	of	architects	and	artists,	homes	of	writers	and	intellectuals,	thus	
expanding	the	range	of	places	of	interest	in	the	city	and	providing	unexpected	
detours	of	great	interest	and	importance.
As	 for	 the	 results,	 to	 the	people	 living	 in	Milan	 this	 app	will	 offer	 a	 greater	
awareness	 and	 a	 deeper	 knowledge	 of	 the	 town.	 To	 visitors	 and	 tourists,	 it	
will	 offer	 the	 opportunity	 to	 take	 a	walk	 through	 history,	 culture,	 traditions,	
constantly	escorted	by	a	friendly	and	professional	guide.	Visiting	the	collections	
of	the	house	museums	will	still	be	the	focus,	but	going	from	one	to	the	next	will	
be	a	fascinating	full	immersion	in	an	enjoyable	atmosphere	that	until	now	has	
not	been	fully	enhanced.
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1	 –	 2:	 Computer	 screen	 slides	 illustrating	 the	 project	 “Di	 casa	 in	 casa”:	 presentation	 and	 an	
example	of	the	proposed	cultural	tours.
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The Count’s Residence and Its Importance for Urban 
Development through the Centuries

Aina	Aske
Managing	director	for	Larvik	Museum,	Vestfoldmuseene,	Norway

Introduction	
The	eighteenth-century	British	feminist	writer	Mary	Wollstonecraft	undertook	
a	tour	in	Sweden,	Denmark	and	Norway	in	the	year	1795	and	visited	Larvik	on	
her	way.	Her	dramatic	description	of	nature	and	 topography	 is	 typical	 for	 its	
time:

Added	to	this,	nature	is	against	them,	the	bay	being	open	and	insecure.	I	could	
not	 help	 smiling	when	 I	was	 informed	 that	 in	 a	 hard	 gale	 a	 vessel	 had	 been	
wrecked	in	the	main	street.	When	there	are	such	a	number	of	excellent	harbours	
on	the	coast,	it	is	a	pity	that	accident	has	made	one	of	the	largest	towns	to	grow	
up	on	a	bad	one	(Wollstonecraft,	1889).

Larvik	town	was	in	the	periphery	of	European	urbanization	and	the	noble	and	
aristocratic	 culture.	On	 the	other	hand,	Larvik	was	not	 like	other	Norwegian	
towns.	 It	was	part	of	Larvikshire	between	1671	and	1805	which	 in	Northern	
Europe	 was	 considered	 to	 be	 something	 of	 a	 “state	 within	 the	 state”	 under	
Danish	absolutist	rule	(Hvinden-Haug,	2016).	Next	to	the	small	harbor	where	
Mary	Wollstonecraft	came	ashore,	lies	the	residence	of	the	Danish	noble	family	
Danneskiold-Laurvig,	erected	by	Norway’s	viceroy	Ulrik	Frederik	Gyldenløve	
in	1674.	The	count’s	residence	was	the	home	of	Danish	noblemen	until	1811	and	
purchased	by	Larvik	town	in	18211.
In	this	paper,	I	will	talk	about	two	issues:	How	working	with	a	3D	landscape	
model	has	provided	new	knowledge	about	the	relationship	between	a	historic	
house	and	the	nearby	town.	And	how	an	authoritative,	one-sided	presentation	
can	dominate	opinions	and	narration	through	a	century.
Starting	 in	 1919,	 the	 large,	 wooden	 and	 rather	 worn	 building	 was	 restored	
and	converted	into	a	house	museum.	The	fundamental	idea	for	the	restoration	
was	formulated	by	the	first	director	of	the	Norwegian	Directorate	for	Cultural	
Heritage,	Harry	Fett,	who	envisioned	a	national	memorial	to	Danish	noblemen	

1	Also	known	as	“Herregården”	–	the	Manor	House	–	in	Larvik.
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as	 part	 of	 his	 program	 to	make	 the	 union	 between	Denmark	 and	Norway	 a	
legitimate	 part	 of	 Norwegian	 history	 (Aske,	 2014).	 The	 building	 was	 listed	
in	1923	and	although	there	is	consensus	on	its	architectural	and	historic	value	
today,	it	has	always	been	controversial.	This	is	something	I	will	return	to	at	the	
end	of	the	paper.

A new perspective to an old story
A	few	years	 ago,	Larvik	municipality	and	Vestfold	museums	 initiated	a	plan	
to	complete	 the	 restoration	of	 the	count’s	 residence.	The	study	was	extended	
to	 include	 research	 on	 the	 original	 garden	 area	 that	 disappeared	 in	 the	 early	
1900s,	when	a	number	of	school	buildings	were	erected	on	the	ground.	We	also	
decided	to	have	a	closer	look	at	the	historic	and	structural	relationship	between	
the	count’s	residence	and	the	town.

1:	Larvik,	The	count’s	residence,	as	it	stands	today.

When	 it	 comes	 to	 research	on	 the	historic	building,	we	 rely	on	architect	and	
architectural	 historian	 Lars	 Jacob	 Hvinden-Haug	 who	 places	 it	 as	 a	 main	
example	of	Norwegian	Baroque	architecture	representing	the	new	social	elite	in	
17th	century	Norway	(Hvinden-Haug,	2008).	The	theoretical	basis	for	the	study	
of	 the	 relationship	between	 the	 town	and	 the	house	 is	 a	 functional-structural	
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framework	 from	 a	 comparative	 study	 of	 Norwegian	 urban	 history	 (Hjelle,	
2006)	 and	 similar	 research	 from	Denmark	 (Mikkelsen,	 2012).	We	 have	 also	
drawn	inspiration	from	a	research	on	Residenzstädte as	important	elements	in	
European	urbanization	processes2.
In	 2013	 the	 museum	 joined	 an	 EEA-project	 managed	 by	 the	 Norwegian	
Institute	of	Cultural	Heritage	Research	(NIKU)	together	with	Brama	Grodzka	
Teatr	NN	in	Poland3.	They	were	 looking	for	partners	 to	 reconstruct	historic	
towns	in	virtual	space,	together	with	the	historical	street	layout,	and	make	it	
available	in	the	form	of	3D	models	on	the	web.	The	project	gave	us	a	unique	
opportunity	to	get	acquainted	with	18th	century	Larvik,	when	the	town	was	at	
its	most	powerful.	The	museum’s	responsibility	was	to	provide	the	materials	
allowing	 to	create	 the	virtual	model,	and	we	chose	 the	year	1767	primarily	
on	the	basis	of	good	archival	sources.	A	crucial	criterion	for	our	museum	and	
NIKU	was	whether	the	model	would	be	credible.	This	depends	on	technical	
solutions	and	skilled	model	makers	of	course,	but	even	more	essential	is	the	
basic	work	with	historical	data	which	must	be	thorough	and	reliable.	In	order	
to	 reconstruct	 425	 single	 buildings	 and	 approximately	 100	 gardens	 critical	
analysis	was	 conducted	of	maps,	 photographs,	 drawings,	 existing	buildings	
and	infrastructure	and	archival	material.	The	most	important	source	was	the	
General	Fire	Insurance	Policy	for	Buildings	established	by	royal	decree	17674.	
This	 initial	 registration	and	valuation	gives	very	 specific	 information	about	
how	many	and	what	kind	of	buildings	existed	in	Larvik	and	information	on	
length	 and	width,	floors,	 number	of	 rooms,	 length	of	 fence,	 paneled	or	 not	
and	even	the	color	of	the	paint.	The	challenge	of	course,	is	that	most	houses	
are	 either	 replaced	by	newer	buildings	or	 completely	 removed,	 the	gardens	
have	disappeared	and	infrastructure	have	changed5.	The	exact	position	of	each	
house	within	a	plot	is	often	unknown	and	so	are	all	the	details	of	the	exteriors.	
In	 addition	 to	 archival	 material	 the	 model	 is	 based	 on	 knowledge	 about	
contemporary	vernacular	architecture.	As	an	interpretation	of	available	source	

2	 See	 for	 example	 Paul	M.	 Hohenberg	 and	 Lynn	 Hollen	 Lees,	The making of urban Europe 
1000 – 1994;	 Residenzstädte im Alten Reich (1300 – 1800). Urbanität im integrativen und 
konkurrierenden Beziehungsgefüge von Herrschaft und Gemeinde,	http://adw-goe.de/forschung/
forschungsprojekte-akademienprogramm/residenzstaedte/
3	The Wooden Treasure. Preserving heritage design future	was	implemented	in	2014	–	2015.
4	Membership	in	the	scheme	was	compulsory	for	house-owners	in	towns	and	an	evaluation	was	
carried	out	every	ten	years	up	to	1942.
5	Additional	 sources	 that	 offer	 insights	 into	 the	 buildings	 and	 other	 physical	 structures	 have	
applied,	like	the	Land Books	and	the	Probate Records.
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materials,	the	model	is	as	accurate	as	possible	within	the	project’s	time	limit6.	
The	model	has	an	information	layer	that	tells	about	the	town	and	its	people.	
The	project	is	documented	in	the	project	publication	with	a	general	paper	on	
wooden	architecture	in	Larvik	(Hvinden-Haug,	2016)	and	on	archival	source	
materials	(Aske	and	Stalsberg,	2016)7.

The town of Larvik has the most beautiful location
By	 Norwegian	 standards	 Larvik	 today	 is	 a	 moderately	 sized	 city	 with	 a	
population	of	43.000	located	in	the	county	of	Vestfold	to	the	southwest	of	Oslo.	
The	 historic	 landscape	 analysis	 features	 a	 long-term	 perspective	 from	 1398	
–	until	 today	 looking	 at	 the	 town’s	 properties,	 boundaries,	 infrastructure	 and	
buildings8.	Larvik	has	grown	up	on	land	that	was	part	of	an	estate	in	the	former	
county	of	Brunla,	developing	as	a	centre	through	Danish	nobility’s	investment	
in	commercial	activities	connected	with	forestry,	as	well	as	the	production	of	
timber	and	iron.
By	the	second	half	of	 the	17th	century	 the	 town’s	structure	was	 in	place	with	
urban	areas	and	quarters,	streets,	alleys,	houses	and	gardens.	However,	when	
acquiring	 the	 estate,	 viceroy	Gyldenløve	 commented	 that	 the	 town’s	 growth	
had	been	casual	and	out	of	control	(Berg,	1829).	Being	a	prominent	aristocrat	
with	ultimate	privileges	within	his	territory	he	had	the	authority	to	expropriate	
properties,	 but	 chose	 not	 to	 intervene	 with	 physically	 changing	 the	 town’s	
structure.	Instead	he	confiscated	an	estate	just	outside	the	town	centre,	that	was	
large	enough	to	realize	his	ambition	of	a	monumental	and	detached	residence	
with	a	surrounding	garden	(Hvinden-Haug,	2006).
In	 1692	 a	 regulation	 of	 the	 town	 was	 carried	 through	 in	 the	 shape	 of	 an	
invisible	 line	 drawn,	 not	 between	 urban	 and	 rural	 districts,	 but	 to	 separate	

6	Besides	research	on	comprehensive	source	material,	 the	construction	of	the	model	is	based	
upon	 co-operation	 with	 geo-engineers,	 3D-engineers	 and	 architects.	 In	 order	 to	 exchange	
data,	we	have	used	various	digital	platforms	and	one	of	 the	most	 important	has	been	a	GIS-
based	map	access.	The	model	was	built	using	 the	3ds	Max	modelling	software	 (http://www.
autodesk.com/products/3ds-max/overview),	 and	 was	 then	 exported	 into	 the	 Unity	 engine	
(https://unity3d.com/).	 GIS-platform:	 http://webhotel3.gisline.no/WebInnsyn_Larvik/Klient/
Vis/HistoriskeLarvik
7	Hvinden-Haug,	The wooden architecture of Larvik – development from the 17th to 1900;	Aina	
Aske,	Gro	Stalsberg,	“The	buildings	of	Larvik	in	Archival	Source	Materials”.	In	Drewniany Skarb	
(Wooden architecture) Project conclusion,	2016
8	We	have	adopted	elements	of	DIVE	Manual	dealing	with	description	and	interpretation.	The	
DIVE-analysis	addresses	some	of	the	challenges	which	are	encountered	when	viewing	historic	
and	cultural	environments	as	both	qualitative	and	functional	resources.	DIVE-manual	is	compiled	
by	the	Directorate	for	Cultural	Heritage.
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social	classes	in	Larvik	town.	The	bourgeoisie	and	the	count’s	high	officials	
with	 their	 families	 were	 supposed	 to	 live	 in	 one	 zone	 and	 the	majority	 of	
craftsmen,	skippers	and	sailors,	workers	and	day	laborers	and	their	families	in	
another.	The	first	zone	was	named	“the	proper	Larvik”	and	coincides	with	the 
Residenzstadt,	while	the	suburbs	were	named	“the	free	grounds”.	Inhabitants	
in	 the	 latter	were	 regarded	 as	 the	 count’s	 feudal	 tenants	 and	 subject	 to	 his	
residence.	They	were	exempted	from	taxes	and	paid	low	rates	for	their	plots	of	
land,	but	in	return	they	were	imposed	services	like	work	in	the	count’s	garden	
and	on	the	meadows	or	other	 improvements	 to	 the	count’s	private	property.	
The	boundary	was	extended	 in	1747	 to	 include	 the	new	trade	area	with	 the	
market	square.
A	mid-1700	text	describes	the	townscape	(Tank,	1934):

The	town	had	a	most	beautiful	location	by	the	sea	with	houses	along	the	shoreline	
and	between	the	surrounding	hills.	Nearest	the	shore	there	were	boathouses,	and	
behind	 these	were	 the	 finest	 and	 largest	 houses	 along	 the	main	 thoroughfare.	
Behind	these	again	were	smaller	houses	built	‘up	on	the	slopes	and	here	and	there	
among	the	hills.	The	church	is	located	at	the	eastern	end	of	the	town	on	a	cliff	
next	to	the	beach	where	you	can	go	ashore	close	by	the	count’s	residence.	The	
entrance	is	via	an	alley	towards	a	square	to	the	left	and	the	front	gate	leading	into	
the	courtyard	is	on	the	right.

The	garden	was	completed	in	1680	and	was	Norway’s	first	and	largest	Baroque	
garden.	Being	well	documented	in	written	sources	and	maps	it	appears	from	the	
dimensions	how	important	it	was	to	express	a	count’s	residence	at	a	European	
level.
Ideally,	according	to	baroque	visions,	Gyldenløve’s	residence	should	have	been	
built	at	the	end	of	the	main	street.	This	was	impossible	because	the	street	was	
not	 straight,	 but	 followed	 the	 curve	of	 the	 bay.	The	 count	met	 the	 challenge	
by	 placing	 his	 residence	 behind	 the	 town’s	 administrative	 center	 where	 the	
bourgeoisie	and	the	count’s	high	officials	lived.
Another	monumental	grip	was	the	Trinity	Church,	inaugurated	in	January	1677	
as	private	church	for	the	count	and	parish	church	for	town	residents.	Gyldenløve’s	
descendants	continued	the	urban	project	and	the	building	of	Larvik	Hospital	for	
the	elderly	and	poor	honest	workers	was	an	example	of	contemporary	growing	
social	awareness.
Over	 a	 century	 –	 from	 1671	 until	 1783	 –	 the	 landscape	was	 transformed	 for	
representative,	 economic	 and	 social	 purposes	with	 the	 count’s	 residence	 as	 an	
obvious	highlight	and	centre	for	a	wider	beautified	area.	The	zone	is	recognizable	
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on	maps	from	early	1800s9.	The	easy	access	to	cheap	labor	from	the	tenants	was	
probably	the	main	reason	why	the	counts	concentrated	urban	development	to	the	
outskirts	of	Larvik,	and	took	very	little	part	of	what	went	on	inside	the	town.	The	
count’s	 residence	was	 connected	 to	 a	 network	 of	 avenues,	 pavilions,	 pastures,	
summer	residences,	paths,	meadows	and	the	beech	wood	to	form	a	parklike	zone	
encircling	 the	 town	and	 separating	 the	urban	areas	 from	 the	 rural.	The	overall	
impression	of	Larvik	was	monumental	and	visible	 from	several	directions	and	
with	 its	 invisible	 town	walls	 it	was	also	a	 representation	of	 the	distribution	of	
power	and	powerlessness	in	Larvikshire.	18th	century	Larvik	was	in	many	ways	a	
prosperous	town	where	residents	–	both	rich	and	poor	–	had	greater	opportunities	
for	work	 and	were	 closer	 to	 continental	 politics	 and	 culture	 than	 elsewhere	 in	
Norway.	At	the	same	time,	it	was	a	town	with	deep	social	rifts	and	internal	tugs	
of	war	in	the	shadow	of	the	count’s	power.	The	landowner’s	privilege	to	extract	
services	from	the	residents’	in	the	suburbs	was	not	formally	abolished	until	1814.	
The	count	himself	was	increasingly	placed	beyond	the	sideline	by	his	own	civil	
servants	and	major	trade	partners,	until	1805	when	the	Danish	king	became	the	
new	owner.	He	sold	the	land	and	buildings	in	1817	to	four	local	investors,	thus	
spelling	the	end	of	the	aristocratic	privileges	associated	with	the	place.

2:	View	of	Larvik	(1785).

9	Kartverket,	Historic	maps.	Grevskapsmålinger	Vestfold	1812	9A12	5	and	1816	9B9	1.	Jarlsberg	
og	Larviks	Amt	nr.	17.	Kart	over	Laurvig	1813.
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Towards a revised narrative
Surveys	and	the	work	with	the	3D-model	have	thus	far	given	new	understanding	
within	 two	 areas	 to	 be	 included	 into	 the	 future	 planning	 of	 the	 count’s	
residence.	They	will	affect	every	aspect	of	long-term	planning	for	the	house	and	
surroundings	and	for	narration.

Divide and conquer
The	count’s	residence	with	garden	and	the	landscape	zone	was	important	for	the	
town;	visually,	aesthetically	and	as	a	symbol	for	one	of	the	absolute	monarchy’s	
power	bastions	in	Norway.	When	Larvik	town	bought	the	complex	the	purpose	
was	 to	 continue	 using	 it	 for	 public	 purposes.	 When	 the	 house	 finally	 was	
recognized	as	national	cultural	heritage,	the	garden	was	already	removed	and	the	
surrounding	landscape	developed.	A	monument	to	Danish	nobility	was	created,	
but	it	never	became	a	national	success.	The	narration	created	by	the	Norwegian	
Directorate	for	Cultural	Heritage	and	historians	seems	to	have	underpinned	the	
strong	existing	social	divisions	in	Larvik	instead	of	bridging	them.	The	house	is	
still	controversial;	this	was	made	clear	when	Larvik’s	politicians	recently	turned	
down	a	unique	opportunity	to	recreate	the	count’s	garden.	Even	though	the	city	
would	benefit	from	having	the	garden	both	as	a	recreational	area	and	attraction.
The	museums	alternative	and	our	 strategy	 to	 rebuild	 the	historic	 relationship	
between	 the	 house	 and	 the	 town	 is	 to	 reestablish	 the	 forgotten	 narrative	 of	
the	small	coastal	town’s	transformation	into	a	Residenzstadt;	its	meeting	with	
continental	 culture,	how	people	 coped	with	 regulations	 and	provisions	–	 and	
dramatic	 decisions.	How	 they	met	 newcomers	 from	Denmark,	Germany	 and	
other	places	in	Europe	and	how	foreigners	coped	with	the	culture	of	headstrong	
native	Norwegians.	To	do	 that	we	need	 to	 shift	 focus	 from	 the	counts	 to	 the	
people	who	actually	lived	and	worked	in	the	house	in	its	former	glory.

An empty house and an absent lord

A	stupid	kind	of	sadness,	to	my	eye,	always	reigns	in	a	huge	habitation	where	
only	servants	live	to	put	cases	on	the	furniture	and	open	the	windows.	I	enter	as	I	
would	into	the	tomb	of	the	Capulets,	to	look	at	the	family	pictures	that	here	frown	
in	armour,	or	smile	in	ermine.	The	mildew	respects	not	the	lordly	robe,	and	the	
worm	riots	unchecked	on	the	cheek	of	beauty	(Wollstonecraft,	1889).

Above	 tells	 Mary	Wollstonecraft	 about	 her	 encounter	 with	 count	 Wedel’s	
residence	 in	 the	neighboring	countship	of	 Jarlsberg.	 It	 is	 the	 lord’s	absence	
she	 describes,	 and	 it	 could	 just	 as	 easily	 have	 been	 in	 Larvik.	 The	 counts	
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were	 rarely	 present,	 perhaps	 only	 1	 –	 3	 times	 during	 their	 reign.	This	 fact	
was	a	challenge	and	a	constant	threat	to	the	balance	of	power.	The	house	was	
abandoned	by	its	master,	and	in	his	place	a	deputy	got	the	power	and	authority.	
The	 county	 steward	was	 formally	 placed	 in	 the	 west	 wing	 from	 1692	 and	
oversaw	both	the	count’s	territorial	privileges	and	the	king’s	rights.	He	was	in	
daily	contact	with	the	town’s	residents	and	it	was	his	work	to	oblige	the	tenants	
living	on	the	“free	grounds”	for	duties	in	the	count’s	garden	or	other	places.	
The	bustling	 activity	 that	 came	with	 the	 county	 steward’s	work	 and	 family	
stood	 in	great	 contrast	 to	 the	main	building’s	emptiness	and	darkness.	This	
ambiguity	must	be	taken	into	consideration	in	its	restoration	as	well	in	future	
interior	 exhibits.	 In	 further	work	 the	 count’s	 high	 official,	 the	 townspeople	
and	farmers	who	delivered	food,	goods	or	work	deserve	our	attention,	not	to	
displace	those	who	actually	owned	the	building,	but	to	fill	a	hole	and	a	missing	
link	in	the	narrative.
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The Casa Martelli Museum in Florence, an Example of 
Interaction with the Urban and Social Landscape 

Monica	Bietti
Director	 of	 the	Medici	 Chapels	Museum	 and	 of	 the	Museum	 of	 Casa	Martelli,	
Florence,	Italy

1:	Florence:	Bird’s-Eye	View	of	 the	Basilica	 of	San	Lorenzo	 and	 the	Entire	Surrounding	 and	
Bordering	Area.

I	introduce	my	presentation1	with	the	image	of	this	Bird’s-Eye View of the Basilica 
of San Lorenzo and the Entire Surrounding and Bordering Area	 (photo	1):	 the	
basilica	is	visible	along	with	Michelangelo’s	New	Sacristy;	the	Old	Sacristy	by	
Brunelleschi;	the	campanile	built	for	the	Electress	of	the	Palatinate	Anna	Maria	
Luisa,	the	last	of	the	Medici	dynasty.	Not	far	away	are	two	structures,	significant	
for	the	area’s	history:	the	Medici	(later	Riccardi)	Palace;	and	for	its	economy:	the	
central	market.	The	houses	belonging	to	the	Martelli	family,	who	established	their	
main	branch	here	in	1627,	are	difficult	to	pick	out	from	above,	blending	in	with	the	

1	I	am	grateful	to	Rosanna	Pavoni	and	Gianluca	Kannès	for	having	invited	me	to	this	conference,	
and	also	to	Paola	D’Agostino,	Director	of	the	Bargello,	for	allowing	me	to	participate	in	the	name	
of	the	Ministry	of	Cultural	Heritage,	Activities	and	Tourism.
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surrounding	urban	landscape.	The	palace,	which	was	unified	in	the	18th	century	
with	a	suitable	façade,	is	located	at	number	8	on	a	narrow	street	in	the	historic	
centre	of	Florence	–	now	Via	Zannetti,	once	called	Via	della	Forca	–	on	the	block	
bordered	by	Via	Cerretani,	Borgo	and	Piazza	San	Lorenzo,	Piazza	Madonna	degli	
Aldobrandini	and	Via	dei	Conti,	 in	a	prime	 location	 just	a	stone’s	 throw	away	
from	the	Duomo.	From	above	its	interaction	with	the	urban	landscape	is	evident,	
and	the	place	is	fully	integrated	within	the	setting,	thanks	also	to	its	indissoluble	
connection	with	San	Lorenzo,	marked	by	a	secret	private	passage	that	goes	from	
the	palace	to	the	old	family	chapel,	located	in	the	left	transept	of	the	basilica.

2:	Giovan	Battista	Benigni,	The Martelli Family: Inside the Parlor with a Cup of Chocolate,	(1777).

The	next	image	(photo	2)	reproduces	the	famous	painting	by	Giovan	Battista	
Benigni,	 The Martelli Family: Inside the Parlor with a Cup of Chocolate	
(1777),	exhibited	in	the	first	room	of	the	picture	gallery.	This	is	the	image	with	
which	 the	Martellis	 present	 themselves	 and	welcome	visitors	 to	 the	 building	
that	was	home	 to	 their	 family	until	1986.	Three	generations	are	portrayed	 in	
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a	room	of	the	picture	gallery	that	from	the	mid-17th	until	the	end	of	the	18th	
century	 constituted	 an	 example	 of	 a	 Florentine	 private	 collection,	 up-to-date	
also	 on	what	was	 new	outside	 the	 city.	And	 it	 is	 this	mixture	 of	 a	 domestic	
atmosphere,	consisting	of	utilitarian	objects	and	real	life,	and	at	the	same	time	of	
the	quality	and	cultural	importance	of	the	collection,	sprinkled	with	‘pearls’	that	
the	old	guides	of	the	city	of	Florence	do	not	fail	to	mention	(Piero	di	Cosimo,	
Domenico	Beccafumi),	that	one	breathes	in	the	Martelli	House.

3:	Donato	di	Niccolò	di	Betto	Bardi,	known	as	Donatello	 (attr.)	The Golden Griffin on a Red 
Field,	Family	coat	of	arms	(Casa	Martelli).

Lastly,	The Golden Griffin on a Red Field, the Family Coat of Arms	(photo	3)	
occupies	the	armorial	bearing	attributed	to	Donatello,	a	copy	of	which	greets	
visitors	at	the	top	of	the	staircase.	The	work,	the	original	of	which	is	now	in	the	
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National	Museum	of	 the	Bargello,	was	purchased	by	 the	 Italian	State	 (1999)	
from	 the	Florentine	Curia,	which	had	 inherited	 it	 together	with	 the	palace	as	
a	 bequest	 from	Francesca	Martelli	 (1986),	 the	 family’s	 last	 descendant.	This	
purchase,	related	to	resolution	of	the	inheritance	of	Ugo	Bardini,	thanks	to	the	
then	Minister	Antonio	Paolucci,	brought	about	the	subsequent	donation	of	the	
Martelli	 estate	 to	 the	 Italian	State	 (1999)	 and	 the	 start	 of	 the	 renovation	 and	
retrofitting	work	that	allows	it	to	be	used	and	enjoyed	today.
For	centuries,	the	Martellis	were	among	the	crème	of	Florence’s	residents.	The	
family’s	economic	and	cultural	fortunes	had	their	first	period	of	splendour	in	the	
15th	century,	when	they	not	only	were	merchants	but	also	become	bankers	and	
managed	the	affairs	of	the	Medici	family,	of	whom	they	were	political	supporters.	
In	this	period,	they	supported	the	arts,	becoming	patrons	of	Donatello,	to	whom	
they	commissioned	several	sculptures,	including	the	St. John the Baptist,	done	
in	the	studio	and	the	Armorial Bearings,	works	now	at	the	Bargello.
But	 it	 was	mainly	 starting	 in	 the	mid-17th	 century	 and	 throughout	 the	 18th	
century,	when	the	family	achieved	its	very	high	social	status,	that	the	creating	
of	the	picture	gallery	began	and	developed,	with	works	that	bear	witness	to	the	
interest	in	the	Florentine	art	scene	and	the	attention	to	the	grand	ducal	collections,	
but	 also	 the	 family’s	 appreciation	 for	 the	 trends	 taking	hold	outside	 the	 city,	
and	which	therefore	constituted	novelties	and	rarities:	the	Neapolitan	Baroque	
(Salvator	Rosa	and	Luca	Giordano),	the	Caravaggisti	(Orazio	Borgianni),	and	
the	Roman	landscape	painting	of	the	early	18th	century	(with	painters	such	as	
Locatelli,	Zuccarelli,	Anesi).	The	Martellis	implemented	a	policy	of	acquisitions	
and	purchases	that	enriched	their	collection,	thanks	to	the	initiatives	of	some	of	
the	family	members	who	were	particularly	enlightened	art	lovers,	or	to	fortuitous	
events	that	were	fortunate	from	a	cultural	fallout	perspective,	for	example	the	
acquisition	of	groups	of	works	 that	 anonymous	or,	 in	 some	cases,	 illustrious	
debtors	of	the	‘Martelli	banks’	sent	as	payment,	or	paintings	in	the	Nordic	style,	
including	the	two	rural	scenes	by	the	workshop	of	Pieter	Bruegel	the	Younger,	
which	Marco	acquired	during	his	exile	in	Dijon.
The	importance	of	the	painting	collection	would	still	not	be	fully	appreciated,	
however,	were	it	not	accompanied	by	its	charming	setting:	rooms	interwoven	
with	family	life,	celebrated	also	in	the	vaulted	ceiling	frescoes,	with	furnishings	
that	reflect	the	tastes	of	the	owners;	rooms	in	which	it	is	easier	to	fool	the	passage	
of	time,	and	to	imagine	them	populated	by	their	old	dwellers,	conversing	in	the	
yellow	parlour	or	being	entertained	with	music	in	the	ballroom.
The	interaction	and	the	simulation	between	the	real	landscape	and	that	portrayed	
inside	begins	in	the	entrance	hall,	where	the	trompe	l’oeil	decoration	marked	by	
a	heavy	curtain	reveals	the	relationship	between	the	house	and	the	outside	with	
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an	illusionistic	play	of	the	multiplication	of	space.	Of	similar	style	are	a	number	
of	rooms	on	the	ground	floor,	in	which	the	illusion	of	being	in	idyllic	settings	
brings	a	surplus	of	suggestion	to	the	astonished	eye	of	the	viewer,	striking	to	
all	of	 the	senses.	The	pictorial	artifices	of	 the	 jardin d’hiver	create	a	berceau	
of	grapes	from	which	more	or	 less	exotic	animals	peep	out,	such	as	a	parrot,	
a	peacock,	 a	monkey;	arches	of	plants	 frame	views	with	bubbling	 fountains;	
herms	painted	in	faux	stone	support	real	architectural	elements	of	the	old	15th-
century	 structure	on	which	 the	vault	 rests.	And	one	 still	 sees	 the	 joke	of	 the	
ruins	in	the	embracing	and	romantic	atmosphere	of	the	‘sylvan’	room,	with	the	
pink	sky	of	a	sunset	that	induces	one	to	enjoy	the	coolness,	accentuated	by	the	
Carrara	marble	bathtub,	with	running	water.
An	invitation	to	the	palazzo	is	thus	somewhat	of	an	invitation	‘home,’	where	the	
visitor,	a	new	adept	of	the	Grand	Tour,	is	welcomed	as	a	guest	to	discover	and	
enjoy	the	treasures	of	the	Martelli	family,	opened	to	the	public	after	an	expert	
restoration	of	the	rooms	that	has	preserved	the	place’s	character.

The Works 
When	I	was	put	in	charge	of	this	complex,	and	subsequently	appointed	director	
of	the	museum,	I	already	knew	many	of	its	historical	and	artistic	aspects,	having	
worked	with	Silvia	Meloni	in	the	listing	of	the	building	and	its	contents	following	
the	death	of	the	last	descendant.	I	immediately	wondered	what	kind	of	museum	
it	could	become.	In	the	past,	there	had	been	a	proposal	for	moving	the	Costume	
Museum	here,	which	was	 later	abandoned.	The	more	 I	knew	about	 the	place	
and	its	history,	the	more	I	thought	that	its	calling	should	be	that	of	becoming	
a	 “museum	 of	 itself,”	 and	 with	 this	 in	 mind	 I	 enthusiastically	 accepted	 the	
challenge,	supported	by	a	staff	of	people	who	immediately	grasped	the	meaning	
of	 the	 project.	Years	 passed	without	 any	 funding,	 in	which	 potential	 patrons	
came,	looked	and	ended	up	leaving,	wishing	us	all	the	best...	We	studied	and	we	
perused	the	archives	and	every	nook	and	cranny	of	the	building,	which	had	been	
stripped	of	almost	everything	that	testified	to	the	passing	of	the	everyday	life	
of	a	family.	The	official	part	of	that	life	remained,	represented	by	the	paintings	
and	various	collections	of	medals	and	objects;	almost	nothing	remained	of	the	
family’s	private	 life.	Then	came	the	first	funding,	followed	by	others,	always	
small,	but	such	that	it	was	possible	to	begin	the	project	and	move	it	forward.	
It	was	2001,	and	we	had	already	organized	two	key	works:	the	inventory	and	
photographic	documentation	of	all	 the	objects	and	 the	rooms	where	 they	had	
been	found;	and	the	systematic	research	(in	the	Florence	State	archives,	where	
very	appropriately	the	family	records	had	been	filed	in	1986)	among	the	Martelli	
documents	in	order	to	learn	about	the	construction	of	the	building,	the	birth	of	
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the	art	collection,	the	customs	and	habits	of	the	family,	also	in	relation	to	the	San	
Lorenzo	district,	where	the	building	is	located.	The	work	performed	by	a	study	
team	 that	 analyzed	 the	 rich	 archives	 of	 the	Martelli	 family	was	 fundamental	
for	the	restoration and retrofitting of the building,	work	that	was	necessary	
before	it	could	be	opened	to	the	public.	References	were	found	in	the	old	papers	
to	 old	works	 in	 parts	 of	 the	 building	 in	which	 it	was	 possible	 to	 insert	 new	
works	and	to	find	unexpected	passages	that	allowed	us	to	the	conduits	and	the	
necessary	 equipment	 into	 existing	 open	 areas,	 without	 destroying	 anything.	
Thus,	it	was	possible	to	carry	out	the	retrofitting	works	(and	those	who	work	
in	museums	or	public	places	know	what	I	mean)	so	as	not	to	distort	the	nature	
of	the	rooms	that	have	thus	maintained	their	aura,	with	the	old	tapestries,	the	
worn	floors	and	the	lighting	system	with	low	lights,	just	as	we	had	found	them.	
The	goal	of	restoring	and	renovating	the	first	floor	and	part	of	the	ground	floor,	
in	order	to	start	the	activity	and	then	promote	it	and	make	it	work	by	making	it	
economically	productive,	was	reached	in	2009,	when	the	museum	was	opened	
to	the	public.

The stages and the steps
After	evaluating	the	project	by	means	of	a	SWOT	analysis	(Palazzo Martelli: 
an old house-museum in the heart of Florence, 2001),	which	pointed	out	 the	
criticalities	and	positive	effects	also	on	 the	area,	also	 for	 the	purposes	of	 the	
possible	 obtaining	 of	 European	 funds,	 the	 overall	 planning	 was	 begun	 for	
proceeding	with	the	renovation	of	the	building	for	its	new	use	in	relation	to	its	
fundamental	territorial	dimension.
In 2009,	 the	 museum	 was	 inaugurated	 with	 an	 exhibition	 layout	 that	 has	
maintained	 the	 character	 of	 the	 first-floor	 picture	 gallery	 and	 exploited	 the	
monumental	rooms	on	the	ground	floor.	Many	rooms	on	the	second	floor	await	
renovation	that	could	easily	accommodate	another	important	Florentine	painting	
collection	(that	of	the	Feroni	marquises),	originally	located	a	stone’s	throw	from	
Palazzo	Martelli,	 and	now	 in	 storage	 in	 the	Uffizi	 and	never	 displayed.	This	
placement,	very	consistent	for	the	type	of	works	and	the	historical	period	of	the	
two	collections,	would	lead	to	the	public	knowledge	also	of	what	was	once	one	
of	 the	greatest	Florentine	collections.	Palazzo	Martelli	could	thus	take	on	the	
role	of	“museum	of	private	collections	in	Florence,”	an	element	of	great	interest	
that	is	completely	lacking	in	the	framework	of	the	city’s	museums.



45

SWOT ANALYSIS

STRENGTHS WEAKNESSES
Availability	 of	 historical,	 artistic	 and	 cultural	

resources	and	heritage	of	international	importance	
Existence	 of	 possible	 integration	 of	 cultural	

heritage	 and	 economic	 activities	 related	 to	 the	
promotion	and	utilization	of	the	cultural	heritage	

Cultural	projects	that	require	the	involvement	of	
different	public	and	private	bodies	and	institutions,	
also	beyond	the	national	level	

Collateral	promotional	actions	of	a	scientific	and	
informational	nature	with	the	use	of	the	rooms	

Availability	of	significant	shares	of	the	cultural	
heritage	still	exploitable

Participation	 of	 private	 individuals	 and	
organizations	 in	 the	 preservation	 or	 restoration	
cycle,	 promotion,	 use	 and	 management	 of	 the	
cultural	heritage	

Location	 in	 an	 area	 easily	 reached	 by	 public	
transport,	situated	a	short	walk	from	the	Duomo,	the	
train	station	and	the	convention	centre	

Complete	integration	into	the	surrounding	urban	
fabric	with	direct	physical	and	historical	connections	
with	the	cultural	landmarks	in	the	area	(Basilica	of	
San	Lorenzo,	Medici	Chapels,	Laurentian	Library)	

State	 of	 relative	neglect	 of	
the	 architectural	 structure	 and	
rooms,	requiring	technical	and	
functional	adaptation	

Poor	 endowment	 of	
services	 for	 the	 use	 of	 the	
cultural	heritage	

Limited	 economic	 return	
due	 to	 necessarily	 limited	
tourist	 flow	 in	 the	 historical	
rooms	

Poor	capacity	of	the	public	
administration	 in	 supporting	
the	development	of	the	project	

Limited	 opportunities	 for	
use	 of	 media	 and	 information	
in	the	field	

OPPORTUNITIES THREATS 
Redevelopment	of	a	complex	tied	to	the	historic	

district	of	San	Lorenzo	
Recovery	of	the	knowledge	of	Florentine	history	

with	the	living	testimony	of	 the	“noble	house,”	its	
customs	 and	 traditions	 from	 the	 17th	 to	 the	 20th	
century	

“Use”	of	 the	museum	and	of	 the	 rooms	of	 the	
house	through	a	differentiated	and	mixed	utilization,	
in	keeping	with	what	is	happening	abroad	

Positive	 trend	 in	 international	 cultural	 and	
conference	tourism	

Increasing	 use	 of	 information	 technology	 as	 a	
tool	 to	 support	 the	 processes	 of	 development	 and	
internationalization	of	the	sector	

Inadequate	 response	of	 the	
government	with	regard	to	 the	
development	 of	 innovative	
policies	 in	 the	management	of	
the	cultural	heritage	

Degradation	 and	 loss	 of	 a	
portion	of	the	heritage	
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Over	the	years,	the	project	has	moved	forward,	and	preservative	and	restoration	
work	was	carried	out	on	the	collections	and	on	the	wall	decorations	of	the	rooms,	
recovering	also	spaces	that	had	long	been	used	as	shops	and	whose	walls	had	
been	whitewashed	and	used	improperly.
Scientific	work	has	also	been	carried	out	in	the	museum	that	aims	at	furthering	
knowledge	of	the	rooms	and	collections.	For	the	first	time	in	Italy,	a	comparative 
scientific technical documentation of the entire collection of paintings	was	
carried	out,	with	photographic	images	in	visible	light	(front	and	back),	oblique	
light,	UV,	IR,	and	false	colours,	for	the	purposes	of	the	“recognition”	of	their	
preservative	 condition	 and	 their	 constituent	 characteristics,	 which	 will	 be	
essential	in	the	publication	of	the	general	catalogue,	which	is	still	in	preparation.	
This	survey,	 read	by	expert	 restorers,	was	used	 to	obtain	 information	on	past	
restoration	techniques,	as	the	documents	on	this	provided	information	only	on	
the	restorers	and	the	years	when	the	work	was	done.
The	investigative	work	on	the	collections	was	made	known	through	the	online 
publication of the inventory	of	the	entire	collections	as	well	as	of	a	detailed	
catalogue of the paintings, sculptures and medals,	so	as	to	make	them	widely	
available,	as	a	result	of	which	new	information	was	collected	on	the	artists	and	
artisans	who	worked	for	the	Martellis.	
With	the	aim	of	reaching	a	wider	audience,	a	multimedia	product	was	created,	
with	the	help	of	the	Ente	Cassa	di	Risparmio	di	Firenze,	which	is	innovative	for	
its	technical	results	and	the	interpretation	of	details,	as	well	as	for	the	way	in	
which	the	information	is	provided	in	Italian	and	English.	It	is	a	virtual tour with	
spherical	panoramas,	which	won	several	important	awards	for	its	high	quality	
(www.polomuseale.firenze,it/martellitour/tour.hotmail).
In	 2015,	 the	 guide to the palazzo and to the collections	 on	 display	 was	
published,	and	the	publication	of	an	English	edition	is	scheduled	for	2016.
A	sticking	point,	preventing	a	better	appreciation	of	the	museum,	is	the	limited	
opening	time,	due	to	the	lack	of	dedicated	staff.	Being	able	to	count	immediately	
on	 the	Medici	 Chapels	Museum	 (one	 of	 the	most-visited	 state	museums	 in	
the	 city),	 located	 very	 near	 to	 the	 palazzo	 and	 connected	with	 it	 as	 part	 of	
the	Basilica	di	San	Lorenzo	complex,	has	provided	the	possibility	of	limited	
opening	hours	(Thursday	afternoon,	Saturday	morning	and	the	Sundays	when	
the	Medici	 Chapels	 are	 open).	 The	Medici	 Chapels	Museum	 staff	was	 first	
supported	by	a	group	of	guards	from	the	Uffizi,	and	later	by	volunteers	from	the	
Associazione	Amici	dei	Musei	Fiorentini	(Friends	of	the	Florentine	Museums).	
At	 the	moment,	 the	museum	does	not	 require	 a	 ticket,	 and	guided	 tours	 are	
scheduled	each	hour	(on	the	days	indicated	above)	in	groups	of	maximum	20	
people.
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In	support	of	the	Museum,	in	2012	a	non-profit	organization	was	created,	the	
“Amici dei musei di Palazzo Davanzati e Casa Martelli”	 (Friends	 of	 the	
Palazzo	Davanzati	 and	Martelli	 House	Museums),	 which	 has	 approximately	
500	supporters.	This	Association	makes	it	possible	to	organize	various	kinds	of	
cultural	activities	(music,	literature,	theatre,	culinary	art,	conferences	held	in	the	
premises	about	the	collections	and	their	relations	with	the	dominant	Florence	
elite).	The	activities	at	 the	museum	bring	 to	 light	 the	past	history	 in	 relation	
to	 the	present	 history	 in	 a	 narrative	made	up	of	 eloquent	 images	 taken	 from	
the	comparison	that	brings	to	life	the	history	of	the	place	and	its	life	inside	and	
outside,	thus	enhancing	the	knowledge	of	the	house	and	its	former	inhabitants.	
Vintage	photos	of	people,	material	life	objects,	furnished	rooms	show	how	much	
the	inner	life	of	the	noble	house	would	open	up	to	the	outside,	also	through	works	
of	mercy.	The	proposing	of	musical events	links	the	house	with	the	past	and	with	
the	present.	Young	artists	are	invited	to	practice	their	skills;	the	relationship	with	
other	institutions	links	the	place	with	the	city	and	the	cultural	landmarks	of	the	
district,	attracting	a	diverse	public.	The	Association	promotes	the	relationship	
between	the	museum	and	the	people,	creating	a	virtuous	circle.	Cooperation 
with outside institutions (churches,	the	Florence	Opera	del	Duomo,	libraries,	
universities	 and	 other	 museums)	 as	 well	 as	 with	 the	 artistic	 and	 economic	
activities	taking	place	in	the	neigbouring	area	create	continuous	exchanges	and	
stimuli	 that	make	 the	 place	 ideal	 for	 the	 promotion	 and	 development	 of	 the	
social	 landscape.	Due	 to	 scheduling	 choices	 and	by	necessity,	 the	 events	 are	
concentrated	on	Thursday	afternoons	and,	in	special	cases	only,	are	also	held	on	
Saturday	mornings.	The	program	is	called	“Thursdays	at	the	Martelli	House.”	
Normally	the	room	where	the	events	are	held	(the	ballroom,	which	can	hold	80	
people)	is	full,	and	the	events	are	greatly	appreciated.

Relationship with the urban and local landscape
Since	 the	 Museum	 opened,	 many	 changes	 have	 had	 a	 positive	 impact	 on	
the	 transformations	 of	 the	 environment	 and	 on	 production	 and	 commercial	
activities	in	the	area.	Alongside	the	public	part,	which	soon	brought	its	fruits	to	
the	surrounding	landscape	with	a	greater	attention	to	the	decorum	of	the	street	
(thanks	 also	 to	 the	works	 by	 the	Municipality	 of	 Florence	 on	 the	 pavement	
and	 on	 waste	 collection),	 there	 was	 a	 subsequent	 and	 continued	 increase	 in	
commercial	and	production	activities.
The	Martelli	House	Museum	thus	intends	to	be	a	place	that	has	experienced	the	
ability	 to	promote	and	develop	 the	“human	 landscape”	 tied	 to	 the	Florentine	
neighbourhood	 in	 which	 it	 is	 located	 and	 to	 the	 Basilica	 of	 San	 Lorenzo,	
to	which	 it	 is	 linked	 by	 its	 ancient	 history	 as	well	 as	 by	 a	 “secret”	 passage,	
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almost	an	umbilical	cord,	which	allowed	the	family	to	reach	their	chapel	inside	
the	 basilica.	This	 close	 relationship	 between	 “neighbours”	 has	 been	 stressed	
repeatedly	in	history	by	disputes,	clarifications,	decisions	regarding	the	duties	
and	the	presence	of	members	from	the	Martelli	family	among	the	high	prelates	
of	the	basilica.	The	family	chapel	that	still	exists	in	the	Basilica	of	San	Lorenzo	
is	one	of	 the	oldest	and	most	 important	chapels,	because	 it	dates	back	 to	 the	
time	of	Brunelleschi	and	saw	Niccolò	Martelli,	in	the	capacity	of	a	“Operaio”	
(i.e.	holder	of	the	rights	to	sell,	purchase	and	build	the	basilica),	and	later	his	
heirs,	 build	 the	 chapel	 and	 decorate	 it	 according	 to	Brunelleschi’s	 very	 own	
instructions,	with	a	painting	by	Filippo	Lippi,	an	emblem	of	the	height	of	the	
Renaissance.
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The FAI (Fondo Ambiente Italiano) and the Campatelli 
House and Tower: from the Middle Ages to the 20th Century, 
a Paradigm of Cultural and Social Topics in the Heart of 
San Gimignano

Lucia	Mannini
PhD,	 Independent	 researcher	 and	 FAI	 consultant	 for	 the	 reinstallation	 of	 the	
Campatelli	House,	San	Gimignano,	Italy
Lucia	Borromeo
Head	of	the	Culture	and	Research	Office	of	the	FAI.	Milan,	Italy

Lucia Mannini

The	Campatelli	House	and	Tower	(“Torre	e	Casa	Campatelli”),	owned	by	the	
FAI1,	was	opened	to	the	public	on	April	16,	2016.
Situated	within	 the	walls	 of	San	Gimignano2,	 the	house	 takes	 its	 name	 from	
the	Campatelli	family,	who	lived	there	from	the	beginning	of	the	19th	century,	
farming	the	lands	nearby.	It	stands	at	the	heart	of	the	medieval	city,	a	monumental	
tower	that	is	one	of	the	few	surviving	in	its	original	size,	but	also	a	wealth	of	
documentation	on	the	19th/20th	century	life	of	its	residents:	unique	aspects	which	
led	the	FAI	to	use	an	intercultural	approach	for	the	restoration,	reinstallation	and	
promotion	project,	attested	by	the	different	experts	and	technicians	involved.
The	FAI	acquired	the	house	by	means	of	a	donation	from	Lydia	Campatelli	in	
2005.	The	first	goal	of	 the	work	done	by	the	FAI	on	the	Campatelli	House	–	
through	the	involvement	of	a	large	team	–	was	the	structural	restoration	of	the	
building.	Following	this	–	along	with	historical	 research,	but	also	with	wider	
research	concerning	the	cultural	offerings	of	San	Gimignano	(inundated	by	3.5	
million	visitors,	who	are	often	poorly	prepared,	and	lacking	a	place	designed	
as	 an	 introduction	 to	 the	 town’s	 history)	 –	 the	 project	 proceeded	 with	 its	
“interpretation.”	Choices	were	made	 in	 complete	 respect	 of	 the	 property,	 its	
history,	its	structural	elements,	etc.,	that	in	changing	the	use	of	the	building	from	
a	house	to	a	museum	transformed	in	part	the	appearance	of	the	rooms.	Following	

1	The	FAI	(Fondo	Ambiente	Italiano)	is	a	private	non-profit	organization	with	the	aim	of	protecting	
Italy’s	heritage.	It	has	a	number	of	properties	including	castles,	gardens,	monastic	buildings	and	
other	cultural	assets,	spread	 throughout	Italy.	The	organization	was	established	 in	1975	on	 the	
model	of	the	British	National	Trust.
2	San	Gimignano,	province	of	Siena.
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an	analysis	of	the	property	and	its	setting,	it	was	agreed	that	it	required not only 
a “conservative” renovation, but also an “interpretation” of its spaces,	so	
that	 they	might	became	 tools	 for	understanding	 the	natural	 landscape	of	San	
Gimignano,	and	also	of	the	“human	landscape”	that	has	inhabited	Tuscany	in	
the	recent	past.	This	 is	 the	methodological	perspective	 that	we	present	 today,	
and	which	we	submit	as	a	topic	of	discussion.
The	house	is	on	two	floors:	each	has	its	own	setup,	harmonious	and	consistent	with	
the	other,	but	different	in	style	and	in	the	way	they	are	used.	The	recommended	
route	for	visitors	starts	from	the	second	floor,	where	videos	introduce	them	to	
the	 history	 of	 San	Gimignano	 and	 the	Campatelli	Tower,	 and	 then	 proceeds	
to	the	first	floor,	where	the	“lived	in”	house	is.	On	the	second	floor	the	visit	is	
restricted,	and	on	the	first	it	is	open;	on	the	second	floor	visitors	watch	and	listen	
to	the	video	following	a	given	route,	while	on	the	first	floor	one	can	visit	the	
rooms	and	read	the	information	cards	individually.
On	 the	first floor	 the	 house	 is	 restored	 to	 its	 19th/20th-century	 appearance.	
While	 the	 second	floor	 acts	 as	 an	 introduction,	 the	first	 floor	 provides	 a	 full	
immersion	into	a	precise	geographical	and	social	context	and	a	precise	historical	
moment:	the	protagonist	is	the	Campatelli	family	in	the	events	of	its	19th/20th-
century	history.	The	second	floor	is	focused	on	the	historical	and	geographical	
development	of	San	Gimignano,	on	its	“natural	landscape,”	while	the	focus	of	
the	first	floor	is	the	“human	landscape”	(which,	in	the	case	of	the	Tuscan	towns,	
never	loses	its	connection	with	the	natural	landscape).
As	regards	the	first	floor,	we	can	summarize	the	reasons	why,	in	order	to	determine	
the	“strong”	and	particular	identity	of	this	budding	museum,	it	was	decided	to	
lean	 towards	work	 that	not	only	contemplated	a	conservative	 renovation,	but	
also	an	“interpretation”	of	the	spaces.
First,	 in	 analysing	 the	 rooms	 as	 they	had	been	 left	 by	Lydia,	 it	was	 realized	
that	over	the	decades	each	room	had	seen	different	uses	and	undergone	several	
transformations,	and	ended	up	being	adapted	to	the	practical	needs	of	an	elderly	
lady	who	used	the	house	as	a	summer	residence:	it	was	necessary	to	give	the	
rooms	an	appearance	that	was	best	able	to	tell	a	story,	to	gather	the	fragments	to	
be	reconstructed	within	a	context.
In	 addition,	 the	 works	 and	 the	 objects	 preserved	 in	 the	 house	 are	 not	
“extraordinary,”	but	very	“ordinary”	and	 typical	of	a	certain	era:	 there	was	a	
need	to	bring	out	this	characteristic.
Lastly,	 in	 reconstructing	 the	events	of	 the	 family,	we	realized	 that	 the	source	
of	interest	could	not	lie	in	the	individual	family	members	or	in	their	histories	
(it	 included	 neither	 scholars	 nor	 writers,	 artists,	 important	 industrialists	 or	
politicians),	 but	 instead	 precisely	 in	 its	 placing	 itself	 as	 the	 paradigm	of	 the	
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Tuscan	 bourgeoisie	 in	 the	 19th	 and	20th	 centuries.	Therefore,	 this	 had	 to	 be	
taken	into	account	when	making	choices	for	the	reinstallation.
As	for	the	criteria used in the reinstallation	of	the	first	floor,	the	period	between	
the	 late	19th	and	early	20th	century	was	chosen	because	 it	was	 then	 that	 the	
house	was	frequently	inhabited	by	its	former	owners	and	–	consequently	–	it	was	
best	documented.	A	rigorous	approach	(where	there	was	precise	documentation)	
or	an	“analogical”	approach	(where	there	were	only	indicative	traces)	was	used,	
collecting	iconographic	material	from	the	period	to	guide	the	choices.
The	outcome	of	this	work	are	the	rooms	in	which	the	topics	and	aspects	of	cultural	
and	social	life,	the	habits	and	customs	of	the	middle	class,	the	relationship	between	
town	and	 country	 (which	was	 especially	 close	 at	 the	 time)	 etc.	 are	 introduced	
through	the	Campatellis,	an	exemplary	case	of	the	Tuscan	middle-class	family.
The photographs and objects found in the attics (most of which have been 
restored and stored in order to be selected) were distributed so that each 
room lends itself to two “levels of interpretation”:	each	can	be	considered	a	
chapter	in	the	history	of	Lydia	and	of	her	family,	and	at	the	same	time	it	reflects	
both	an	aspect	of	intimate	and	social	life	in	the	19th	and	20th	centuries.
The	tour	is	based	on	the	suggestion	offered	by	the	objects,	arranged	so	as	to	clarify	
their	use	and	meaning,	but	as	an	aid	to	understanding,	there	are	also	two	information	
cards	for	each	room	(corresponding	to	the	two	“levels	of	interpretation”	mentioned	
above).	One	card	is	dedicated	to	the	history	of	the	family	and	its	members,	and	
the	other	 is	dedicated	 to	 that	 specific	 room,	describing	not	only	 the	decorative	
elements	or	furnishings,	but	also	its	function	within	the	social	context	of	the	time.
In	order	to	better	illustrate	how	the	rooms	were	set	up,	I	will	describe	two rooms 
as examples of a “human landscape”:	the	living	room	and	the	study.
Once	used	as	a	bedroom,	and	then	a	dining	room,	the	living	room	was	dedicated	
to	the	events	in	the	life	of	the	female	members	of	the	Campatelli	family,	but	also	
to	pointing	out	the	role	of	women	in	19th/20th-century	society.	The	restoration	
has	brought	to	light	a	painted	wall	decoration	that	brings	to	mind	the	Macchiaioli	
painters.	Thus,	acting	as	a	guide	in	the	“analogical”	reinstallation	were	works	
such	as	Women Sewing Red Shirts	by	Odoardo	Borrani	(an	iconographic	source	
also	for	the	restoration	of	an	old	tent	found	in	a	trunk)	or	The Song of the Starling	
by	Silvestro	Lega.	Along	with	the	piano	(and	the	scores	for	piano	and	voice),	
this	 room	 includes	 objects	 that	 regard	 the	 activities	 of	 a	woman,	who	 spent	
most	of	her	day	in	the	home:	from	embroidery	(framed	works	are	on	display)	to	
reading	(women’s	reading	materials	were	selected)	and	some	small	fashionable	
hobbies	(such	as	the	collecting	of	postcards).
First	used	as	a	living	room	and	later	as	a	bedroom,	the	Study	accommodates	the	large	
desk	found	in	the	attic,	and	therefore	represents	the	typically	male	activities	that	
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took	place	in	this	house	–	as	in	other	similar	houses.	It	is	here	that	one	glimpses	the	
convergence	between	the	world	of	the	professions	(the	Campatellis	were	doctors)	
and	the	management	of	the	farms,	which	had	contributed	so	much	to	establishing	
the	great	wealth	of	such	families	as	the	Campatellis.	The	photographs,	 like	the	
accounting	books	of	the	farms,	not	only	evoke	the	rituals	and	habits	of	a	certain	
social	class,	but	are	also	keys	to	understanding	the	transformation	of	the	landscape	
in	recent	times,	to	get	a	sense	of	the	feeling	of	nature	and	the	countryside	–	a	place	
of	hard	work,	but	also	of	recreation	and	retreat	–	practically	innate	in	Tuscans,	
that	relationship	between	the	interior	and	the	landscape	that	the	Campatelli	House	
brings	 back	 even	 now	 (one	 need	 only	 look	 out	 the	windows),	 in	 the	 intimate	
marriage	between	the	“natural	landscape”	and	the	“cultural	landscape.”

1:	The	living	room	in	the	first	floor	(photo	Duccio	Nacci	2016,	courtesy	of	FAI	–	Fondo	ambiente	
italiano).

Lucia Borromeo

The	cultural	project	planned	for	the	attics	of	the	house	was	based	on	the	need	
to	go	beyond	the	scope	of	the	history	of	the	building	and	the	life	of	the	family	
in	order	to	offer	visitors	a	particular	interpretation	of	the	past	and	of	the	role	of	
the	town	of	San	Gimignano,	undeniably	a	symbolic	place	of	our	country.	The	
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traditional	interpretation	of	the	town	has	in	fact	given	rise	in	the	past	to	images	
that	are	not	always	so	accurate,	which	helped	to	spread	an	almost	exclusively	
picturesque	 vision,	 limiting	 it	 to	 being	 living	 representation	 of	 an	 imaginary	
Middle	Ages,	much	cherished	but	little	known	in	depth.
The	 FAI	 therefore	wished	 to	 propose	 on	 the	 second floor	 the	 experience	 of	
an	immersive	and	filmed	history	through	a	series	of	multimedia projections,	
intended	 to	 underline	 the	 inexorable	 link	 between	 town	 and	 country,	 the	
economic	flows	deriving	from	this	centuries-old	relationship,	the	environmental	
setting	and	the	landscape,	the	government	of	the	town	from	the	Middle	Ages	to	
recent	times	and,	lastly,	the	architectural	and	urban	development	that	gave	shape	
to	the	famous	towers.
The	video	story	interacts	with	a	model	of	the	town	made	from	wood	and	alabaster,	
the	soft	and	 translucent	 local	stone,	which	reveals	extraordinary	 transparencies	
when	light	passes	through	it.	The	model	reproduces	the	settlement	as	it	was	in	
about	1340,	based	on	both	documentary	and	archaeological	sources	and	on	the	
most	up-to-date	studies	of	the	town’s	history.	At	a	glance,	it	 is	thus	possible	to	
visually	embrace	the	entire	urban	area	in	its	orographic	setting,	at	the	same	time	
appreciating	its	topographic	structure	and	architectural	profile.	An	internal	LED	
lighting	system	controlled	by	a	hardware	platform	is	synchronized	with	the	video.	
The	resulting	multimedia	show	provides	insight	into	the	history	of	the	town,	its	
urban	development	and	the	location	of	the	most	representative	buildings,	including	
the	old	towers,	of	which	the	Campatelli	House	is	an	important	example.

2:	The	second	floor	(photo	Duccio	Nacci	2016,	courtesy	of	FAI	–	Fondo	ambiente	italiano).
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The	house	and	its	inhabitants	are	also	referred	to	in	the	episodic	reconstructions	
of	the	room	with	its	original	evocative	objects	and	in	the	final	part	of	the	videos,	
which	also	serves	as	an	introduction	to	the	tour	of	the	floor	below.
The	entire	tour,	which	has	an	audio	featuring	the	voice	of	well-known	Tuscan	
actors	(David	Riondino	and	Pamela	Villoresi)	and	insulating	headphones,	starts	
every	forty-five	minutes	and	lasts	thirty	minutes,	and	is	organized	in	groups	of	
25	people.
The	vision	of	the	story	of	the	Campatelli	House	therefore	aims	at	integrating	that	
which	in	most	cases	was	limited	to	being	only	a	fleeting	tour	of	the	town	centre,	
and	at	spurring	the	anonymous	tourist	into	taking	possession	of	the	history	of	the	
place	and	its	context,	thus	becoming	an	increasingly	knowledgeable	traveller.	In	
addition,	motivated	to	increase	their	knowledge,	visitors	may	possibly	consider	
expanding	the	planned	route,	thus	also	extending	their	stay.
The	room	before	that	of	the	projections	is	also	an	integral	part	of	the	project,	
conceived	as	a	space	freely	accessible	to	the	public	and	set	up	as	an	authentic	
attic,	in	which	visitors	are	free	to	sit,	browse	through	the	materials	of	a	library	
dedicated	 to	 San	 Gimignano,	 take	 advantage	 of	 refreshments	 or	 investigate	
further	by	visiting	the	small	thematic	exhibitions	on	display.	
After	visiting	the	attics	and	the	main	floor	of	the	house,	the	conclusive	part	of	the	
tour	is	ideally	located	on	the	ground floor.	Here	in	fact,	near	the	exit,	a	large-size	
representation	of	San	Gimignano	today	is	on	display,	which	shows	the	location	
of	Casa	Campatelli	as	well	as	the	town’s	monuments	and	the	cultural	offerings,	
thus	offering	visitors	new	ideas	for	setting	off,	right	from	the	Campatelli	House	
and	Tower,	in	the	discovery	or	rediscovery	of	the	local	area.
A	visit	to	the	Campatelli	House	and	Tower	thus	consists	of	an	alternation	between	
informative	and	educational	content	and	emotionally	engaging	experiences.	It	
includes	both	sophisticated	technologies	and	traditional	media	and	offers,	in	a	
clear	and	pleasant	manner,	different	levels	of	knowledge	about	a	town	and	its	
setting	 in	 a	 remarkably	 preserved	 landscape	 that	 is	 certainly	 one	 of	 the	 best	
loved	in	the	world.
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Musical Soundscapes in the Historic House Museum

Jeanice	Brooks
Professor	of	Music	at	the	University	of	Southampton	(United	Kingdom)

Music	is	a	powerful	tool	for	shaping	emotion	and	environment,	suggesting	and	
inspiring	action,	and	colouring	narrative.	We	are	adept	at	reading	musical	cues	
in	film,	 television	and	video	games,	and	 there	have	been	 intriguing	efforts	 to	
deploy	music	in	similar	ways	in	cultural	heritage	contexts1.	But	until	recently,	
there	has	been	virtually	no	study	or	writing	about	the	use	of	music	in	heritage	
interpretation	 outside	 the	 musical	 museum	 sector2.	 Similarly,	 in	 the	 domain	
of	historic	house	museums,	musical	 research	and	 interpretation	rarely	figures	
except	in	the	particular	instance	of	the	composer	residence3.

The	 English	 country	 house	 is	 a	 striking	 case	 in	 point.	 Though	 the	 central	
importance	 of	 the	 country	 house	 in	 the	 history	 of	 art	 and	 architecture	 has	
long	 been	understood,	we	 have	 only	 recently	 begun	 to	 recognise	 its	musical	
significance.	We	are	starting	to	understand	how	the	country	house	linked	London	
to	the	provinces,	supporting	the	flow	of	performers,	composers,	music	teachers,	
and	 instrument	builders	 in	both	directions	and	providing	a	crucial	element	 in	
regional	musical	networks.	Musical	activity	was	an	important	aspect	of	living	in	
many	country	houses,	as	we	can	see	in	formal	and	informal	images	of	country	
house	residents	at	music	and	in	accounts	of	country	house	life	in	letters,	journals	
and	fiction.	As	new	patterns	of	entertaining	took	hold	in	the	eighteenth	century,	
this	musical	activity	was	 increasingly	provided	with	dedicated	spaces	 in	new	

1	The	“Ghosts	in	the	Garden”	project,	for	example,	used	gaming	techniques	to	evoke	the	history	of	
Sydney	Gardens	in	Bath	as	an	18th-century	pleasure	garden	(including	some	historical	music	in	
the	 soundscape	of	 the	game):	http://old.react-hub.org.uk/heritagesandbox/projects/2012/ghosts-
in-the-garden/
2	See	Stuart	Frost	and	Giulia	Nuti,	“Another	Dimension:	Integrating	Music	with	the	Medieval	and	
Renaissance	Galleries,”	V&A Online Journal 4(2012),	 http://www.vam.ac.uk/content/journals/
research-journal/issue-no.-4-summer-2012/another-dimension-integrating-music-with-the-
medieval-and-renaissance-galleries.
3	 See	 Jean	 Gribenski,	 Véronique	Meyer,	 and	 Solange	 Vernois	 (eds),	 La maison de l’artiste: 
construction d’un espace de représentations entre réalité et imaginaire (XVIIe – XXe siècles),	
(Rennes:	Presses	Universitaires	de	Rennes,	2007).
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country	 houses	 and	 in	 restructuring	 older	 ones4.	Many	 country	 houses	 have	
instruments	with	provenance	to	the	house,	and	some	retain	imposing	collections	
of	musical	scores	collected	by	former	residents5.

But	despite	this	abundant	evidence,	visitors	to	country	houses	today	rarely	gain	
insights	 into	 music’s	 important	 role	 in	 many	 properties’	 past.	Where	 music	
figures	in	display,	it	is	usually	as	a	silent	aspect	of	room	dressing;	where	sound	
is	used,	it	often	figures	as	a	general	ambient	effect	rather	than	a	tool	to	evoke	
former	residents’	use	of	music	in	specific	times	and	places.
The	relative	absence	of	musicological	research	on	country	house	music	until	very	
recently	helps	to	explain	this	general	situation.	For	specific	houses,	abundance	
of	material	of	one	kind	(for	example,	sheet	music)	and	paucity	on	another	(for	
example,	life	writing,	or	appropriate	instruments	with	provenance	to	the	house)	
can	be	a	problem;	and	some	properties	have	no	remaining	musical	materials	at	
all.	Others	have	a	wealth	of	materials	but	their	provenance	is	unclear.

But	 even	when	 the	musical	 history	 of	 a	 house	 and	 its	 collections	 has	 been	
thoroughly	studied,	the	question	of	what	to	do	with	that	knowledge	remains.	
Frequently	 the	 first	 impulse	 is	 to	 schedule	 one	 or	more	 concerts,	 and	 here	
a	 number	 of	 philosophical	 and	 practical	 obstacles	 arise.	 Most	 domestic	
environments	 are	 completely	 unsuited	 to	 formal	 concerts:	 lack	 of	 space	 or	
curatorial	 concerns	 usually	 preclude	 large	 audiences,	 making	 it	 difficult	 to	
fund	the	fees	of	top-flight	professional	musicians	through	ticket	sales.	Houses	
often	 need	 to	 rely	 instead	 on	 volunteer	 or	 local	 effort,	 and	 specialist	 early	
music	knowledge	of	appropriate	repertoires	and	performance	practices	can	be	
lacking;	the	world	of	professional	early	music	performance	often	operates	in	

4	 On	 new	 entertainment	 patterns,	 see	Mark	 Girouard’s	 classic	 account	 in	Life in the English 
Country House	 (New	Haven:	Yale	University	Press,	1978);	 see	also	Christopher	Christie,	The 
British Country House in the Eighteenth Century	 (Manchester:	Manchester	 University	 Press,	
2000).	On	the	rise	of	the	purpose-built	Music	Room,	see	Jeanice	Brooks,	“Musical	Monuments	
for	the	Country	House:	Music,	Collection	and	Display	at	Tatton	Park,”	Music & Letters	91(2010):	
513-35.
5	For	example,	the	large	collections	at	Burghley	(see	Gerald	Gifford,	A Descriptive Catalogue of the 
Music Collection at Burghley House	(Aldershot:	Ashgate,	2002);	Castle	Howard	and	Harewood	
House	(see	Jane	Elizabeth	Troughton,	“The	Role	of	Music	in	the	Yorkshire	Country	House”	(PhD	
thesis,	University	of	York,	2015);	and	Sir	Samuel	Hellier’s	collection,	formerly	at	the	Wodehouse	
(see	Ian	Ledsham,	A Catalogue of the Shaw-Hellier Collection	(Aldershot:	Ashgate,	1999).	On	
the	 collection	 at	Burton	Constable,	 used	 for	 amateur	 theatricals	 as	well	 as	music-making,	 see	
Caroline	Wood,	“Music-Making	in	a	Yorkshire	Country	House,”	in	Nineteenth-Century British 
Music Studies,	I,	ed.	Bennett	Zon	(Aldershot:	Ashgate,	1999),	209-24.
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a	completely	different	sphere	from	heritage,	despite	many	shared	concerns6.	
And	perhaps	most	importantly,	most	of	the	music	cultivated	in	country	houses	
was	 in	never	 intended	for	 the	kind	of	passive	 listening	practice	 that	 today’s	
concert	protocols	involve.

Sound	 Heritage,	 a	 research	 and	 interpretation	 network	 of	 academic	 music	
historians,	 early	 music	 performance	 experts	 and	 heritage	 professionals	 from	
the	curatorial	and	visitor	experience	domains,	was	founded	to	address	some	of	
these	problems7.	Its	goals	are	to	add	to	our	still	fuzzy	knowledge	of	music	and	
musical	practice	in	country	houses,	and	to	think	about	new	ways	of	deploying	
that	knowledge	so	that	country	houses	‘sound’	for	modern	visitors	in	informative	
and	stimulating	ways.	The	advantage	of	the	collaborative	approach	for	music	
research	is	to	create	better	understanding	of	the	specific	role	of	country	houses	
in	musical	culture;	and	for	country	house	history,	to	foster	better	knowledge	of	
the	role	of	music	in	country	house	architecture,	decoration	and	social	life,	and	
of	musical	links	to	artefacts	and	objects,	enriching	understanding	of	connections	
between	 tangible	 and	 intangible	 heritage.	 For	 the	 interpretation	 of	 historical	
properties,	the	project	promotes	understanding	of	music	as	an	important	activity	
for	past	residents,	and	encourages	evocation	this	activity	to	help	with	peopling	
the	 properties	 in	 visitors’	 imaginations.	 Sound	 and	 music	 act	 as	 powerful	
antidotes	to	the	static	sense	that	historical	settings	can	evoke	in	some	audiences;	
and	 music	 can	 provide	 possibilities	 for	 interaction	 on	 site,	 events	 that	 can	
generate	 repeat	visits,	and	more	effective	dissemination	 through	virtual	visits	
via	recording	and	film.

In	 a	 series	 of	 study	 days	 in	 2015-16,	 funded	 by	 the	 Arts	 and	 Humanities	
Research	Council	of	Great	Britain,	the	Sound	Heritage	network	has	identified	
a	series	of	priorities	for	 the	coming	years.	These	include	a	census	of	musical	
materials	in	British	and	Irish	country	houses,	a	resources	guide	for	curators	to	
aid	in	researching	the	history	of	specific	properties,	and	a	series	of	case	studies	
providing	models	for	interpretation.	The	network	plans	to	make	these	materials	
available	 through	 the	 Sound	 Heritage	 website,	 and	 the	 group	 has	 an	 active	
Facebook	page	through	which	members	can	participate	in	these	activities.

6	On	relations	between	historical	performance	and	heritage,	see	John	Butt,	Playing with History: 
The Historical Approach to Musical Performance	 (Cambridge:	 Cambridge	 University	 Press,	
2002).
7	See	the	project	website	at:	https://sound-heritage.soton.ac.uk/.
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1:	J.C.	Buckler,	The	Library	at	Tatton	Park,	1820,	watercolour	(courtesy	of	 the	National	Trust	
Photolibrary).

The	Sound	Heritage	network	has	already	mounted	several	case	studies,	including	
one	developed	around	Tatton	Park	in	Cheshire,	a	neoclassical	mansion	built	for	
the	Egerton	family	to	designs	by	Samuel	Wyatt	and	Lewis	William	Wyatt.	It	is	
owned	by	the	National	Trust	and	managed	by	Cheshire	East	Council.	It	is	among	
the	National	Trust’s	most	complete	estates,	featuring	an	outstanding	collection	of	
furniture	by	Gillows	of	Lancaster	and	one	of	the	most	important	libraries	owned	
by	the	Trust.	The	music	collection	includes	approximately	50	binder’s	volumes	
and	other	bound	scores,	and	a	considerable	amount	of	unbound	sheet	music.	The	
bulk	of	this	music	belonged	to	Elizabeth	Egerton,	née	Sykes,	who	grew	up	at	
Sledmere	(Yorkshire)	and	was	educated	in	London.	Elizabeth	brought	her	large	
music	collection	to	the	house	when	she	married	her	cousin	Wilbraham	Egerton	
in	1806,	and	continued	collecting	scores	after	her	marriage.	A	1789	Kirckman	
harpsichord	with	provenance	to	the	house	may	also	have	been	brought	there	by	
Elizabeth	Sykes	from	Sledmere.	Tatton	Park	features	an	opulent	Music	Room	
designed	by	Lewis	Wyatt,	completed	c.	1819.
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2:	Tatton	Park,	The	Music	Room.

Research	 on	 the	 musical	 history	 of	 Tatton	 Park	 began	 through	 a	 long-term	
collaboration	with	the	Department	of	Music	at	the	University	of	Southampton,	
funded	 by	 the	 Arts	 and	 Humanities	 Research	 Council	 of	 Great	 Britain	 in	
partnership	with	the	National	Trust	and	Cheshire	East	Council.	A	research	team	
consisting	of	myself	 and	 three	PhD	students	began	by	generating	 substantial	
documentation	of	musical	activity	in	the	house,	and	exploring	its	relationship	to	
larger	themes	of	architectural	history,	the	history	of	piano	pedagogy,	ideals	of	
elite	identity,	and	the	cultivation	of	social	dance	and	dance	music8.

8	On	the	Tatton	Park	project,	see	Mark	Purcell,	“Adding	the	missing	soundscape:	new	research	
into	 the	Trust’s	unexplored	treasure	house	of	printed	music”,	National	Trust	Arts, Buildings & 
Collections Bulletin	 [ABC Bulletin]	Summer	2010:	6-7.	Research	publications	 include	Jeanice	
Brooks,	“Les	collections	féminines	d’albums	de	partitions	dans	l’Angleterre	au	début	du	XIXe	
siècle”,	in	‘La la la Maistre Henri’: Mélanges de musicologie offerts à Henri Vanhulst,	ed.	Christine	
Ballman	and	Valérie	Dufour	(Turnhout:	Brepols,	2009),	351-65;	Brooks,	“Musical	Monuments	
for	the	Country	House”;	Leena	Rana,	“Music	and	Elite	Identity	in	the	English	Country	House,	
c.	1790	–	1840”	(PhD	thesis,	University	of	Southampton,	2012);	Penelope	Cave,	“Piano	Lessons	
in	the	English	Country	House	1785	–	1845”	(PhD	thesis,	University	of	Southampton,	2013);	and	
Katrina	Faulds,	“Invitation pour la danse:	Social	Dance,	Dance	Music	and	Feminine	Identity	in	
the	English	Country	House	c.	1770	–	1860”	(PhD	thesis,	University	of	Southampton,	2015).
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Musical	 interpretation	 at	 Tatton	 Park	 needs	 to	 take	 account	 of	 considerable	
curatorial	constraints	as	many	of	the	spaces	–	in	particular	the	Music	Room	–	are	
fully	 furnished	and	allow	visitor	entry	only	on	designated	pathways,	 rendering	
them	unsuitable	for	concert-style	events.	The	Cupola	Hall	has	a	sprung	dance	floor	
but	only	limited	space	for	seating;	unfurnished	rooms	upstairs,	used	for	temporary	
exhibitions,	can	also	be	set	up	for	musical	performance,	but	they	are	not	disabled	
accessible	and	hold	only	20-30	people.	The	Tenants’	Hall	can	hold	much	larger	
groups	and	regularly	hosts	large-scale	events,	but	is	far	from	the	core	of	the	house	
containing	historical	scores	and	instruments.	To	address	these	issues,	the	research	
team	used	various	different	 spaces	 in	 the	house	 for	 small-scale	and	 interactive	
events	and	media	works	that	could	transcend	the	physical	limitations	of	space.

The	first	experiment	was	staged	in	collaboration	with	the	Royal	Northern	College	
of	Music,	 as	part	 of	 a	musical	programme	 for	Tatton	Park’s	week	of	 special	
Christmas	openings	in	December	2011.	Students	from	the	College	performed	
in	the	Cupola	Hall	from	12-4pm	daily,	using	scores	of	music	from	the	Tatton	
collection	prepared	by	the	Southampton	researchers.	The	main	event	mid-week	
featured	a	morning	workshop	during	which	the	PhD	students	presented	original	
materials	from	Tatton	Park’s	music	collection	to	the	student	singers,	followed	
by	a	public	afternoon	masterclass	on	historical	singing	practice	using	the	Tatton	
repertory.	The	masterclass	coincided	with	several	large	visitor	groups	scheduled	
to	arrive	in	the	house	for	the	Christmas	decorations,	and	took	place	in	a	roped-
off	area	in	the	Cupola	Hall	while	visitors	circulated	through	the	house,	stopping	
to	 listen	 and	 ask	 questions	 as	 they	 wished.	 The	 event	 served	 educational	
goals	 (presentation	 experience	 for	 the	 Southampton	 postgraduates,	 historical	
performance	training	for	the	RNCM	singers)	while	providing	a	more	interactive	
experience	for	visitors	than	what	might	be	achieved	in	a	formal	concert.
A	total	of	c500	visitors	experienced	all	or	part	of	the	Christmas	interventions.	Of	
the	320	who	responded	to	exit	surveys,	58	identified	the	live	music	as	the	most	
enjoyable	aspect	of	their	visit	to	Tatton	Park.	Many	visitors	particularly	enjoyed	
the	 “behind	 the	 scenes”	 effect	 of	watching	 student	 singers	 learn	 and	gaining	
insights	into	the	process	of	preparing	a	performance	of	historical	music.

A	second	experiment	featured	in	the	context	of	the	Tatton	Park	Biennial,
a	 major	 contemporary	 arts	 show.	 Its	 third	 edition,	 on	 the	 theme	 ‘Flights	 of	
Fancy’,	ran	from	May	to	September	2012.9	The	event	featured	new	site-specific	

9	For	further	information	on	the	2012	Tatton	Park	Biennial,	see	the	following	link:	http://www.
tattonparkbiennial.org/home.aspx.
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commissions	 for	 both	 the	Mansion	 and	 Park,	 and	 the	 Tatton	 Park	 staff	 and	
Southampton	group	advised	the	curators	on	a	commission	that	would	relate	to	
the	house’s	music	collection	and	musical	history.
Artist	Aura	 Satz	was	 commissioned	 to	 produce	 a	 response	 to	 the	Mansion’s	
Music	 Room	 in	 collaboration	 with	 the	 research	 team.	 Her	 piece	 Sound 
Ornaments in the Music Room takes	the	theme	of	“fancy”	as	ornament,	using	
extended	close-up	tracking	shots	of	the	elaborate	patterns	in	the	furniture	and	
instruments	of	the	Music	Room	to	create	a	form	of	visual	notation10.	The	film’s	
score,	 by	 Larry	 Goves,	 used	 manuscript	 ornamentation	 copied	 by	 Elizabeth	
Sykes	into	her	music	books	as	the	basis	for	keyboard	miniatures	and	for	vocal	
lines	 that	 transformed	 the	 short	 decorations	 into	 long	melodies,	 echoing	 the	
intense	scrutiny	of	architectural	ornament	that	animates	Satz’s	film.

The	film	was	projected	onto	a	brass	plate	mounted	within	the	marble	fireplace	
of	the	Music	Room	with	sound	issuing	from	hidden	speakers,	creating	a	sense	
of	ghostly	presence	in	the	Music	Room	as	the	instruments	and	furniture	came	
to	life.	The	relationship	of	the	film	to	the	house	and	collections	was	explained	
in	‘Interpreting	the	Archives’,	an	exhibition	of	original	musical	materials	with	
descriptive	text	by	Schofield	and	Tatton	volunteers,	which	ran	concurrently	with	
the	Biennial	show.	The	Tatton	staff	also	produced	material	on	Sound Ornaments 
in the Music Room	for	the	family	educational	pack	distributed	to	visitors.	The	
2012	Tatton	Park	Biennial	 had	280,000	visitors,	 of	whom	37,680	visited	 the	
Music	Room.	 It	was	widely	 covered	 in	 general	 and	 specialist	media	 outlets,	
and	some	reviews	in	international	art	media	singled	out	Satz’s	piece	for	special	
praise.

The	Biennial’s	 closing	 event,	 ‘Flights	 of	 Sound’,	 featured	 a	 further	 blend	 of	
historical	 music	 and	 contemporary	 creation.	 Different	 pieces	 kicked	 off	 at	
different	 times	 in	 different	 rooms	of	 the	 house,	while	 the	 audience	 remained	
mobile,	listening	from	up	close	or	in	adjacent	rooms.	The	programme	featured	
three	 world	 premieres	 of	 new	 compositions	 as	 well	 as	 historic	 music	 from	
Tatton	Park’s	collection.	Leo	Grant’s	piece	combined	and	reworked	fragments	
of	 two	arias	by	Handel	 in	 the	Tatton	Park	collection.	 ‘Visual	Score’	by	Aura	
Satz	 and	 Jane	Chapman	 included	 a	graphic	 element,	 a	 long	paper	 scroll	 that	
unfurled	 from	the	Cupola	during	Chapman’s	performance	at	 the	harpsichord.	
The	audience	of	70	was	a	crossover	mix	of	music	lovers	who	had	not	previously	

10	See	the	artist’s	page	at	http://www.iamanagram.com/ornaments.php.	Further	details	and	images	
are	linked	from	the	Sound	Heritage	project	page	at	https://sound-heritage.soton.ac.uk/tatton-park.
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visited	Tatton	and	came	especially	 for	 the	event;	art	enthusiasts	 there	 for	 the	
last	 day	 of	 the	Biennial;	 and	 heritage	 tourists	who	 simply	 happened	 to	 visit	
Tatton	Park	that	day.	Written	feedback	included:	‘I	really	enjoyed	listening	to	
old	and	new	compositions,	especially	in	these	different	acoustics.	It	created	a	
completely	different	atmosphere,	unusual	to	most	concert	spaces’.

Finally,	in	2103	the	Southampton	team	received	Cultural	Engagement	funding	
from	the	AHRC	to	create	a	series	of	films	to	complement	Tatton	Park’s	Heritage	
Lottery-funded	 “Hidden	 Histories”	 project.	 The	 aim	 was	 to	 produce	 short	
musical	 documentaries	 exploring	 the	 house’s	 musical	 past,	 filmed	 at	 Tatton	
Park	 but	 more	 generally	 useable	 for	 educational	 events	 or	 interpretation	 in	
any	country	house	of	a	similar	vintage.	Scripted	by	the	Southampton	research	
team,	each	of	the	four	films	explore	a	different	theme,	and	each	was	filmed	in	a	
different	room:	the	cherry-coloured	Music	and	Drawing	Rooms	for	an	overview	
of	the	collection,	the	Yellow	Drawing	Room	for	music	lessons,	the	Cupola	Hall	
for	dance,	and	the	Library	for	music	collecting.	Loan	of	an	1822	Broadwood	
grand	piano	was	arranged	for	the	Music	Room,	so	that	the	harpsichord	could	be	
moved	into	the	Library	where	it	appears	to	have	been	in	1820.	After	consultation	
with	the	house	staff	revealed	that	costumes	and	historical	scenes	would	be	more	
likely	to	engage	visitors,	The	Tatton	Park	Trust	provided	funding	for	historical	
film	 costumiers	 who	 advised	 on	 appropriate	 dress.	 Further	 consultancy	 was	
provided	by	historic	performance	and	dance	practitioners.	The	scripts,	 scores	
and	still	images	were	prepared	over	three	months	from	February	2013	and	the	
films	shot	over	 two	days	 in	June.	This	schedule	was	 imposed	by	 the	funding	
constraints,	but	at	least	one	further	day	would	have	been	useful;	although	the	long	
June	days	helped	with	light,	working	around	visitor	hours	during	a	busy	period	
considerably	 reduced	 the	noise-free	 time	 for	filming.	The	films	 are	 currently	
available	both	through	the	house	website	and	YouTube,	and	recently	served	as	
model	for	a	similar	project	at	Vaucluse	House	(Sydney	Living	Museums);	they	
are	useable	in	a	variety	of	contexts	including	music	education	as	well	as	heritage	
interpretation11.

11	The	films	are	freely	available	on	the	Tatton	Park	website	at	http://www.hiddenhistories.co.uk/;	on	
YouTube	(https://www.youtube.com/watch?v=zpJBS2lkDZk)	and	on	University	of	Southampton	
research	pages.
Link:	http://www.southampton.ac.uk/music/research/projects/at_home_with_music.page?#media
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Come for the Views, Stay for Noucentisme: How a House 
Museum Offers Multiple Access Points

Jordi	Falgàs
Director	of	the	Rafael	Masò	Foundation,	Girona,	España

Casa	Masó	 is	 a	 house	museum	 located	 in	 the	 city	of	Girona,	 in	 north	 easter	
Spain.	 As	 one	 of	 Girona’s	 iconic	 riverfront	 facades,	 since	 its	 opening	 in	
2012	Casa	Masó	 attracts	many	 local	 and	 foreign	 visitors	 eager	 to	 “step	 into	
the	postcard”,	often	unaware	of	the	rich	cultural	heritage	that	lies	within.	The	
house,	designed	in	1910,	is	a	major	work	by	the	architect	Rafael	Masó	and	was	
also	 a	meeting	 point	 for	 artists,	 literary	 and	 political	 figures	 associated	with	
Noucentisme,	a	little	known	but	significant	arts	movement	that	defined	Catalan	
culture	and	politics	during	the	1910s	and	’20s.	This	paper	presents	the	different	
interpretive	strategies	used	at	Casa	Masó	to	promote	the	study	and	appreciation	
of	Noucentisme,	 and	 how	Noucentisme has	 become	 the	main	 theme	 into	 the	
house’s	 storyline.	Moreover,	 I	 discuss	 how	 the	 house	 offers	 a	wide	 range	 of	
“access	points”	–	a	 term	I	borrowed	from	computer	networking	–	in	order	 to	
introduce	Noucentisme	and	its	cultural	legacy	to	audiences	who	are	increasingly	
diverse	 and	 often	 not	 familiar	with	 the	 city’s	modern	 history.	Therefore,	 the	
house	museum	becomes	a	communication	hub	for	both	on-site	and	out-of-site	
visitors	where	architecture,	furnishings,	books	and	manuscripts,	artefacts,	and	
works	of	art	on	display	are	presented	as	embodiments	of	those	who	created	them	
and	their	relevance	within	the	movement.
I	will	begin	by	outlining	the	process	by	which	–	over	a	forty-year	period	–	the	
legacy	 of	 an	 early	 twentieth-century	 architect	 has	 been	 rescued	 to	 become	 a	
tourist	destination	and	an	object	of	study	and	research,	and	how	collaboration	has	
been	a	key	factor	in	this	evolution.	Masó	was	a	Catalan	architect	born	in	1880	in	
the	small	city	of	Girona,	one-hundred	kilometers	northeast	of	Barcelona.	After	
a	trip	in	1912	that	took	him	to	Darmstadt,	Hellerau	and	Munich,	he	abandoned	
Art	Nouveau	 in	 favor	 of	 an	 architecture	 that	 adapted	 some	 of	 the	 principles	
of	the	Deutscher	Werkbund	and	the	British	Arts	&	Crafts	movement,	while	he	
embraced	 the	 intellectual	 tenets	of	 the	Catalan	Noucentisme	movement.	That	
made	him	a	rara avis	and,	despite	a	rather	successful	career,	his	contributions	
fell	 into	 oblivion	 soon	 after	 his	 death	 in	 1935,	 followed	 by	 the	 decay	 and	
demolition	of	several	of	his	buildings.
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1:	Girona,	Casa	Masó	(photo	courtesy	Fundació	Rafael	Masó).

Fast-forward	to	2007,	when	the	Rafael	Masó	Foundation	was	established	with	
the	support	of	the	Girona	City	Council,	the	College	of	Architects	of	Catalonia,	the	
Girona	College	of	Quantity	Surveyors	and	Building	Engineers,	the	University	
of	Girona,	and	the	Masó	family.	During	its	brief	existence,	the	Foundation	has	
carried	out	the	restoration	of	the	architect’s	family	home	in	Girona,	known	as	
Casa	Masó,	which	has	become	the	foundation’s	headquarters,	and	opened	to	the	
public	as	a	house-museum	in	2012.	The	Foundation’s	main	goal	is	to	promote	
the	 study	 and	 conservation	 of	 early	 twentieth-century	 Catalan	 architecture,	
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mostly	through	the	traditional	channels	of	publications,	exhibitions,	symposia	
and	 educational	 programs.	 It	 also	 provides	 support	 to	 the	 owners	 of	Masó’s	
buildings,	architects	and	planning	authorities	to	advise	them	on	conservation,	
renovation,	 and	 preservation	 issues.	 Besides	 guided	 tours,	 both	 to	 the	 house	
and	to	other	Masó	buildings	throughout	 the	city,	 the	Foundation	also	offers	a	
library	and	archive	open	to	graduate	students,	scholars	and	researchers,	and	an	
exhibition	 space	 for	 temporary	 shows	 devoted	 to	 the	work	 of	Masó	 and	 his	
contemporaries.
One	 of	 the	 Foundation’s	 major	 areas	 of	 research	 has	 been	 the	 study	 of	
Noucentisme,	a	cultural	and	philosophical	movement	that	dominated	Catalan	
arts	 and	 politics	 during	 the	 second	 decade	 of	 the	 twentieth	 century.	 The	
movement	promoted	 the	modernization	of	 the	 country,	but	 it	 also	 endorsed	
neo-Classicism	and	a	robust	sense	of	national	identity.	Our	argument	is	that	
Noucentisme	must	be	understood	as	a	significant	movement	even	though	it	has	
generally	been	perceived	as	provincial,	chauvinistic,	and	backward-looking,	
and	 therefore	 opposed	 to	 what	 has	 traditionally	 been	 defined	 as	 relevant	
within	 the	 conventional	 canon	 of	 the	 modern	 movement.	 Nevertheless,	
the	Foundation	 does	 not	 claim	 to	 be	 the	 sole	 institution	with	 an	 interest	 in	
Noucentisme,	therefore	our	collaboration	with	others	led	to	the	celebration	of	
the	1st	International	Conference	on	Noucentisme	in	2014,	and	we	are	currently	
organizing	the	second	one.
The	past	eight	years	have	been	a	struggle	amid	the	worst	financial	and	social	
crisis	that	Spain	has	seen	in	decades.	The	Foundation’s	story	is	not	unique;	in	
fact,	there	are	many	similar	cases	throughout	Europe.	We	are	a	small	organization	
and	the	key	to	our	survival	has	been	collaboration	on	all	fronts.	Above	all,	it	is	
based	on	a	strong	partnership	with	the	city	and	its	tourist	board.	Thanks	to	the	
city’s	commitment	to	architecture	and	heritage	as	attractions	for	local,	national	
and	foreign	visitors,	we	have	been	able	to	achieve	financial	stability.	In	turn,	we	
give	back	to	the	community	by	preserving	and	promoting	a	significant	part	of	
our	architectural	heritage.
	As	you	can	 see	on	 this	map,	 almost	 all	of	Masó’s	buildings	are	 located	 in	
the	Catalan	 province	 of	Girona,	 between	Barcelona	 and	 the	French	 border.	
Before	the	arrival	of	mass	tourism	in	the	1970s	this	was,	and	still	is	to	a	certain	
degree,	a	rural	area	dotted	with	small	towns.	The	main	urban	center	is	the	city	
of	Girona	(current	pop.	100,000),	where	Masó	worked	and	built	most	of	his	
projects.	Soon	after	his	death	in	1935,	Spain	suffered	three	years	of	Civil	War	
and	forty	years	of	military	dictatorship.	During	these	four	decades,	laws	and	
regulations	 to	protect	modern	architecture	were	non-existent.	When	Spain’s	
economy	began	to	develop	in	the	1960s	and	1970s	many	people	did	not	care	
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about	preserving	architecture	from	the	earlier	decades	of	the	century;	rather,	
preservation	was	seen	as	an	obstacle	to	progress.	These	are	just	a	few	examples	
of	how	some	of	Masó’s	urban	structures	were	demolished	 to	make	way	for	
new	apartment	and	office	buildings,	with	nothing	that	could	be	done	to	prevent	
it.	In	addition,	the	owners	of	some	of	his	finest	interiors	also	remodelled	their	
homes	beyond	repair.
An	 important	 step	 took	 place	 in	 1972,	 when	 Masó’s	 widow	 donated	 most	
of	 his	 papers	 to	 the	 historic	 archive	 at	 the	Girona	 branch	 of	 the	 College	 of	
Architects.	The	donation	included	files	for	250	projects,	which	contained	works	
on	paper,	 together	with	printed	documents,	 correspondence,	 and	his	personal	
library.	Around	 the	 time	of	 the	centennial	of	his	birth	 in	1980,	 the	catalogue	
of	Masó’s	work	was	begun,	which	in	 turn	 led	 to	 the	first	exhibitions,	articles	
and	monographs	about	his	work.	Through	the	1980s	and	90s	the	College	also	
commissioned	an	extensive	campaign	to	photograph	his	work,	which	led	to	the	
donation	of	his	personal	collection	of	photographs.
The	work	and	collaboration	carried	out	in	those	years	by	the	College	of	Architects	
together	with	the	first	democratically	elected	city	councils	in	Girona	during	the	
late	1970s	and	early	80s,	proved	crucial	to	preventing	further	demolitions	and	
brought	about	the	preservation	of	a	series	of	Masó	buildings.	I	will	only	mention	
the	renovation	of	the	Teixidor	House	to	become	the	main	office	of	the	College	of	
Quantity	Surveyors,	in	1982;	the	Ensesa	House,	which	was	renovated	to	become	
the	Municipal	School	of	Music	in	1984,	and	the	acquisition	and	transformation	
of	the	Teixidor	Flour	Mill	into	the	headquarters	of	a	publishing	group	in	1997.	
All	these	buildings	had	been	left	to	abandonment	and	decay,	and	were	brought	
back	to	life	thanks	to	the	initiative	of	local	authorities	and	the	Girona	chapter	of	
the	Architect’s	association.	At	the	Foundation,	we	follow	their	footsteps	and,	as	
an	example,	we	are	now	leading	a	joint	effort	with	local	and	national	partners	
to	preserve	a	major	Masó	building,	Casa	Casas,	which	is	in	private	hands	and	
needs	urgent	care.
Unfortunately,	in	2007,	right	when	the	Foundation	had	been	established,	Spain’s	
housing	 bubble	 burst,	 followed	 by	 Spain’s	 financial	 collapse,	 recession,	 and	
huge	funding	cuts	 in	cultural	organizations.	Where	does	one	begin,	when	the	
official	unemployment	 rate	 is	25%,	which	goes	up	 to	60%	for	 those	who	are	
between	the	ages	of	16	and	24?	Well,	there	is	no	road	map,	except	to	work	hard	
at	creating	alliances	and	finding	partners	on	all	 fronts.	 I	must	admit	we	have	
been	fortunate	that	since	the	opening	of	Casa	Masó	in	2012	the	city	of	Girona	
has	reinforced	its	strategy	to	combine	tourism,	heritage	and	the	arts	as	a	formula	
to	attract	national	and	international	visitors,	to	bolster	the	tourism	industry,	and	
for	the	creation	of	employment.
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Catalonia	received	17.4	million	tourists	in	2015,	which	is	almost	three	times	its	
population.	If	we	focus	on	Barcelona	alone,	which	received	8.9	million	visitors,	
on	a	scale	of	1	to	10	tourists	rated	the	architectural	offer	at	the	top	(9.2/10)	of	
their	preferences.	At	the	Foundation,	we	soon	realized	the	potential	of	tourism	as	
a	source	of	revenue	to	finance	our	programs,	and	the	need	to	work	together	with	
City	Hall	and	other	local	and	regional	administrations.	To	our	initial	surprise,	
the	city	has	embraced	the	idea	of	promoting	Masó	and	his	architecture	as	one	
of	the	city’s	cultural	attractions.	Soon	after	the	opening	of	the	house-museum	in	
2012,	a	major	Spanish	newspaper	singled	out	our	case,	and	then	other	national	
and	international	newspapers,	magazines	and	TV	stations	have	followed.	Our	
partnership	 with	 the	 Girona	 Tourism	 Board	 has	 also	 been	 crucial,	 not	 only	
because	the	house	is	being	promoted	in	their	brochures	and	commercials,	but	
also	because	it	has	brought	to	our	center	certain	influential	groups	such	as	the	
participants	in	the	World	Conference	of	Travel	Bloggers	or	the	Mobile	World	
Congress.
On	a	local	level,	our	strategy	includes	a	wide	range	of	initiatives.	For	instance,	
the	close	and	successful	collaboration	with	Girona’s	Old	Town	Civic	Center,	
located	in	our	district,	or	the	establishment	of	the	first	volunteer	program	in	any	
of	the	city’s	museums	so	far.	We	have	also	made	some	bold	moves,	such	as	a	
sponsorship	with	a	local	microbrewery	for	night	tours	of	the	house;	a	partnership	
with	Girona’s	International	Mapping	Festival	so	they	could	use	the	façade	as	a	
projection	screen;	and	even	wine	tastings	in	association	with	local	wineries.
In	the	realm	of	the	digital,	we	have	had	a	fruitful	collaboration	with	Google’s	
Cultural	Institute,	where	an	initial	group	of	over	170	items	from	our	collection	
is	featured	in	the	Google	Art	Project,	together	with	a	virtual	tour	of	the	house	
on	Google	Street	View,	and	our	first	virtual	exhibition.	Ours	is	only	the	third	
collection	in	Catalonia	to	be	featured	by	Google,	and	this	connection	has	already	
drawn	a	huge	amount	of	attention	to	our	collections	and	programs.	In	2014,	we	
also	opened	our	first	temporary	exhibition	that	combined	the	traditional	gallery	
with	online	display.	Visitors	were	able	to	go	online	and	turn	the	pages	of	some	
of	the	books	in	the	show,	and	see	additional	drawings	and	plans	that	were	not	
included	in	the	brick-and-mortar	gallery.
Rather	than	a	direct	source	of	revenue,	these	actions	have	been	a	boost	to	our	
presence	in	the	city	and	in	Catalonia’s	architectural	and	cultural	landscape.	The	
Foundation	 has	 been	 able	 to	 finance	 its	 programs	mostly	with	 annual	 grants	
from	the	Girona	City	Council,	which	amount	to	an	average	85%	of	the	annual	
budget.	Moreover,	even	if	resources	continue	to	be	very	limited,	the	Foundation’s	
partnership	with	the	city	has	provided	financial	stability,	as	opposed	to	the	risks	
involved	in	a	greater	dependency	from	private	sponsors.
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2:	Wine	tasting	at	Casa	Masó	(photo	courtesy	Fundació	Rafael	Masó).

On	another	front,	over	the	last	two	years,	the	Foundation	has	played	a	crucial	
role	in	the	loans	of	Masó	works	to	two	of	our	national	museums:	an	umbrella	
and	coat	holder	designed	by	Masó	 in	1910	 that	we	were	 able	 to	purchase	 at	
auction	and	subsequently	deposit	at	the	National	Museum	of	Art	in	Barcelona;	
and	a	stained-glass	window	which	we	recovered	from	the	municipal	storage	to	
go	on	display	on	an	extended	loan	at	the	new	Barcelona	Museum	of	Design.	I	
should	point	out	that	our	collection	is	not	large,	but	it	contains	a	wide	variety	
of	items,	including	paintings	and	sculptures,	works	on	paper,	ceramics,	textiles	
and	costume	items,	furniture	and	decorative	arts,	and	photography.	The	library	
and	archive	include	4,800	items	dating	from	the	seventeenth	to	the	twenty-first	
century.	These	collections	are	currently	being	catalogued	thanks	to	internship	
programs	with	the	University	of	Girona	and	the	University	of	Barcelona.	This	
collaboration	 allows	 graduate	 students	 from	 different	 fields	 to	 earn	 credits	
towards	their	masters’	degrees	while	they	work	on	our	catalogue	and	exhibitions.
As	 I	mentioned	 earlier,	millions	of	 visitors	 to	Barcelona	 are	 attracted	by	 the	
city’s	modern	architecture.	There	is	no	doubt	that	everything	connected	to	the	
city’s	Art	Nouveau	has	acquired	an	enormous	 interest,	but	 it	has	also	been	a	
victim	of	its	own	success,	and	it	is	now	associated	with	mass	tourism	and	the	
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overexploitation	of	that	heritage.	So	our	challenge	is	to	develop	an	alternative,	in	
order	to	attract	a	small	amount	of	these	visitors	who	will	certainly	be	interested	
to	 go	beyond	Barcelona.	An	 important	 step	was	made	 in	 2013	 thanks	 to	 the	
opening	of	the	new	high	speed	train	from	Barcelona	to	Paris,	so	Girona	is	now	
only	40	minutes	away	from	downtown	Barcelona.	We	are	also	aware	that	we	
cannot	 do	 this	 alone,	 so	 I	 am	 glad	 to	 announce	 that	 together	with	 six	 other	
institutions	we	are	on	the	process	of	establishing	a	network	of	house	museums	
which	will	 officially	 be	 launched	 this	 fall.	 The	 association	will	 represent	 an	
initial	group	of	seven	houses	connected	to	what	we	call	“creative	genius”.	Some	
are	located	in	Barcelona	but	others	are	outside	the	city,	and	they	are	related	to	
the	lives	and	works	of	recognized	artists,	architects,	and	performers.	Our	goal	
is	to	create	programs	that	encourage	people	in	Barcelona	to	go	on	short	trips,	
less	than	two	hours	from	the	capital,	and	allow	them	to	discover	house	museums	
located	in	smaller	cities	or	towns	in	the	countryside.	I	cannot	give	you	specific	
details	just	yet,	but	we	are	working	with	the	idea	to	combine	visits	to	our	house	
museums	with	other	attractions,	such	local	gastronomy,	outdoor	sports,	theatre	
and	music	festivals,	and	a	growing	range	of	activities	that	have	developed	as	
a	more	sustainable	form	of	 travel.	In	 turn,	 these	offers	may	lead	to	overnight	
stays,	 so	we	 also	 count	 on	 partnerships	with	 local	 hotels	 and	 restaurants.	 In	
short,	we	need	to	be	part	of	the	alternative	to	mass	tourism,	promoting	quality	
and	excellence.
I	hope	that	in	future	meetings	of	ICOM-DEMHIST	I	will	be	able	to	share	the	
results	of	this	new	initiative.
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Vizcaya Museum and Gardens:
Reflections on Relevance in a Changing Landscape

Remko	Jansonius
Deputy	 Director	 for	 Collections	 and	 Curatorial	 Affairs,	 Vizcaya	 Museum	 and	
Gardens,	Miami	(USA)

1 – the big question

The	question	that	I	will	try	to	address	in	this	paper	is	the	following:	how	as	a	
historic	house	museum	can	we	continue	to	be	relevant	in	an	environment	that	
has	changed	significantly	over	the	past	100	years?	In	an	attempt	to	build	on	this	
question,	I	will	present	you	with	some	reflections	on	relevance,	or	–	and	this	is	
how	we	have	been	phrasing	this	question	during	our	internal	process	of	strategic	
and	interpretive	planning	at	Vizcaya–:	Why	do	we	matter?

In	order	to	place	this	question	in	context,	I	will	give	an	overview	of	the	history	
of	Vizcaya;	 these	 different	 historic	 periods	 are	 already	 reflective	 of	 different	
landscapes,	socially,	culturally,	and	demographically.

Obviously,	Vizcaya’s	history	and	environment	is	very	site	specific,	and	I	therefore	
don’t	believe	there	is	a	one-size-fits-all	answer.	But	I	do	suspect	that	the	various	
issues	that	make	up	this	question	may	be	relevant	to	other	historic	house	museums,	
and	to	other	historic	sites.	So,	let’s	ask	ourselves:	Why	does	Vizcaya	matter?

1:	The	Vizcaya	estate,	with	the	Main	house.
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2 – The creation of Vizcaya (1914 – 1921)

James	Deering	was	an	American	industrialist	whose	family	had	made	its	fortune	
through	the	manufacture	and	sale	of	agricultural	machinery.	Deering	was	vice	
president	 of	 this	 Chicago-based	 company,	 International	 Harvester,	 until	 his	
retirement	in	1908.	He	then	focused	his	attention	on	the	creation	of	what	would	
become	Vizcaya,	his	winter	residence	in	Florida.
The	estate	that	Deering	built	in	the	1910s	was	one	of	the	last	ones	of	an	era	in	
the	United	States	called	 the	Gilded	Age,	 roughly	 from	1865	 to	1918.	During	
this	time	the	newly	rich,	such	as	Rockefeller	and	Vanderbilt,	built	these	lavish	
estates,	 in	 an	 attempt	 to	 position	 themselves	 as	 equals	 to	 the	European,	Old	
World	aristocracy.
Deering	 first	 hired	 Paul	 Chalfin,	 a	 painter,	 a	 stage	 set	 designer,	 a	 self-made	
architect,	and	–	truth	be	told	–	quite	a	character.	He	became	the	overall	artistic	
director	of	the	project.	They	then	brought	on	Francis	Burrall	Hoffman,	a	young	
architect;	 and	 Diego	 Suarez,	 a	 Colombian-born,	 Italian-trained	 landscape	
architect,	who	they	had	first	met	during	a	visit	to	Villa	La	Pietra	in	Florence	in	
1914.
The	building	of	Vizcaya	was	a	defining	moment	in	the	development	of	Miami.	
This	was	a	very	young	city,	having	been	incorporated	only	15	years	earlier,	in	
1896.	In	fact,	 the	story	goes	that	a	thousand	men	worked	on	the	construction	
of	Vizcaya,	which	accounted	 for	10%	of	Miami’s	population.	Many	of	 these	
workers	were	of	Bahamian	or	African	descent,	since	just	a	few	kilometers	south	
of	Vizcaya	was	a	large	community	of	settlers,	who	had	come	to	the	area	from	
the	Bahamas	in	the	mid	and	late	1800s.

3 – Vizcaya: a private home (1916 – 1925)

Vizcaya’s	 Main	 House	 was	 completed	 in	 1916,	 and	 the	 gardens	 in	 1921.	
By	 then	 the	estate	consisted	of	a	main	house	with	34	decorated	 rooms,	10	
acres	of	formal	gardens,	natural	areas	 including	a	hardwood	hammock	and	
mangroves;	and	a	village	consisting	of	11	buildings,	with	a	garage,	a	dairy	
barn,	 a	 poultry	 house,	 green	 houses,	 and	 agricultural	 fields.	Originally	 the	
estate	covered	180	acres,	and	was	intended	to	be	self-sufficient,	very	much	
like	 the	 Italian	 estates	 that	 had	 inspired	 the	 creation	 of	Vizcaya.	The	 idea	
behind	the	design	of	the	entire	estate	was	to	suggest	a	villa	in	Veneto	that	had	
been	occupied	for	centuries	and	had	accumulated	multiple	layers	of	artifacts	
and	memories.
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A	brief	overview	of	the	collection	shows	an	Admiral	Carpet,	woven	in	Spain	
in	the	1450s;	a	significant	ensemble	of	eighteenth-century	garden	statues	from	
Veneto;	one	of	the	largest	collections	of	Italian	furniture	in	the	US;	Chinoiserie,	
tapestries,	and	more.	However,	it	should	be	noted	though	that	James	Deering	was	
not	really	a	collector	of	fine	arts.	The	objects	that	Deering	and	his	designer	Paul	
Chalfin	purchased	in	Europe	and	New	York	were	first	and	foremost	to	furnish	
this	house.	But	thanks	to	Chalfin’s	connoisseurship	of	Italian	architecture	and	
decorative	arts	the	result	was	extraordinary.
Not	too	much	is	known	about	Deering	as	a	person,	or	the	relationship	between	
him	and	the	surrounding	community.	But	we	do	know	that	the	village	and	part	
of	the	gardens	were	open	to	the	public	in	1920.	No	doubt	there	was	a	certain	
curiosity	among	the	residents	of	Miami	how	this	rich	bachelor	–	yes,	Deering	
remained	single	throughout	his	life	–	how	he	lived,	and	what	his	home	looked	
like.	Deering	made	 sure	 though	 that	 his	 privacy	was	 protected,	 by	 allowing	
visitors	only	in	certain	parts	of	the	gardens,	and	by	erecting	walls	or	hedges	to	
block	private	areas	from	probing	eyes.
Deering	didn’t	get	to	enjoy	Vizcaya	for	all	that	long.	In	1925,	after	only	nine	
years,	and	then	only	the	winter	months,	he	died	crossing	the	Atlantic,	aboard	the	
SS	City	of	Paris,	returning	from	Europe.

4 – Vizcaya in transition (1925 – 1952)

Since	Deering	was	a	bachelor,	and	did	not	have	any	children,	his	 two	nieces	
inherited	Vizcaya,	and	they,	together	with	their	husbands,	maintained	the	estate	
for	the	next	roughly	25	years.	It	is	largely	thanks	to	them	that	Vizcaya	has	been	
preserved	to	what	it	is	today.
In	the	mid-1930s,	the	heirs	invited	Paul	Chalfin	to	return	to	Vizcaya	to	oversee	
repairs	 that	 were	 needed	 as	 a	 result	 of	 the	 Big	Hurricane	 of	 1926,	 the	 year	
after	Deering’s	 death.	And	 they	 commissioned	 a	 guide	 book,	with	 the	 intent	
to	open	Vizcaya	to	the	public.	In	1935	the	estate	was	indeed	opened	up	on	an	
occasional	basis,	but	this	ended	the	same	year,	when	Vizcaya	was	hit	again	by	
two	hurricanes	in	a	row.
Residents	 of	 Miami	 had	 to	 wait	 several	 more	 years	 before	 visitation	
became	a	reality.	Weighed	down	by	taxes	and	the	upkeep	of	the	estate,	the	
family	decided	in	the	late	1940s	to	sell	large	tracts	of	the	land.	Ultimately,	
this	 resulted	 in	 a	 significant	 physical	 transformation	 of	 the	 estate	 and	 its	
surrounding	 landscape.	The	remaining	50	acres,	as	shown	in	 the	dark	area	
of	 the	 photo	 –	 including	 house,	 gardens,	 Village	 and	 collections	 –,	 they	
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conveyed	to	Miami-Dade	County,	the	local	government,	in	part	as	a	gift	and	
in	part	 at	 a	price	 far	 below	market	value.	The	 condition	was	 that	Vizcaya	
would	 be	 operated	 as	 a	 public	museum.	And	 thus,	Vizcaya	 opened	 as	 the	
Dade	County	Art	Museum	in	1952.	Miami’s	residents	finally	had	their	day,	
and	were	able	to	see	all	that	Vizcaya	was	about	–	not	just	the	gardens,	but	all	
of	the	inside	of	the	house	as	well.

5 – Vizcaya: a public museum (1952)

It	 is	 interesting	 to	 realize	 that	Vizcaya	did	not	 really	start	as	a	historic	house	
museum,	even	 though	 it	had	been	a	private	home.	 Instead,	Vizcaya	was	first	
presented	as	an	art	museum.	It	had	been	just	over	25	years	since	its	owner	had	
died,	and	because	of	the	recent	transition	from	family	to	public	ownership,	there	
appeared	 to	be	a	certain	hesitancy	 to	 tell	 the	story	of	 the	original	owner.	For	
all	practical	reasons,	the	corps	of	volunteer	guides	managed	the	daily	business	
of	 the	museum	as	 far	 as	 interpretation	was	 concerned.	They	 did	 tremendous	
amounts	 of	 research	 on	 the	 collection	 and	 developed	 content	 for	 tours	 and	
programs.	But	the	focus	was	primarily	on	the	collection,	and	the	art	historical	
content	of	Vizcaya,	rather	than	Vizcaya	as	a	private	residence.	The	story	was	
much	less	that	of	James	Deering,	and	much	more	the	history	of	art,	as	reflected	
in	the	period	rooms	of	Vizcaya.
Thus,	the	Living	Room	became	the	Great	Renaissance	Hall.	The	Library	was	
named	 the	Adam	Library.	The	Reception	Room	was	 formally	 referred	 to	 as	
the	Marie	Antoinette	Salon.	And	so	forth.	The	museum	also	accepted	gifts	of	
objects	 that	 fitted	 in	 the	 various	 art	 historical	 periods	 and	 styles	 represented	
in	 the	decorated	 rooms.	 In	 fact,	 furnishings	and	objects	were	 rearranged	and	
added	to	or	taken	out	of	decorated	rooms,	so	they	would	better	reflect	one	period	
or	 another.	And	 thus,	 what	 had	 originally	 been	 a	 private	 residence	 became	
something	else,	not	a	historic	house	museum	telling	the	history	of	its	original	
owner,	but,	well,	something	else.
As	Vizcaya	became	a	public	museum,	with	that	started	the	era	that	I	would	like	
to	refer	to	as	the	“age	of	appropriation.”	If	during	the	next	several	decades	we	
would	have	asked	“Why	does	Vizcaya	matter?”	there	would	have	been	many	
answers,	because	to	many	people	Vizcaya	was	important	and	mattered	for	many	
different	reasons.
I	 think	 I	 can	 better	 explain	what	 I	mean	with	 “the	 age	 of	 appropriation”	 by	
giving	 some	more	examples,	 in	 addition	 to	 this	 idea	of	Vizcaya	being	an	art	
museum	with	a	series	of	period	rooms,	rather	than	a	historic	house	museum.
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2:	Contemporary	art	at	Vizcaya.

6 – Vizcaya: the age of appropriation

Fantasy
From	 1982	 to	 2003	 Vizcaya	 hosted	 the	 Italian	 Renaissance	 Festival,	 an	
immensely	 popular,	 annual,	 four-day	 event,	 hosting	 a	 living	 chess	 game,	
Italian	 flag	 throwers,	 artists	 and	 craftsmen	 from	 Italy,	 Leonardo	 da	 Vinci	
and	Michelangelo	 re-enactors,	 etc.	The	 festival,	with	 an	attendance	of	over	
20,000	persons,	 received	awards	as	one	of	 the	 top	educational,	cultural	and	
family	 events	 from	 the	National	Education	Association.	Thus,	Vizcaya	was	
incorporated	in	a	 time	travel	fantasy,	and	for	over	20	years,	Vizcaya	served	
as	the	setting	for	an	Italian	Renaissance	re-enactment,	far	removed	from	the	
private	 residence	 it	 once	 was,	 and	 certainly	 nothing	 like	 a	 product	 of	 the	
American	Gilded	Age.

Venue & Revenue
In	 1985,	 Health	 Crisis	 Network,	 a	 small	 not-for-profit	 HIV/AIDS	 service	
organization	first	organized	an	event	to	raise	funds	to	combat	a	disease	that	was	
running	rampant	through	the	gay	community.	For	the	next	25	years,	Vizcaya	was	
the	venue	for	this	event,	called	the	White	Party,	which	became	known	nationally	
and	internationally.	The	names	Vizcaya	and	White	Party	became	synonymous	
for	many	people,	 especially	 in	 the	gay	community.	To	 this	day,	when	asking	
“have	you	ever	been	to	Vizcaya?”	you	might	hear	“yes,	but	only	to	the	White	
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Party,”	effectively	reducing	Vizcaya	for	many	people	to	a	venue,	or	a	backdrop	
to	something	entirely	unrelated	to	the	concept	of	a	historic	house	museum.
In	fact,	facility	rentals	have	been	a	very	significant	source	of	revenue	for	Vizcaya	
for	many	years.	Besides	the	White	Party,	weddings	and	corporate	events	have	
provided	a	significant	share	of	Vizcaya’s	annual	operating	budget.	However,	as	
a	result,	for	many	Miami	residents	Vizcaya	had	the	reputation	of	a	party	place	
for	the	rich	and	famous	–	hardly	a	place	that	mattered	to	them,	or	that	was	open	
and	inviting,	a	place	that	had	any	relevance	to	their	own	lives.

Photo backdrop
Finally,	 today	 over	 60%	 of	 the	 population	 of	Miami	 is	 Latino	 and	 Spanish	
speaking.	An	important	tradition	in	the	Latino	community	is	the	Quinceañera,	the	
coming-of-age	celebration	on	the	15th	birthday	of	a	girl.	Part	of	this	celebration	
is	a	photo	shoot,	to	create	the	album	and	the	memories	of	this	15th	birthday.	So	
the	girl’s	family	rents	a	dress,	hires	a	photographer,	and	buys	a	photo	permit	for	
the	photo	shoot	at	Vizcaya.	Each	and	every	day,	there	are	as	many	as	4	or	5	of	
these	photo	shoots	taking	place	in	the	gardens	at	Vizcaya.	For	years	we	provided	
free	admission	passes	for	the	girl	and	her	family	to	visit	Vizcaya	at	another	time.	
But	as	it	 turned	out,	none	of	these	passes	were	being	used.	In	fact,	we	found	
them	being	offered	for	sale	on	line.	Clearly,	in	the	case	of	the	Quinceañera	and	
her	family,	Vizcaya	serves	only	as	a	photo	backdrop;	other	 than	that	Vizcaya	
appears	to	have	little	relevance.

7 – Vizcaya: into a new era

Through	these	examples	I	try	to	show	how	people	have	appropriated	Vizcaya	
for	 their	 own	 purposes,	 how	 they	 have	made	 the	 place	 their	 own,	 and	 how	
Vizcaya	matters	 to	 them,	 even	 if	 it	 has	 little	 or	 nothing	 to	 do	with	Vizcaya	
being	a	former	private	residence,	a	historic	house	museum,	and	also	a	National	
Historic	Landmark. I	should	add	here	that	over	the	past	10	years,	the	number	of	
visitors	to	Vizcaya	has	almost	doubled,	with	200,000	people	visiting	annually.	
Among	these,	only	30	%	are	locals.	While	these	numbers	are	a	few	years	old,	
it	 appears	 that	 there	 is	 an	 ongoing	 trend	 of	 growing	 tourism	 in	Miami,	with	
increasing	numbers	of	people	visiting	from	elsewhere	in	the	United	States	and	
from	abroad.
I	readily	admit	that	in	a	way	we	have	a	luxury	problem,	receiving	more	rather	
than	less	visitors.	But	the	question	is	how	can	we	increase	the	number	of	local	
visitors?	How	can	we	be	relevant	to	our	local	community?	How	can	we	make	
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local	visitors	return	to	Vizcaya	for	repeat	visits?	Why	does	Vizcaya	matter	to	
them?
We	want	to	be	more	than	a	rental	facility,	more	than	photo	back	drop,	and	more	
than	an	attraction	for	the	overwhelming	number	of	tourists	from	abroad.	But	how	
then	shall	we	determine	what	Vizcaya	is,	how	it	is	to	be	understood,	or	enjoyed,	
or	interpreted?	And,	additionally,	while	preservation	is	at	the	core	of	Vizcaya’s	
mission,	how	do	we	find	a	middle	ground	between	the	use	of	Vizcaya,	and	the	
preservation	of	this	cultural	landscape	surrounded	by	an	ever-encroaching	urban	
sprawl?	After	all,	if	Vizcaya	is	not	relevant	to	the	community	and	being	used,	
what	reason	then	is	there	to	preserve	it?
Since	 2004,	more	 or	 less,	 there	 has	 been	 a	 shift	 in	 the	way	we	 present	 and	
interpret	Vizcaya.	Facility	rentals	and	photo	shoots	still	happen,	and	continue	to	
be	an	important	source	of	revenue.	However,	since	this	shift,	we	approach	the	
interpretation	of	Vizcaya	through	different	themes,	for	example	the	adaptation	
of	European	 traditions	 in	an	American	setting;	 the	 interrelationships	between	
the	natural	and	the	designed	environments;	or,	the	roles	and	relationships	of	the	
people	and	the	places	associated	with	work	and	leisure.
To	give	a	better	idea	of	these	interpretive	themes	I	will	describe	four	projects	or	
programs	at	Vizcaya,	some	existing	and	some	more	in	the	development	stage.

8 – Vizcaya: today and tomorrow

Staff life
It	is	probably	safe	to	say	that	in	general	people	are	fascinated	to	see	how	others	
live	and	work	and	play.	Just	consider	how	popular	the	British	TV-series	Downton 
Abby	is	–	the	TV	drama	that	tells	the	story	in	the	early	20th	century	of	a	wealthy	
aristocratic	family	and	of	the	staff	that	works	for	this	family,	and	how	these	two	
different	classes	interact.	At	Vizcaya,	however,	we	are	very	much	aware	that	we	
almost	entirely	leave	the	staff	out	of	the	story	we	are	telling.
The	kitchen	in	Vizcaya’s	Main	House	is	one	of	the	spaces	that	visitors	love	to	
see.
However,	the	space	is	lacking	of	human	occupancy,	or	activity.	The	rooms	in	
Vizcaya’s	Main	House	that	used	to	be	the	staff	living	quarters,	are	currently	used	
for	office	space.	We	are	however	planning	to	convert	several	of	these	rooms	to	
interpreted	spaces,	so	we	can	tell	that	part	of	the	Vizcaya	story	as	well:	the	story	
of	the	housekeeper,	the	cook,	the	valet,	the	chauffeur,	and	the	seamstress.	Isn’t	
this	what	most	of	our	visitors	can	relate	to	the	easiest:	work	and	play,	eating,	
sleeping,	and,	well,	daily	life.



78

Alternative life styles in the 20th century
Many	 of	 Vizcaya’s	 visitors	 ask	 at	 one	 time	 or	 another:	 was	 Deering	 gay?	
Considering	Deering	was	a	lifelong	bachelor,	and	considering	the	artistic	caliber	
of	Vizcaya,	it	is	not	an	unusual	or	unexpected	question.	Indeed,	there	are	many	
rumors	that	Deering	was	gay,	and	even	references	to	that	point	both	online	and	
in	print.	There	is	however	very	little	if	anything	to	support	this.	On	the	other	
hand,	 Paul	Chalfin,	Deering’s	 artistic	 director,	was	 gay,	 and	 lived	 an	 openly	
gay	life	style,	together	with	his	boyfriend,	on	a	houseboat	not	far	from	Vizcaya.	
While	there	was	a	gay,	artist	community	in	the	Village	in	New	York	at	the	time,	
this	certainly	was	not	the	norm	in	Miami	in	the	early	20th	century.
As	I	mentioned	before,	there	was	for	decades	a	certain	hesitancy	to	talk	to	our	
visitors	about	the	personal	 life	of	James	Deering.	While	this	 is	 in	part	due	to	
the	fact	that	not	that	much	is	known,	this	reluctance	may	well	have	given	rise	
to	the	rumor	that	he	was	gay.	But	the	environment	in	which	we	tell	our	stories	
has	changed	significantly.	Today,	we	can	and	in	fact	we	must	tell	the	personal	
stories	of	 those	who	 lived	and	worked	at	Vizcaya.	This	 includes	 the	story	of	
Chalfin	and	his	boyfriend	living	together	in	early	20th	century	Miami.	To	not	tell	
this	story	is	a	cover	up,	and	means	leaving	it	up	to	rumor	to	write	history.	Like	
staff	life,	this	is	something	that	people	can	relate	to	because	it	touches	upon	our	
daily	lives	today.

Contemporary Art
At	 first	 sight	 Vizcaya	 appears	 to	 be	 all	 about	 centuries	 old	 art	 objects	 and	
furnishings	 from	 Europe.	 However,	 Deering	 actually	 commissioned	 several	
American	contemporary	artists	to	create	works	for	Vizcaya.	Among	them	was	
Alexander	Stirling	Calder	who	sculpted	the	terrors	of	the	sea	on	a	breakwater	in	
front	of	Vizcaya’s	Main	House	in	the	bay;	and	Robert	Winthrop	Chanler,	who	
created	a	fantastical	ceiling	over	Vizcaya’s	Swimming	Pool.
Taking	the	inspiration	from	these	original	commissions,	in	2006	Vizcaya	kicked	
off	its	Contemporary	Arts	Program,	commissioning	artists	to	create	work	inspired	
by,	or	otherwise	interpreting	some	aspect	of	Vizcaya.	Not	coincidentally,	since	
2002	Miami	has	been	host	to	Art	Basel	Miami	Beach,	one	of	the	world’s	largest	
contemporary	art	fairs,	bringing	art	dealers	and	collectors	from	across	the	globe	
to	Miami.	Through	Vizcaya’s	own	Contemporary	Art	Program,	we	have	been	
able	to	bring	in	new	audiences	to	Vizcaya,	albeit	modestly.	The	program	makes	
Vizcaya	relevant	to	a	different	segment	of	the	local	community,	including	artists	
and	art	lovers:	no	longer	is	Vizcaya	static,	or	just	a	historic	house	museum,	but	
also	a	place	of	new	and	contemporary	creativity	and	artistic	creation.
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Urban Agriculture and Green Space
As	 I	 described	 previously,	 originally	 Vizcaya	 included	 a	 village	 with	 farm	
buildings	 and	 agricultural	 fields	 that	 made	 the	 estate	 mostly	 self-sufficient.	
Since	Vizcaya	became	a	public	museum,	the	Village	has	not	been	used	for	such	
an	agricultural	purpose.	Most	of	the	buildings	have	fallen	in	disrepair.	Today,	
however,	we	are	in	the	final	stages	of	developing	a	Master	Plan	to	restore	the	
village,	 and	 to	 restore	 some	 of	 its	 original	 function.	 In	 a	 landscape	 that	 has	
become	 increasingly	 and	 rather	 tremendously	 urban,	 the	 concept	 of	 a	 farm	
village	 immediately	 south	 of	 Downtown	 Miami	 has	 been	 well	 received	 by	
members	of	the	surrounding	community.	While	not	a	farm	in	sense	of	life	stock	
and	extensive	fields	or	orchards,	we	will	 create	a	green	space,	and	programs	
centered	on	urban	agriculture	and	the	growing	of	crops	for	use	 in	public	and	
educational	programs.	While	 limited	 in	scope,	 simply	because	 the	amount	of	
space	is	limited	and	there	are	many	competing	needs	for	the	buildings	and	land	
in	the	Village,	this	projected	restoration	and	interpretation	seems	quite	in	line	
with	 current	 interest	 in	 healthy	 and	 locally	 grown	 foods,	 urban	 agriculture,	
and	green	spaces,	and	will	be	another	step	in	the	direction	of	making	Vizcaya	
relevant	to	our	local	community.

9 – So, why do we matter?

I	strongly	believe	that	in	the	description	of	the	above	four	projects	lies	part	of	
the	answer	to	the	Big	Question:	Why	do	we	matter?	I	think	we	matter,	if	we	tell	
a	story	that	our	visitors	can	relate	to.
But,	in	order	to	make	Vizcaya	relevant,	we	need	to	tell	not	just	one	story,	but	many	
stories:	the	stories	of	the	Bahamians	who	built	Vizcaya,	and	the	housekeepers	
who	 supported	 the	 estate;	 the	 stories	 of	 the	 original	 objects	 in	 the	 decorated	
rooms,	but	also	the	stories	of	how	the	estate	has	been	used	during	its	lifetime	as	
a	museum.	We	endeavor	to	tell	these	stories,	in	the	hope	that	our	very	diverse	
community	will	thus	relate	to	Vizcaya.
Whether	it	is	about	the	work	we	do,	about	alternative	lifestyles,	about	the	art	we	
create	or	collect,	or	the	food	we	eat,	we	must	tell	a	story	that	in	many	ways	is	a	
version	of	our	own	story.
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La casa Museo del Greco y su papel en la configuración de 
la ciudad y el turismo en Toledo

Ana	Carmen	Lavín
Delegada	de	patrimonio	nacional	en	el	real	sitio	de	Aranjuez,	España

Museos entre dos siglos: Toledo y el Greco en 1900
1900	es	una	fecha	clave	en	el	mundo	de	los	museos	españoles.	Muchas	de	las	
instituciones	en	las	que	actualmente	trabajamos	tienen	como	fecha	de	creación	
el	 cambio	 de	 siglo.	 Ello	 está	 directamente	 relacionado	 con	 el	 movimiento	
historicista	 y	 –	 en	 el	 caso	 español	 –	 con	 la	Generación	 del	 ‘98	 y	 con	 la	 de	
1914,	la	Edad	de	Plata	de	la	cultura	española.	Estas	corrientes	de	pensamiento	
provocaron	en	el	terreno	intelectual,	una	profunda	crisis	de	conciencia	nacional	
y	 una	 intensa	 reflexión	 sobre	 la	 identidad	 de	 España,	 sobre	 su	 reflejo	 en	 la	
historia,	 la	 literatura,	el	arte	y	 las	 instituciones.	En	el	panorama	cultural	esto	
se	 vio	 reflejado	 en	 proyectos	 museísticos	 que	 exaltarán	 los	 grandes	 mitos	
nacionales,	lo	castizo,	lo	autóctono,	las	artes	y	tradiciones	populares.
Este	 es	 el	 punto	 de	 partida	 de	 una	 gran	 parte	 de	 nuestros	 museos	 y	 muy	
especialmente	 de	 una	 tipología	 concreta	 como	 son	 las	 casas-museos,	 que	 se	
multiplicaron	desde	el	siglo	XIX	como	monumentos	a	la	memoria	de	personajes	
ilustres	de	una	nación	o	de	una	ciudad,	una	especie	de	versión museística de las 
esculturas de mármol y bronce que pueblan desde entonces nuestras plazas y 
parques.
Hace	cien	años	comenzaron	en	la	vieja	ciudad	de	Toledo	varias	empresas	que	
combinaban	el	factor	nostalgia	con	la	necesidad	de	conservar	y	restaurar	viejos	
monumentos	 y	 crear	 nuevos	 focos	 culturales	 para	 el	 incipiente	 turismo	 que	
visitaba	la	pintoresca	España	finisecular.	Hace	más	de	un	siglo	comenzaban	su	
andadura	el	Museo	del	Greco.

Situación en la ciudad y cifras de visitantes
La	ubicación	del	centro	es	importante	por	la	propia	estructura	de	la	ciudad:	Toledo	
(80.000	habitantes)	es	una	de	las	ciudades	más	turísticas	de	España,	situada	a	
70	km	de	Madrid;	 segundo	nivel	 turístico	 (tras	Madrid,	Barcelona,	Sevilla	y	
Granada).	Recibe	al	año	1.5	millones	de	turistas.	Además	el	trazado	urbano	es	
inconexo,	con	un	núcleo	central	e	histórico	de	un	urbanismo	complicado	y	una	
serie	de	barrios	modernos	que	han	ido	creciendo	a	los	pies	del	“cerro”.
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El	Museo	del	Greco	y	el	Museo	Sefardí	son	dos	de	los	principales	atractivos	
de	la	ciudad	(identificación	Greco-Toledo	igual	que	Ámsterdam	y	Rembrandt)	
y	se	encuentran	en	la	zona	de	 la	 judería	muy	cercano	a	otros	focos	 turísticos	
como	la	Iglesia	de	Santo	Tomé,	donde	se	conserva	el	famoso	“Entierro del Sr. 
de Orgaz”;	además	está	muy	cercano	a	la	zona	donde	verdaderamente	se	ubicó	
la	vivienda	y	el	taller	del	Greco,	una	serie	de	estancias	en	el	Palacio	de	Villena,	
hoy	desaparecido,	justo	en	frente	en	el	actual	Paseo	del	Tránsito.
Las	cifras	de	visitantes	anuales	superan	los	250.000	(Sefardí	320.000),	aunque	
el	descenso	ha	sido	sistemático	desde	el	cierre	de	la	casa	para	su	restauración	
(en	los	‘80	las	cifras	eran	de	400.000).	La	demanda-presión	social	sobre	ambos	
centros	en	muy	alta:	por	ser	un	gran	foco	de	atracción	turística	y	de	recursos	
económicos,	y	por	ser	un	tema	de	debate	político.

1:	Toledo,	Casa	del	Greco	(historical	photo).

La creación de la casa y del museo del Greco
La	Casa	 y	 el	Museo	 del	Greco,	 fue	 el	 primer	museo	 de	 ambiente	 español	 y	
primer	centro	turístico	concebido	como	tal	a	principios	del	siglo	XX	y	ha	sido	el	
foco	de	desarrollo	de	la	ciudad.
En	este	proceso	fueron	fundamentales	las	figuras	del	Marqués	de	la	Vega	Inclán	
y	del	arquitecto	historicista	Eladio	Laredo	y	sobre	todo	la	del	profesor	Manuel	
B.	Cossío,	autor	del	primer	catálogo	razonado	de	las	obras	del	pintor	cretense.	
El	triángulo	entre	el	Greco	y	ambos	personajes	fue	el	ejemplo	más	conseguido	
de	la	estrecha	relación	entre	patrimonio	intelectual	y	su	plasmación	museística.	
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O	como	convertir	algo	tan	erudito	como	es	el	análisis	de	una	obra	artística	en	un	
sugerente	reclamo	turístico-cultural.
En	1910	D.	Benigno	Vega	Inclán	compra	unos	solares	y	una	vieja	casa	en	la	
judería	toledana,	muy	cerca	de	donde	estuvo	la	verdadera	morada	del	Greco	y	la	
restaura	para	convertirla	en	un	centro	dedicado	al	pintor.	D.	Benigno	concibió	
un	 proyecto	 cultural	 que	 donará	 al	 Estado,	 integrado	 por	DOS	 EDIFICIOS:	
la	supuesta	casa	del	Greco	–	amueblada	por	él	mismo	ayudado	por	Cossío	y	
por	 el	 arquitecto	 historicista	 Eladio	 Laredo	 con	 las	 numerosas	 piezas	 que	
compró	al	efecto	–	y	un	museo	edificado	de	nueva	planta	sobre	los	restos	de	un	
antiguo	palacio,	para	exponer	los	lienzos	del	Greco	salvados	de	la	ruina	que	se	
encontraban	en	San	Juan	de	los	Reyes,	todo	ello	rodeado	por	un	jardín	salpicado	
de	restos	arqueológicos	a	modo	de	Cigarral	(villa	de	campo)	toledano.
Su	controvertida	figura,	puso	en	marcha,	además	de	varios	museos,	la	Comisaría	
Regia	de	Turismo,	germen	del	 futuro	Ministerio	de	Turismo	 (importancia	de	
este	dato)	El	marqués	se	convertirá	en	el	constructor	del	canon	turístico	español,	
aunando	ideales	de	la	Institución	Libre	de	Enseñanza	–	como	el	afán	pedagógico	
de	los	museos,	la	importancia	del	arte	para	fijar	el	genio	nacional,	o	la	importancia	
de	las	industrias	artesanales	–	y	adelantando	ideas	muy	modernas	que	sólo	han	
cristalizado	cien	años	después.	La	idea	de	relacionar	y	promocionar	patrimonio	
cultural	y	natural	–	monumento	y	paisaje	–	es	una	de	ellas.	Fijó	la	imagen	de	
España	a	 través	de	su	patrimonio	y	utilizó	el	 turismo	como	elemento	 inocuo	
para	su	difusión.
La	participación	de	Cossío	en	todo	este	proceso	fue	fundamental	y	suele	quedar	
obviada	por	los	investigadores	que	siempre	citan	su	monografía	pero	olvidan	el	
otro	producto	cultural	que	derivó	de	su	obra:	el	proyecto	museográfico	inclaniano	
de	la	casa	y	el	museo	del	Greco,	y	que	enlazaba	directamente	con	los	postulados	
krausistas	 de	 la	 Institución	Libre	 de	Enseñanza,	 el	 organismo	educativo	más	
vanguardista	e	internacional	que	ha	tenido	alguna	vez	la	desdichada	educación	
española.	Porque	el	libro	de	Cossío	se	hizo	imagen	a	través	del	edificio	y	de	sus	
colecciones	y	además,	será	Cossío	el	que	dote	de	la	carga	nacionalista	a	la	figura	
del	Greco.
Además,	 en	 el	 novedoso	 proyecto	 de	 la	 Casa	 y	 del	 Museo	 del	 Greco	 de	
Toledo,	lo	que	se	acusa	fundamentalmente	es	la	influencia	de	las	corrientes	de	
pensamiento	internacionales	que	fluían	a	través	de	sus	actores,	y	que	tampoco	
habían	penetrado	en	la	España	de	la	época,	donde	los	museos	eran	poco	más	o	
menos	que	almacenes	de	antigüedades	expuestos	con	mayor	o	menor	fortuna	y	
con	un	criterio	cronológico	en	el	mejor	de	los	casos.	Las	relaciones	de	Cossío	
y	 de	Vega	 Inclán	 a	 través	 de	 sus	 viajes	 con	 el	mundo	 intelectual,	 artístico	 y	
museístico	de	Europa	y	Norteamérica	fue	enorme.	Todos	sus	proyectos	–	incluido	
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el	de	la	musealización	del	Greco	–	se	basan	en	las	avanzadas	ideas	educativas	
y	pedagógicas	que	 se	gestaban	en	 los	países	anglosajones.	De	hecho,	 será	 la	
fuente	 en	 la	 que	 beban	 las	museografías	 ambientales,	 los	period rooms,	 que	
aunaban	la	transmisión	de	conocimientos	y	el	afán	educativo	con	la	producción	
de	sensaciones,	al	imbuir	al	visitante	en	los	ambientes	de	época.	La	importancia	
del	proyecto	radicó	también	en	ese	trasvase	de	ideas	y	teorías	venidas	desde	las	
tradiciones	museológicas	anglosajonas	al	erial	museístico	hispano.
Las	diversas	estancias	–	especialmente	la	cocina	y	el	estudio	del	pintor	–	serán	
cuidadosamente	adornadas	con	una	selección	de	piezas	de	la	época	o	elaboradas	
y	compradas	ad	hoc,	de	manera	más	o	menos	acertada	y	ecléctica;	el	fin	último	
siempre	será	el	de	crear	una	ilusión	óptica,	generando	un	sentimiento	de	cercanía	
al	 visitante	 de	 forma	que,	 si	 el	Greco	no	hubiera	 vivido	 así	 y	 allí	mismo,	 si	
podría	haberlo	hecho	de	una	 forma	muy	similar.	Este	montaje	de	 inspiración	
neorromántica	 invitaba	 a	 sentir	 y	 a	 pensar	 en	 el	 griego	 en	 un	 ejercicio	 de	
evocación	histórica;	Esta	casa	“resucitada	más	que	conservada”,	en	palabras	del	
propio	Cossío	(con	quien	Vega	Inclán	tienen	alguna	discrepancia	por	el	falso	
histórico),	era	un	puro	ejercicio	intelectual	de	principio	a	fin	y	estaba	a medio 
camino entre el Romanticismo y la Castilla eterna.
Los	valores	ambientales	fueron	la	clave	del	éxito	del	proyecto	museístico.	Porque	
la	colección	del	complejo	de	la	casa	y	museo	es	uno	de	esos	excepcionales	casos	
en	 los	que	 se	 eligen	 las	 piezas	para	 ilustrar	 una	 idea,	 y	no	 al	 contrario.	Con	
el	proyecto	de	la	Casa	y	el	Museo	del	Greco,	se	realizará	por	primera	vez	en	
España	un	montaje	ambiental	y	se	forjará	un	estilo	decorativo	castellano.	Y	este	
montaje,	además,	incluía	elementos	cinematográficos.

El	marqués	había	dado	con	la	piedra	angular	de	las	futuras	casas-museo	que	se	
crearán	en	nuestro	país	después	de	la	del	Greco:	el	aura	espiritual	que	las	envolvía.	
Porque	aunque	el	espacio	no	era	“genuinamente	auténtico”,	y	se	había	hecho	un	
acomodo	bienintencionado	de	enseres	y	cuadros	para	“reinventar”	la	historia	y	
“resucitar”	al	pintor,	lo	cierto	es	que	D.	Benigno	logró	transmitir	estos	valores	
intangibles	más	allá	de	la	mera	contemplación	estética	de	la	obra	del	cretense.	
La	 visita	 se	 convertía	 casi	 en	 una	 performance	 íntima,	 turística	 e	 histórica.	
Además,	Vega	Inclán	estaba	trasladando	al	público	de	un	museo	las	sensaciones	
y	las	recreaciones	que	triunfaban	en	el	recién	descubierto	mundo	del	cine,	tras	
la	proyección	parisina	en	1895	de	los	hermanos	Lumière.	La	visita	se	realizaba	
con	una	secuencia	casi	cinematográfica	de	sucesión	de	ambientes.	Cada	sala,	
cada	espacio,	cada	 rincón,	 tiene	un	 tratamiento	de	 fotograma	y	parece	hecho	
para	ser	captado	por	una	cámara,	jugando	con	la	iluminación	y	la	disposición	
de	los	elementos.	La	ambientación	estaba	a	medio	camino	entre	la	escenografía	
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teatral	y	el	metraje	del	cine	mudo.	La	valía	de	los	objetos	que	se	exhibían	seguía	
contemplando	caracteres	como	sus	cualidades	históricas	o	artísticas,	pero	ahora	
se	 añadía	otro	 factor:	 el	poder	de	evocación.	Aunque	 su	elección	en	muchos	
casos	no	estuviera	regida	por	el	rigor	histórico,	no	importaba.	Su	importancia	
radicaba	en	su	poder	de	 transporte	hacia	el	pasado,	como	si	 tocar	o	sentir	su	
materialidad	 estableciera	 un	 puente	 de	 conexión	 con	 el	 pasado.	 Muebles,	
entorno,	 cocina,	 patio,	 jardines,	 retratos…	nos	 trasladan	 a	 ese	 siglo	 con	más	
efectividad	que	un	museo	dedicado	al	Renacimiento	español.	La	gran	mayoría	
de	los	objetos	de	ambientación	del	universo	que	recrea	Vega	Inclán	funcionaban	
como	 catalizadores,	 como	 máquinas	 del	 tiempo,	 independientemente	 de	 su	
valor	artístico.

2:	Toledo,	Casa	del	Greco,	the	Kitchen	(historical	photo).

Influencia: el impaco en la ciudad, el paisaje y el turismo
Este	monumento	vivo	dedicado	al	espíritu	de	un	pintor	se	convirtió	en	un	mito 
en	el	panorama	artístico	español	desde	su	creación.	Con	un	concepto	sumamente	
adelantado	a	su	tiempo	de	“complejo	cultural	dinamizador”	Vega	Inclán	conforma	
un	paraje	 ciertamente	 evocador	y	 comenzaba	a	 atraer	 a	miles	de	visitantes	 a	
medida	que	se	iba	acrecentando	el	turismo	en	Toledo	al	reclamo	de	las	obras	y	
la	figura	del	griego.	Y	aunque	las	galerías	de	pintura	del	museo	constituían	el	
núcleo	central	de	la	visita,	la	casa,	el	espacio	privado	de	Vega	Inclán	dedicado	
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al	 homenaje	del	 cretense,	 se	 reservaba	para	ocasiones	y	visitantes	 especiales	
en	una	hábil	estrategia	de	relaciones	sociales	puesta	en	marcha	por	el	marqués.
Entre	1911	y	1930	el	museo	 irá	consolidándose	en	el	panorama	de	 la	ciudad	
alcanzando	cotas	de	visitantes	inimaginables.	Porque	el	comienzo	del	turismo	
en	Toledo	 es	 el	 inicio	 del	 turismo	 en	España	 y	 el	Greco	 es	 la	 base	 sobre	 la	
que	empieza	a	asentarse	todo	el	entramado.	La	trilogía	turismo-Toledo-Greco	
de	la	mano	del	Marqués	de	la	Vega	Inclán	y	bajo	el	auspicio	del	Rey	Alfonso	
XIII,	 hará	 furor	 desde	 la	 inauguración	 del	museo,	 lanzando	 a	 la	 adormecida	
ciudad	a	la	obtención	de	una	nueva	fuente	de	riqueza,	que	aumentaba	de	forma	
fabulosa	en	paralelo	al	número	de	sus	visitantes.	Según	datos	de	los	estudios	del	
periodista	toledano	Santiago	Camarasa	(1927):

Tenemos	pues	un	principio	de	estadística	con	un	millar	de	turistas	en	1909,	que	
suben	a	4.000	en	el	1911,	y	continúa	en	enorme	progresión	creciente	en	los	años	
siguientes;	 en	 1912	 se	 triplica	 la	 cifra	 y	 vuelve	 a	 triplicarse	 en	 el	 que	 sigue,	
llegando	hasta	40.000.	La	Gran	Guerra	paralizó	muchísimo	el	turismo,	pero	no	
totalmente	en	Toledo,	pues	nunca,	aun	en	los	momentos	más	activos	del	desastre	
europeo,	 faltaron	 turistas	 en	 la	 ciudad	 toledana...aunque	 reduciéndose	 a	 unos	
15.000...en	1924	llegaban	a	80.000	y	en	1925	más	de	100.000...en	los	últimos	
años	más	 de	 la	 tercera	 parte	 de	 los	 turistas	 venían	 en	 automóvil…respecto	 a	
visitas	de	personalidades,	muchos	de	estos	viajes	se	realizaron	oficialmente	(en	
1910	el	Rey	de	Portugal,	en	1913	el	Presidente	de	la	República	Francesa,	en	1918	
el	Príncipe	de	Mónaco,	en	1921	los	Reyes	de	Bélgica,	y	en	1922	el	Sha	de	Persia),	
pero	 los	 más	 fueron	 de	 incógnito,	 particularmente.	 ¡Si	 la	 cocinita	 del	 Greco	
pudiera	hablar¡	¿cuántos	grandes	hombres	habrán	almorzado	en	aquel	recogido	
aposento,	 en	 aquel	 simpático	 y	 singular	 rincón	 de	 la	morada	 del	 gran	 artista	
acompañados	por	el	Marqués	de	la	Vega	Inclán	Inclán?(...)	elogiara	la	atención	
del	 Comisariado	 de	 Turismo	 en	 todas	 estas	 visitas,	 congresos	 y	 excursiones,	
que	 cuida	hasta	 el	 último	detalle	y	que	 atiende,	 incluso	personalmente,	 como	
obsequio	 suyo	 con	 lunchs,	 refrescos	 y	 otros	 refrigerios,	 en	 cualquiera	 de	 sus	
monumentos,	Casa	y	Museo	del	Greco	y	Sinagoga	del	Tránsito	(...)	Así	se	hace	
patria.

El	incipiente	turismo	canalizado	a	través	de	la	Comisaría	Regia	llegaba	a	Toledo	
con	 la	guía	de	viajes	de	moda	del	momento,	 la	Baedeker,	publicada	en	1908	
y	que	dedicaba	un	apartado	a	 la	casa,	dispuesto	a	rendir	su	homenaje	ante	 la	
ilusión	ensoñadora	que	habían	ideado	Vega	Inclán	y	el	profesor	Cossío	y	a	la	
que	Eladio	Laredo	había	dado	forma...
El	proyecto	grequiano	se	va	a	constituir	en	el	elemento	vertebrador	de	la	ciudad	
de	Toledo	y	en	el	exponente	cultural	de	 la	 idea	de	 la nación española	que	a	
través	de	la	Comisaria	Regia	de	Turismo	se	difundía	desde	las	instituciones	del	
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estado.	Toledo	encuentra	su	nueva,	y	casi	única	fuente	de	riqueza,	en	el	turismo	
que	nace	en	torno	al	Greco.
El	museo	durante	toda	la	segunda	mitad	del	siglo	XX	será	el	epicentro	sobre	el	
que	pivote	la	recuperación	económica	de	la	ciudad	(en	una	situación	decadente	
en	1900)	y	el	punto	central	de	la	visita	turística.	El	Greco	y	su	casa-el	museo	
conformaron	la	ciudad	que	Toledo	es	hoy	en	día.	Y	esta	inercia	funcionará	hasta	
bien	entrados	los	años	ochenta,	momento	en	que	el	modelo	entrará	en	crisis.	El	
único	paralelo	que	podemos	encontrar	–	ochenta	años	después	–	es	el	proyecto	
del	Museo	Guggenheim	de	Bilbao,	que	también	supuso	la	reconversión	de	toda	
la	ciudad	gris	y	portuaria	arruinada	tras	el	cierre	de	los	altos	hornos	hacia	un	
modelo	de	ciudad	turística	y	marca	internacional.	Hoy	nadie	concibe	Bilbao	sin	
asociarlo	al	museo,	lo	mismo	que	hace	cien	años	Toledo	quedó	indisolublemente	
unido	a	la	Casa	y	Museo	del	Greco.

Influencia Nacional e Internacional
La	influencia	que	tuvo	el	proyecto	Greco	a	nivel	nacional	e	internacional	fue	muy	
amplia.	En	nuestro	país	fue	el	espejo	donde	se	miraron	otros	proyectos	de	casas	
y	museos	dedicados	a	personajes	ilustres.	Monumentos	de	memoria.	El	edificio	
toledano	funcionó	como	un	prototipo	que	dio	lugar	a	numerosas	variantes	en	
décadas	posteriores.	En	el	estudio	hemos	destacado	como	más	cercanas	las	de	
Cervantes,	Goya,	Lope	de	Vega	y	Dulcinea,	pero	el	abanico	es	amplio.	La	más	
cercana	por	autor	 e	 ideología	 fue	 la	de	Cervantes	en	Valladolid,	un	proyecto	
donde	Vega	Inclán	contó	con	el	apoyo	oficial	que	apenas	tuvo	en	Toledo.	Y	si	
el	universo	del	Greco	se	recreó	a	través	de	la	imagen,	el	de	Cervantes	será	el	
homenaje	a	la	palabra.	Porque	allí	la	lengua	castellana,	la	biblioteca	y	lecturas	
cervantinas	 serán	 sus	 verdaderas	protagonistas.	Palabra	 frente	 a	 Imagen.	Sus	
ecos	 llegan	 hasta	 nuestros	 días,	 donde	 se	 crean	 nuevos	 “falsos	 mitos”,	 casi	
siempre	ligados	ya	al	desarrollo	turístico	más	que	al	mundo	de	las	ideas.
Mucha	 mayor	 fortuna	 tuvo	 su	 repercusión	 internacional	 que	 dio	 lugar	 en	
Estados	Unidos	a	un	revival	historicista	que	puso	de	moda	lo	hispano.	La	casa,	
su	patio	y	jardín,	sus	rejas,	maderas,	azulejerías	y	un	largo	rosario	de	elementos	
característicos	fueron	copiados	hasta	la	saciedad.	La	moda	del	Spanish Style	y	
la	locura	del	Spanish Craze,	tiene	su	icono	emblemático	en	la	Casa	del	Greco.
La	breve	incursión	que	se	ha	realizado	para	ilustrar	el	tema	nos	ha	dejado	los	
ejemplos	californianos	del	arquitecto	G.W.Smith	y	los	de	Addison	Mizner	en	
Florida,	copias	ambas	de	la	casa	del	Greco.	Ambos	visitaron	Toledo	y	el	primero	
construirá	EL Hogar	en	1920,	su	estudio	y	vivienda.	Su	éxito	fue	tal	que	fue	
utilizada	para	las	campañas	publicitarias	de	Cementos	Portland.	Otro	ejemplo	
californiano	es	el	complejo	del	Greco Apartments,	construido	en	1929	alrededor	
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de	un	patio	con	galerías	inspirados	en	el	museo.	Addison	Mizner	hizo	en	Florida,	
en	la	ciudad	de	Boca	Ratón,	todo	un	complejo	vacacional	inspirado	en	La	Casa	
del	Greco.	Su	chalet	piloto,	oficina	de	ventas	y	estudio	era	una	réplica	exacta.	El	
Edificio Administrativo,	hoy	es	un	célebre	restaurante.	El	Greco	surcó	los	mares	
en	el	Transatlántico	Carinthia.	La	clase	alta,	fumaba	y	hacía	negocios	en	el	salón	
de	fumar,	réplica	del	patio	de	la	casa.
Si	la	influencia	de	la	Casa	del	Greco	se	centró	en	Estados	Unidos	en	su	aspecto	
más	constructivos	y	ambientales,	en	Latinoamérica	serán	sus	aspectos	simbólicos	
los	que	triunfen,	tratando	de	conformar	sus	identidades	nacionales	a	través	de	
sus	mitos	identitarios.	Las	casas	de	los	libertadores	y	los	padres	de	la	patria,	se	
inspirarán	en	la	del	Greco.	Los	ejemplos	más	sobresalientes	serán	los	dedicados	
a	Simón	Bolívar	y	al	mito	de	Colón.	Quinta	Bolívar	en	Colombia	y	Alcázar	de	
Colón	en	Santo	Domingo,	principalmente.
En	Europa	los	ejemplos	de	 las	casas	museo	de	Rubens,	Rembrandt	y	Miguel	
Angel	 son	 los	más	destacados.	Señalo	el	primero,	que	bebe	directamente	del	
Greco,	según	palabras	de	su	director.	Los	tres	centros	han	sabido	remodelarse,	
conservar	 sus	 valores	 ambientales	 y	 simbólicos	 y	 convertirse	 en	 centros	 de	
estudio	de	referencias	sobre	los	pintores,	algo	que	no	ha	sucedido	en	el	caso	de	
museo	toledano.

La crisis de la casa museo y del modelo cultural y turístico
Un	último	aspecto	reseñable,	con	el	que	concluyo,	es	la	estrecha	relación	entre	
el	 proyecto cultural de la casa y museo del Greco, su gran carga política e 
ideológica	nacionalista	y	la	difusión	que	del	mismo	se	hizo	a	través	del	incipiente	
turismo	que	llegaba	a	Toledo	y	a	España.	La	casa	y	el	museo	del	Greco	fueron	
el	 experimento	 que	 concluyó	 con	 la	 creación	 de	 un	 nuevo	 producto	 cultural	
y	 turístico	 bastante	 artificial,	 pero	 de	 gran	 éxito	 y	 que	 tuvo	 como	 objetivo	
subyacente	el	de	 recrear	una	 identidad:	fijó	 lo	que	era	España	y	 lo	español	a	
través	de	la	cultura	y	lo	promocionó	a	través	del	turismo.
Porque	 el	 Museo	 del	 Greco	 no	 nace,	 como	 la	 gran	 mayoría	 de	 los	 museos	
españoles,	para	custodiar	una	colección	a	la	que	habrá	que	dotar	de	ideas	y	un	
discurso,	sino	para	custodiar	una	idea,	a	la	que	se	añadirá	una	colección	y	a	la	
que	habrá	que	dotar	de	espacios.
La	 creación	 de	 este	 espacio	 simbólico,	 convertido	 en	 mito	 de	 imágenes,	
personajes	y	espacios,	tenía	en	su	misma	creación	el	germen	de	su	destrucción.	
En	el	Museo	del	Greco	se	hablaba	y	se	pensaba	sobre	España	a	través	del	pintor	
y	de	sus	obras.	Y	esa	es	la	principal	razón	de	su	ser,	los	problemas	de	su	devenir,	
y	el	motivo	de	su	crisis,	que	no	deja	de	ser	la	del	estado	español	en	general	y	la	
del	sistema	de	museos	español	en	particular.
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El	museo	es	representativo	de	lo	que	fuimos	y	de	lo	que	somos.	La	construcción	
y	 promoción	 del	mismo	 como	 centro	 referente	 del	 nacionalismo	hispano	 tuvo	
efectos	directos	en	la	socialización	de	la	cultura	nacional	y	el	imaginario	colectivo	
ha	 asociado	 al	 pintor	 con	 la	 España	 Imperial,	 y	 sus	 obras	 son	 la	 ilustración	
recurrente	del	caballero	español,	del	mundo	cervantino,	y	de	una	forma	de	entender	
el	 solar	patrio.	Porque	 los	 símbolos	creados	por	Vega	 Inclán	conformaron	una	
marca	nacional	que	pervivirá	sin	problemas	hasta	el	final	del	franquismo.	En	esos	
años	la	imagen	que	se	quiere	proyectar	al	exterior	cambiará	hacia	un	modelo	más	
modernizador	y	turístico,	el	modelo	de	“la	España	del	sol	y	la	playa”.	Lejos	del	
mundo	de	la	cultura,	la	Casa	y	el	Museo	del	Greco	comenzarán	a	resquebrajarse,	
al	dejar	de	ser	válidos	para	la	representación	nacional.
La	crisis	de	la	Casa	y	Museo	del	Greco	se	inscribe	también	en	el	marco	general	
de	la	crisis	de	los	museos	de	ambiente	que	coincidió	en	fechas	con	el	agotamiento	
del	modelo	de	representatividad	nacional.	El	proyecto	de	remodelar	el	centro	
entre	 2003	 y	 2011	 intentó	 sin	 éxito	 dar	 una	 solución	 a	 un	museo	 herido	 de	
muerte	en	sus	bases	fundacionales.
Hoy	el	paisaje	de	Toledo,	su	visita	turística	y	la	importancia	de	la	casa	del	pintor	
van	por	otros	caminos…
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The	museological	community	faces	the	challenge	of	dealing	with	the	concept	
of	“cultural	landscape,”	adopted	by	UNESCO	in	1992	as	a	type	of	recognition	
of	 cultural	 heritage,	 emphasizing	 that	 there	 are	 landscapes	 representative	 of	
humankind’s	 interaction	with	nature,	 expressing	 a	 long,	 intimate	 relationship	
between	 people	 and	 their	 natural	 environment.	How	 can	 this	 relationship	 be	
developed	within	the	context	of	house	museums?
The	2014	Siena	Charter	contributed	to	this	discussion	by	defining	museums	as	
custodians	of	the	tangible	and	intangible	heritage	of	the	territory	and	as	centers	
of	 interpretation	and	dissemination	of	 this	cosmos;	as	 institutions	 that	play	a	
symbolic	and	identity	role	in	the	cultural	landscape,	stimulating	the	creation	of	
landscape	communities,	aware	of	the	identity	values	involved	in	preservation,	
participants	in	its	sustainable	development.
And	what	happens	when	the	community	participates	in	the	creation	of	museums	
that	preserve	their	historical	and	cultural	memory?	In	reflecting	on	this	issue,	I	
would	like	to	present	to	you	an	ongoing	study	on	the	house	museums	that	are	
representative	of	Italian	immigration	in	Brazil	as	cores	for	defining	the	cultural	
landscape,	given	their	historic	and	symbolic	importance	in	their	area.
The	great	emigration	from	Italy	to	countries	in	the	Americas,	from	the	second	half	
of	the	19th	to	the	early	20th	century	(particularly	from	the	Italian	Risorgimento	
to	the	postwar	period),	is	seen	in	both	countries	as	an	important	historic	event.	
A	remarkable	flow	of	humans	(more	than	one	million	people)	came	to	Brazil	to	
provide	labor	for	agriculture	and	to	populate	uninhabited	areas.
During	this	process,	Italian	culture	spread	in	cities	that	still	maintain	strong	ties	
with	their	culture	of	origin,	which	can	be	felt	both	in	everyday	life	and	in	the	
house	museums	created	as	a	space	to	celebrate	the	collective	memory.
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1:	Caxias	do	Sul,	Brazil,	Museu	ambiencia	Casa	de	Pedra.

The	homes	of	 immigrants	open	 to	 the	public	as	house	museums	are	material	
and	symbolic	witnesses	of	this	process,	and	of	how	a	way	of	life	developed	in	
the	country	of	origin	has	been	adopted	in	the	host	country.	The	wood	and	stone	
architecture,	home	spaces	and	daily	rituals	were	adapted	to	the	natural	resources	
available.
The	new	ways	in	which	the	old	houses	are	used	help	to	ensure	that	the	history	
and	culture	of	 the	 country	of	origin	 are	kept	 alive,	preserving	 time	 layers	of	
society	 expressed	 in	 the	 memories	 of	 the	 buildings,	 of	 their	 residential	 and	
social	use,	expressive	of	the	specific	time	when	the	Italian	“man”	set	himself	in	
the	natural	landscape,	modifying	it.
This	 study	 has	 identified	 24	 house	 museums	 created	 to	 commemorate	 and	
document	 the	 contribution	of	 Italian	 families,	 including	officially	 established	
museums	 and	 private	 collections	 opened	 to	 the	 public	 in	 the	 last	 decades	 of	
the	20th	century.	They	are	located	in	the	states	of	Espírito	Santo,	Paraná,	Rio	
Grande	do	Sul,	Rio	de	Janeiro,	São	Paulo	and	Santa	Catarina.	They	have	survived	
urban,	political	and	economic	changes	and	are	present	in	the	iconography	and,	
consequently,	in	the	memories	of	several	generations.
In	southern	Brazil	there	are	19	house	museums,	all	representative	of	farms	that	
date	back	to	the	time	when	the	territory	was	first	occupied,	in	the	context	of	
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the	settling	of	unpopulated	areas	that	differentiates	this	region	from	the	nearby	
Southeast.	The	families	that	migrated	to	the	south	generally	settled	on	small	
properties,	practicing	subsistence	agriculture	which	greatly	strengthened	the	
maintaining	of	ties	with	the	community	and	culture	of	origin	and	the	building	
of	a	collective	identity.	It	should	be	noted	that	many	of	the	museum	spaces	in	
this	area	are	linked	to	others	still	inhabited,	within	the	same	property,	by	the	
descendants	of	the	first	inhabitants.	With	few	exceptions,	this	contributes	to	
the	creation	of	 tourist	 routes,	and	thus	 to	a	strategy	of	sustainability	for	 the	
region.

Table	1	–	House	museums	in	southern	Brazil.

House Museum City State
Casa	Barzan João	Félix,	

Orleans
Santa	Catarina	|	SC

Casa	Buzzi Ascurra Santa	Catarina	|	SC
Casa	de	Bona Farroupilha Rio	Grande	do	Sul	|	RS
Casa	de	Memória	Alberton Itá Santa	Catarina	|	SC	
Casa	de	Memória	Camaroli Itá Santa	Catarina	|	SC
Casa	do	Colono	Italiano	Eugenio	
Mottin

Colombo Paraná	|	PR

Casa	do	Imigrante	Italiano	Nonno	
Afonso

Ibiraiaras Rio	Grande	do	Sul	|	RS

Casa	Dona	Zilba Antônio	Prado Rio	Grande	do	Sul	|	RS
Casa	Righesso Bento	Gonçalves Rio	Grande	do	Sul	|	RS
Casas	de	Pedra	da	Família	Bratti Nova	Veneza Santa	Catarina	|	SC
Memorial	Casa	Italiana Gramado Rio	Grande	do	Sul	|	RS
Museu	Ambiência	Casa	de	Pedra Caxias	do	Sul Rio	Grande	do	Sul	|	RS
Museu	Cainelli Bento	Gonçalves Rio	Grande	do	Sul	|	RS
Museu	Casa	Zinani Caxias	do	Sul Rio	Grande	do	Sul	|	RS
Museu	do	Imigrante Bento	Gonçalves Rio	Grande	do	Sul	|	RS
Museu	Municipal	Casa	de	Pedra Farroupilha Rio	Grande	do	Sul	|	RS
Museu	Municipal	Casal	Moschetti Farroupilha Rio	Grande	do	Sul	|	RS
Museu	Municipal	Domingos	Battistel Nova	Prata Rio	Grande	do	Sul	|	RS
Museu	Rural	do	Imigrante	Italiano Nova	Prata Rio	Grande	do	Sul	|	RS
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In	 southeastern	 Brazil,	 5	 house	 museums	 have	 been	 identified	 that	 are	
representative	 of	 Italian	 families	 and	 are	 located	mostly	 in	 the	 State	 of	 São	
Paulo.	In	this	area	the	majority	of	the	immigrants	settled	on	the	coffee	plantations	
to	meet	 the	demand	 for	 skilled	 labor,	 and	when	 this	 economy	declined,	 they	
moved	farther	into	the	state,	becoming	the	owners	of	small	businesses,	shops,	
commercial	and	industrial	enterprises,	or	engaged	in	cultural	activities.

Table	2	–	House	museums	in	southeastern	Brazil.

House Museum City State
Casa	Lambert Santa	Teresa Espírito	Santo	|	ES
Casa	da	Memória	Italiana Ribeirão	Preto São	Paulo	|	SP
Fazenda	Santa	Gertrudes Santa	Gertrudes São	Paulo	|	SP
Museu	Casa	de	Portinari Brodowski São	Paulo	|	SP
Museu	da	Imigração	Italiana	de	
Quiririm

Taubaté São	Paulo	|	SP

Most	museums	in	the	South	and	Southeast	were	created	by	the	community	as	
a	 symbol	 of	 strength	 and	 pride	 in	 their	 history	 and,	more	 than	 collections	 of	
materials,	they	preserve	buildings	that	were	originally	part	of	rural	settlements	
and	were	later	incorporated	into	the	urban	context.	Inside,	furniture	and	everyday	
objects	belonging	to	the	past	residents	are	mixed	with	articles	of	different	origin	
donated	by	the	community,	and	thus	the	house	becomes	the	home	of	everyone	
and	an	expression	of	a	tradition	shared	in	wide	variety	of	ways:	from	the	building	
construction	methods	to	the	organization	of	residential	and	work	environments,	
connected	by	the	routines;	to	household	rituals,	as	shown	by	the	tools	and	utensils	
that	characterize	the	kitchen	and	contextualize	its	social	importance	in	the	heart	of	
the	home	and	the	family;	to	religiousness,	in	the	images	of	the	saints	of	ancestral	
devotion;	to	the	personal	documents	and	photographs	that	record	the	appearance	
of	the	immigrant	families	at	different	times;	to	the	craftsmanship	of	the	furniture,	
clothing,	decorative	and	utilitarian	objects,	some	imported	from	Italy	and	other	
made	in	Brazil	using	the	technical	knowledge	imported	by	immigrants;	to	other	
objects	or	things	imbued	with	memories,	intimacy	and	affection,	that	take	visitors	
back	to	their	own	memories,	in	a	poetic	exchange	between	interior	and	exterior	
spaces	of	the	house,	between	the	house	and	the	land.
Popular	events	come	to	life	at	these	museums	during	holidays	for	the	founding	of	
the	cities	and	the	celebrations	established	by	immigration,	such	as	processions,	
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dancing,	 floral	 decorations,	 grape	 harvests	 and	 the	 collective	 preparation	 of	
foods,	which	celebrate	the	Italian	spirit;	tours	inside	the	museums	provide	a	link	
between	the	memory	of	the	house	–	and	its	people	–	and	the	surrounding	area.
More	than	a	century	after	they	were	built,	these	house	museums	now	stand	as	
landmarks	in	the	area,	because	they	were	present	during	almost	all	the	stages	of	
regional	history	and	its	identity,	preserving	the	memory	of	that	great	historical	
and	anthropological	event	that	was	the	Italian	immigration	to	Brazil.
Considering	the	Categorization	Project	proposed	by	DEMHIST,	there	are	two	
types	 that	 interact	 in	 the	 classification	 of	 these	 house	 museums:	 that	 of	 the	
“houses	the	communities	wanted,”	because	the	majority	of	house	museums	arise	
from	actions	by	the	local	people,	who	saw	them	as	a	way	of	making	themselves	
known	and	to	empower	and	give	value	to	their	paths	in	life;	and	that	of	“houses	
as	witnesses	of	historic	events,”	because	immigration	should	be	celebrated,	in	
the	interpretative	context	of	the	museum,	as	a	bridge	between	life	in	Italy	and	
life	in	Brazil,	as	a	record	of	the	historical	changes	in	the	quality	of	everyday	and	
domestic	life.
The	study	of	immigration	in	the	context	of	the	house	museums	and	the	cultural	
landscape	is	of	great	importance,	considering	that	a	house	turned	into	a	house	
museum	is	one	of	the	most	important	testimonies	of	this	landscape	over	time;	it	
is	a	link	with	the	city,	with	the	area	and	with	the	transformations	that	occurred	
in	this	place.	These	transitions	are	important	because	the	house	can	be	seen	as	an	
element	that	stands	along	the	routes	of	the	movements	of	those	who	lived	there	
and	the	others	who	worked	there	and	visited	the	same	places.	Although	they	do	
not	offer	a	faithful	reproduction	of	a	domestic	environment,	they	offer	visitors	
the	opportunity	to	immerse	themselves	in	a	lifestyle	that	reflects	a	community	
and	refers	to	personal	experiences,	i.e.	to	the	memories	of	those	who	visit	them.
Establishing	 an	 intimate	 connection	 between	 the	 house	 and	 the	 collective	
imagination	makes	the	house	museum	a	bridge	that	brings	the	reality	on	display	
–	 and	 thus	 intangible	 –	 closer	 to	 the	 tangible	 reality	 of	 life.	 For	 a	 person	of	
Italian	descent	 like	me,	 I	 can	 say	 that	 entering	one	of	 these	 house	museums	
is	like	looking	into	myself	and	remembering	my	Calabrian	grandparents,	who	
left	 their	 little	 village	 to	 emigrate	 to	 southern	 Bahia,	 in	 northeastern	 Brazil.	
They	went	to	a	different	region	from	the	one	I	told	you	about,	but	the	collective	
imagination	crosses	paths,	the	landscape	expands.
The	widened	view	of	the	landscape	in	terms	of	its	broader	development	compared	
to	what	we	see	physically	in	a	region	considers	the	movements	of	people	across	
the	land,	in	the	flows	that	are	bridged	by	migration,	and	that	build	history	from	
experiences,	actions	and	events	in	regions	that	are	connected	to	others.	These	
connections	 leave	 signs,	 like	 traces	 of	 the	 paths	 of	 personal	 and	 collective	
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experiences	that	are	mutually	related.	History,	knowledge	and	traditions	bring	
different	areas	closer	together,	and	cultural	identity	builds	bridges.

2:	Museu	ambiencia	Casa	de	Pedra,	the	Kitchen	(photo	Aldo	Toniazzo).
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Introduction
The	phenomena	we	 are	 trying	 to	 explain	 in	 this	 paper	 are	 closely	 connected	
to	the	particularities	of	the	contemporary	society,	often	labeled	as	a	digital	era	
or	 information	 age.	Characterized	by	 the	 evolution	of	 the	modern	 capitalism	
as	global	political	and	cultural	system	(Castells,	2011a)	and	globalization	as	a	
process	based	on	and	relying	upon	the	development	of	the	new	technologies	and	
new	forms	of	communication	(Stegar	&	James,	2010),	Digital	era	brings	forward	
consumerism	 as	 a	 dominant	 cultural	 distinction	 (James	&	 Szeizman,	 2010),	
where	cultural	sides	of	consumption	are	more	important	than	the	consumption	
conditioned	 by	 production	 (Featherstone,	 1991).	 Another	 important	 aspect	
of	 the	 contemporary	world	 is	 its	 networking	 dimension,	which	 is	 one	 of	 the	
defining	characteristics	of	the	Information	Age.	Although	networks	are	an	old	
model	 of	 human	 interaction,	 digital	 networking	 technology	 “powered	 social	
and	organizational	networks	in	ways	that	allowed	their	endless	expansion	and	
reconfiguration,	 overcoming	 the	 traditional	 limitations	 of	 networking	 forms	
of	organization	 to	manage	complexity	beyond	a	 certain	 size	of	 the	network”	
(Castells,	 2011b:	 XVIII).	 The	 backbone	 of	 such	 expansive	 and	 extensive	
networking	is	the	internet	and,	although	not	being	new	and	recent	phenomenon	
(internet	started	in	1969),	an	ever-expanding	base	of	users	is	easily	identified	
–	 almost	half	of	 the	world’s	population	 in	2015	 (46.4%)	has	 internet	 access,	
which	is	an	832.5%	growth	since	the	year	2000	(IWS,	2016).	The	evolution	of	
internet	and	its	usage	has	been	extensively	debated	and	is	out	of	the	scope	of	this	
paper.	However,	since	2005	a	buzzword	Web 2.0	began	indicating	processes	that	
shaped	the	most	common	contemporary	usage	of	internet	through	“architecture	
of	participation”	–	a	process	in	which	user	also	was	at	the	same	time	the	creator	
of	content	that	has	been	consumed;	in	another	words	a	system	that	“consumes	
and	 remixes	 data	 from	 multiple	 sources,	 including	 individual	 users,	 while	
providing	their	own	data	and	services	in	a	form	that	allows	remixing	by	others”	
(O’	Reilly,	2007:	17).
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The	new	age	of	the	internet	(Web 2.0)	where	users	were	trusted	to	simultaneously	
be	creators	and	developers	of	the	primary	content1	was	quickly	epitomized	in	
the	term	Sharing,	for	which	one	of	the	rare	studies	of	the	phenomena	claims	to	
be	a	constitutive	activity	of	Web	2.0	(John,	2012).	The	same	author	goes	further	
to	suggest	that	not	only	new	ways	of	using	the	verb	were	induced	by	the	dense-
networking	capacity	of	the	Web	2.0,	but	that	it	shed	new	light	onto	the	social	life	
off-line	too.	The	word	changed	connotations	from	negative	to	positive	“which	
suggests	that	the	idea	of	sharing	has	grown	in	popularity	in	spheres	beyond	Web	
2.0”	(ibid,	176)	and	introduced	new	ones	–	“terms	such	as	‘share	your	world’	
or	‘share	your	life’	did	not	appear	before”	(ibid,	178).	The	concept	of	sharing	
spread	 well	 beyond	mixing	 internet	 data	 by	 content	 consumers/creators	 and	
found	its	most	tangible	form	in	the	sphere	called	Sharing economies.

Sharing economies – rent out your room, boat or museum
Sharing	economies	(also	known	as	collaborative consumption)	represent	a	new	
form	 of	 socio-economic	 relations	 “which	 operate	 without	 money	 changing	
hands	 and	 whose	 goal,	 by	 and	 large,	 is	 not	 to	 make	 its	 participants	 richer”	
(ibid:	179),	although,	recent	developments	indicate	that	the	concept	can	prove	
to	be	bringing	 lucrative	opportunities	 (Gaskins,	2010).	The	concept	has	been	
widely	discussed,	praised	and	criticized	(Benkler,	2006;	Tapscott	and	Williams,	
2006;	 Hamari	 et	 al,	 2015),	 but	 it	 is	 notable	 that	 the	 phenomenon	 was	 born	
in	 the	 Internet	Age	 (Belk,	2013),	 that	 challenges	 the	notions	of	property	and	
ownership	 (Botsman	and	Rogers,	2010),	and	 includes	 individuals	 renting	out	
their	 underused	 assets,	 from	 clothing	 or	 accessories	 to	 homes	 and	 vehicles.	
Some	authors	would	even	suggest	that	sharing	economies,	in	conjunctions	with	
Web	2.0	are	facilitating	the	transition	into	the	postcapitalist	era,	where	consumer 
goods	 are	 becoming	profit goods	 under	 certain	 conditions	 and	helped	by	 the	
technological	advances	(Mason,	2015).	The	paradigmatic	platform	of	successful	
and	well-received	sharing	economy	is	Airbnb,	a	website	that	allows	travelers	to	
rent	accommodation	from	ordinary	people	–	residents	of	named	accommodation.	
Initially	intended	as	affordable	and	hip	alternative	to	hotels	and	hostels,	Airbnb	
nowadays	includes	most	unusual	accommodation	and	housing	units,	including	
airplanes,	boats,	lighthouses,	even	islands	(Garun,	2013;	Poggio,	2015).	Since	
its	launch	in	2009,	Airbnb	has	been	booking	millions	of	room	nights	annually	
for	more	 than	60	million	users	 through	2	million	 listings	 in	 57000	 locations	
worldwide	 (Smith,	 2016).	Although	 renting	 privately	 owned	 accommodation	
as	 tourist	 logging	has	been	known	for	a	very	long	time,	as	 in	cases	of	XVIII	

1	Such	practices	are	not	error-free	processes.	For	further	details,	see:	Parikka,	J.,	&	Sampson,	T.	D.
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century	Grand	Tours	(Black,	1985),	it	was	the	Web	2.0	and	digital	technologies	
that	turned	such	practice	into	a	game	of	high	numbers	(Guttentag,	2015;	Shelly	
&	Frydenberg,	2011).	The	rise	to	prominence	in	global	hospitality	industry	and	
steady	growth	of	Airbnb	has	attracted	much	popular	and	academic	attention,	but	
not	without	underlining	the	threats	and	challenges	–	legal	and	taxation	issues,	
health	&	safety	concerns	and	disruptive	effects	on	 the	housing	market	of	 the	
destination	(Geron,	2013;	Patel,	2015;	Guttentag,	2015).	Its	benefits	and	negative	
effects	towards	the	receptive	destination	are	yet	to	be	fully	researched,	but	as	
Yglesias	(2012)	suggests	that	“short	term	rentals	should	serve	as	a	reminder	that	
visitors	aren’t	best	regarded	as	a	resource	to	be	milked	by	hotels”	indicates	that	
accommodation	 is	 just	one	of	 the	segments	 through	which	a	destination	sees	
benefit	from	tourism.
The	 popularity	 of	Airbnb	 accommodation	 services	 is	 found,	 amidst	 other,	 in	
trust	and	reputation	of	the	host	that	can	be	achieved	via	users’	comments,	low(er)	
prices	in	comparison	to	hotels,	and	homey	feeling	preferred	by	some	travelers	
(Guttentag,	2015).	For	 the	purpose	of	 this	paper,	 it	 is	noteworthy	 that	one	of	
the	main	reasons	for	choosing	Airbnb	over	a	standard	accommodation	services	
(hotel,	hostel,	etc)	lies	in	the	wish	for	obtaining	more	of	a	‘local	experience’	–	
“The	experience	of	living	in	a	residence	also	offers	guests	the	chance	to	have	
a	more	‘local’	experience	by	living	more	like	a	local,	interacting	with	the	host	
or	neighbors,	and	possibly	staying	in	a	‘non-touristy’	area”	(ibid,	1197).	This	
reflects	the	concept	of	‘black	region’	by	MacCannell	(1973)	in	which	tourists’	
wish	 for	 more	 authentic,	 local	 experience	 in	 a	 destination	 is	 explained.	 By	
staying	in	an	environment	that	would	otherwise	be	occupied	by	a	local	resident	
and	by	sharing	the	elevator/staircase/inner	courtyard	of	the	building,	tourists	are	
approaching	more	local	experiences.	It	has	also	been	documented	that	having	
a	direct	contact	with	the	local	population	is	as	important	as	the	monetary	factor	
(Liedtke,	2011),	while	another	survey	brings	forward	the	topic	of	authenticity	
and	‘perspective	of	the	inhabitants’	as	equally	important	as	other	driving	factors,	
when	 deciding	 to	 engage	 in	 sharing	 economy	 in	 hospitality	 sector,	 namely	
Airbnb	(Stors	&	Kagermeier,	2015).
It	 is	 precisely	 the	 abovementioned	 plethora	 of	 phenomena,	 including	
technological	innovations,	shifts	in	consumers	and	tourists’	priorities	and	higher	
demand	for	‘authenticity’	that	laid	fertile	ground	for	the	emergence	of	what	will	
here	be	suggested	as	Reversed house museum.

Historic house and stay-over museums
In	the	era	of	high	digitalization	and	massive	technological	development,	people`s	
needs	for	new	and	innovative	ways	of	experiencing	the	world	around	them	are	
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rapidly	changing	and	growing.	Simple	and	innocent	observation	of	landscapes,	
objects	and	events	is	unthinkable.	More	engaging,	participative	experiences	are	
something	practically	a	must	in	the	21st	century.	Although	museums	conceptually	
represent	something	old	and	traditional,	their	managers	are	quite	aware	of	the	
mentioned	changes	and	are	striving	to	follow	them.	Special	focus	is	on	visitorsʼ	
need	 of	 getting	 deeper	 into	 direct	 contact	 with	 history	 and	 heritage.	That	 is	
why	most	of	the	traditional	museums`	exhibitions	are	nowadays	perceived	as	
conservative	and	non-engaging,	as	unimaginative	and	not	interesting	anymore.	
Even	classical	museums	(with	fine-art	exhibitions)	have	been	changing	in	that	
sense	and	modernizing	quite	a	lot	lately.	However,	it	is	not	always	technological	
advances	that	cause	new	museological	approaches;	another	form	of	history	and	
heritage	presentation	is	emerging	as	very	effective,	while	being	simultaneously	
innovative,	engaging,	unpretentious	and	quite	interesting	for	the	visitors	–	the	
house	museums.
The	 advantage	 of	 house	 museums	 in	 primarily	 found	 in	 their	 distinctive	
possibility	to	evoke	history	by	putting	the	visitor	into	direct	contact	with	it.	The	
specific	blend	of	ties	between	personal	memory	and	collective	remembrance	in	
house	museums	is	produced	through	the	combination	of	cultural	images	which	
deliver	perception	in	addition	to	knowledge.	As	far	as	experience	and	perception	
in	the	lens	of	authenticity	are	concerned,	house	museums	are	practically	never	
uncontested,	although	they	carry	the	aura	of	“true	reality”	(Risnicoff	de	Gorgas,	
2011)	 as	 there	 was	 someone	 that	 actually	 lived	 in	 that	 house.	 However,	 no	
matter	 how	concerned	with	direct	 links	 to	 the	objects	 or	 people	 they	narrate	
about,	house	museums	are,	after	all,	spaced	that	represent	certain	motives	from	
the	past,	and	as	such	are	always	indirect	and	intermediary.
History	 does	 not	 happen	 only	 in	 time,	 it	 happens	 in	 space	 as	well,	 suggests	
Schlögel	(2009),	and	adds	that	the	where	of	history	is	just	as	important	as	the	
when.	When	pondering	on	 the	cultural	 relations	 toward	 the	 living	space,	 it	 is	
necessary	 to	 include	 the	 spatial	 introspection,	 not	 only	 temporal	 or	 personal	
–	 “the	history	of	 the	houses	 is	 sometimes	more	 interesting	 than	 the	 life	of	 a	
person.	Houses	outlive	people	and	are	often	witnesses	of	different	generations”	
(ibid).	Pinna	 in	his	work	explains	 that	historic	houses	draw	 the	attention	and	
importance	not	only	by	exposed	objects	and	by	their	significance,	but	also	by	
the	idea	they	create	about	the	people	who	lived	there	and	the	lives	that	circulated	
those	objects	(Pinna,	2001).
Maybe	one	of	the	crucial	concepts,	when	historic	houses	are	concerned,	is	the	
concept	 of	metaphorical spirit of the place,	 (Van	Mensch,	 2011)	 where	 the	
interaction	 between	 three	 layers	 of	 the	 historic	 house	 –	 physical properties, 
function and significance, and context is	seen	as	the	basis	for	visitor’s	perception	
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of	 the	 property	 and	 where	 the	 authenticity	 that	 visitors	 perceive	 is	 closely	
related	to	trust.	On	the	other	hand,	Van	Mensch	recognizes	that	our	experience	
of	a	historic	house	is	set	by	various	parameters,	among	which	physicality	links	
us	 to	 the	 very	 house	 –	 “This	 physicality	 is	 the	 result	 of	 two	 processes:	 the	
dynamics	between	the	house	and	its	inhabitants	in	the	pre-acquisition	phase	of	
its	existence,	and	the	results	of	post-acquisition	interpretations.”	Such	a	fact,	to	
a	certain	extent,	recognizes	that	 tangible	factors	of	 the	house	(pre-acquisition	
phase)	are	important	too.
However,	house	museums	are	not	only	meant	to	tell	a	story	about	a	person	or	
a	family.	These	particular	houses	and	their	concepts	are	capable	of	retelling	a	
story	of	an	epoch,	of	society	in	such	a	specific	way.	Only	historic	house	can	unite	
micro	and	macro	stories	about	political,	cultural,	artistic	and	other	knowledge	
and	experience.	(Pavoni,	W.D.).	This	argument	will	be	quite	applicable	to	the	
case	study	further	in	the	text.
Step	 further	 in	 the	 rapprochement	 between	museums`,	 their	 exhibitions`	 and	
visitors	is	a	possibility	to	stay	over.	Many	museums	worldwide	had	started	with	
this	initiative	a	long	time	ago,	realizing	how	exciting	this	experience	for	visitors	
might	be.	Usually,	the	offer	stands	for	school	children,	but	many	of	them,	provide	
programs	for	adults	too	(London’s	Natural	History	Museum,	British	Museum,	
American	Museum	of	Natural	History,	and	many	others	worldwide).	Besides	
museums,	 sleepover	 became	 a	 practice	 in	 abandoned	 prisons,	 sports	 clubs,	
replicas	 of	 old	 ships,	 zoo	parks,	 etc.	There	 is	 a	 variety	 of	 possibilities,	 from	
simple	 stay-over	 to	 excursions	 and	 various	 events	 organization.	The	 famous	
movie	“Night	at	 the	Museum”	from	2006,	definitely	contributed	 to	planetary	
excitement	about	spending	the	night	at	such	a	place.

Yugodom – rental apartment in Belgrade
Previous	arguments	bring	forward	the	concept	of	a	house	museum	in	its	traditional	
form	and	the	idea	of	stay	over	museums,	with	certain	remarks	important	to	our	
case	study.	However,	in	this	paper,	we	will	present	the	example	of	a	particular	
model	 that	we	named	reversed historic house museum.	This	model	combines	
the	above-mentioned	classical	historic	house	museum	and	the	idea	of	stay-over	
museum	by	creating	a	certain	synergy	–	a	rental	house	furnished	and	renovated	
as	a	museum.	It	is	important	to	mention	that	this	is	a	space	where	no	famous	
historical	figures	have	ever	lived,	nor	did	anything	historically	significant	ever	
occur.	On	the	contrary,	the	place	of	reversed house museum	is	invented	from	a	
vernacular	space	with	the	idea	of	recalling	a	certain	memory,	but	only	through	
design,	ambient	and/or	another	constructed	and	not	inherited	property.	That	is	
why	a	term	reversed	has	been	introduced.
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1:	Belgrade,	Yugodom	rental	apartment.

Yugodom (literary translated from Serbian: Yugoslav home) is an Airbnb rental 
apartment located in	 the	 old	 neighborhood	 of	 Dorcol	 in	 the	 Belgrade	 city	
center.	It	belongs	to	the	1960’s	modernist	style	apartment	building,	erected	by	
the	Yugoslav	 state	 for	 the	 JNA	 (Yugoslav	National	Army)	 officials	 and	 their	
families.	Both	back	then	and	now,	these	buildings	are	considered	to	be	strong	
and	solid	and	their	quality	and	high	standards	are	often	understood	in	relation	to	
the	strength	of	the	Yugoslav	state	(Le	Normand,	2014).	What	makes	Yugodom	
distinctive	and	worth	of	both	touristic	and	research	attention	is	its	interior	design,	
focused	on	mid-century	Yugoslav	aesthetics.
In	the	words	of	Mario	Milaković,	owner,	founder	and	curator:

“Yugodom	 is	 a	 collection	of	 furniture,	decorations,	 souvenirs	 and	 similar	 items	
from	the	period	of	the	Yugoslav	mid-century	modernity,	situated	in	a	flat	of	a	1960s	
military-constructed	building	in	Dorćol	area	of	Belgrade.	The	furniture	is	authentic	
and	from	the	era,	made	in	Socialist	Federal	Republic	of	Yugoslavia.	The	building	is	
authentic,	the	flat	is	authentic.	Yugodom	is	also	authentic,	but	it	is	original	creation,	
not	 a	 replica	 or	 imitation	 of	 some	old	 exYU	flat;	 it	 is	 rather	 a	 flat/museum/art	
exhibition/design	 collection	 that	 is	 strongly	 influenced	 by	 selected	 aspects	 of	
SFRY	aesthetics,	art,	design	and	history”	(in	Rahatlokum,	2015).
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Yugodom	is	labeled	as	living museum and	is	very	much	advertised	as	such	and	
perceived	as	 such	by	 the	media	and	 its	guests2.	Furthermore,	Mario	explains	
that	he	does	not	feel	as	a	hotelier	or	as	an	art	curator:

“I	combined	the	museum	with	the	rental-apartment,	I	actually	invented	for	myself	
a	new	category.	Unlike	conventional	museums,	the	guests	can	touch	everything,	
sleep	 in	 the	beds,	experience	 the	world	as	 it	was,	not	 just	behind	glass	cases.	
What	you	will	experience	and	feel	here	will	definitely	be	stronger	than	distant	
exhibition”.	(in	Vrana,	2015).

This	atmosphere	allows	guests	to	step	back	in	time	and	to	experience	the	story	
of	 a	 country	 still	 carved	 in	 the	memory	 of	many	Yugoslavs,	 but	 others	 too.	
However,	 the	aesthetic	assemblage	of	Yugodom,	 its	exhibits/household	 items	
that	focus	on	the	visual	while	leaving	out	the	contextual	(namely	ideological	and	
political	aspects	of	the	era	it	refers	to)	certainly	tend	to	cater	for	the	feelings	of	
nostalgia,	feeling	of	loss	of	something	that	never	existed,	or	as	something	that	
one	didn’t	think	one	had	lost	(Boym,	2002).
With	these	preliminary	sketches	of	the	apartment	and	the	building,	we	will	retrace	
the	above/mentioned	 frame	of	 traditional	historic	houses	 in	our	 endeavors	 to	
explain	both	the	Yugodom’s	attractiveness	and	emerging	phenomena	of	reversed 
house museums.

	
2	–	3:	Belgrade,	Yugodom	rental	apartment,	details	of	furniture

2	Yugodom	is	receiving	high	level	of	international	and	domestic	media	attention	from	the	moment	
it	opened	its	doors.	Full	press	clipping	with	visual,	video	and	printed	materials	is	available	on	the	
Yugodom	Facebook	page:www.facebook.com/yugodom.
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This	 rental	 apartment	might	 be	 classified	 as	 a	 living museum,	with	 a	 role	 in	
preserving	and	presenting	aesthetic	heritage.	It is	a	stay	over	museum	designed	
as	a	Yugoslav	retro	home	that	exhibits	art	and	design	collections	of	a	mid-century	
modern	furniture	and	home	décor.	It	 is	not	an	authentic	apartment	from	mid-
century,	but	an	apartment	furnished	with	authentic	pieces	from	the	era	and	with	
the	 tag	 ‘Made	 in	Yugoslavia’.	Therefore,	 the	matter	 of	MacCannell`s	 staged	
authenticity	concept	(1973)	is	not	even	questionable	here	due	to	the	awareness	
of	 visitors	 about	 the	 above-mentioned	 clarification.	 MacCannell	 argues	 that	
tourists	who	seek	authentic	objects/places	are	usually	already	prepared	about	
the	place	they	are	visiting. That	might	refer	to	the	never-ending	popularity	of	
the	mid-century	Yugoslavia,	and	the	fact	that	Yugodom	attracts	mostly	fans	of	
Yugoslav	modern	design.	However,	it	is	a	comfortable	rental	home	designed	to	
welcome	all	visitors	of	Belgrade,	 interested	in	having	a	unique	experience	of	
stepping	back	in	the	time	of	ex-Yugoslavia.
The	 reversed	 house	 museum	 is	 therefore	 characterized	 by	 several	 set	 of	
particularities:
•	 It	is	a	space	that	is	entirely	constructed	in	the	present,	does	not	bear	any	factual	

links	to	the	past	occurrences	of	that	space	and	does	not	convey	a	story	based	
on	the	past	of	that	space.

•	 It	 is	 a	 space	 envisioned	 and	 constructed	with	 other-than-museum	 purpose.	
Historical	narrative	is	consumed	in	parallel	with	the	core	service	of	the	space	
–	in	the	case	of	Yugodom	it	is	rental-apartment	providing	logging	services	as	
well	as	house-museum	experience.

•	 It	is	branded,	marketed,	recognized	and	most	importantly	consumed	as	a	house	
museum	space;	a	space	that	conveys	a	historical	narrative	based	on	the	set	of	
artifacts	that	are	allocated	to	that	space,	not	historically,	reflecting	the	spatial-
social	continuum,	but	rather	purposefully	in	the	present.

•	 It	is	a	space	that	attracts	its	visitors	in	other-than-museum	ways	and	usually	
does	not	charge	“exhibition”	fees	but	profits	from	another	activity	of	the	space.

•	 Is	is	a	space	usually,	but	not	exclusively,	owned	and	run	by	non-institutional	
entity.

•	 It	is	a	space	that	heavily	relies	upon	the	contemporary	characteristics	of	World	
Wide	Web	and	its	sharing	components	–	Web	2.0	and	Sharing	economies	in	the	
ways	it	attracts	its	visitors.

In	 other	 words,	 reversed house museum	 reflects	 the	 postmodern	 practice	 of	
border	blurring,	where	sleeping	is	combined	with	museum-experience	and	where	
the	historic	house	 setting	 is	merely	constructed	 setting,	bearing	no	particular	
link	 to	 the	 actual	 history	 of	 the	 space.	 In	 that	 sense,	 the	 concept	 is	 echoing	
the	Baudrillard’s	(1994)	third	stage	of	simulation	in	which	the	presentation	is	
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detached	from	the	reality	to	that	extent,	that	it	does	not	have	an	original	anymore.	
In	case	of	Yugodom,	the	apartment/exhibition	is	not	representing	any	particular	
ex-Yugoslav	 apartment	 but	 rather	 form	 an	 aesthetic	 pastiche	 that	 produces	 a	
historical	narrative.
Reversed	house	museums	 lack	 some	of	 the	core	characteristics	of	 traditional	
house	 museums,	 characteristics	 that	 are	 at	 their	 basis	 and	 constitute	 the	
framework	 within	 which	 they	 are	 managed	 and	 consumed.	 Contrary	 to	 the	
above-mentioned	particularities,	Reversed house museums	do	not	operate	on	the	
level	that	takes	into	an	account	the	pre-acquisition	phase;	the	whole	layer	that	
constitutes	the	experiences	of	the	house	relating	to	the	period	before	it	became	
musealised	is	absent.	There	is	actually	no	where	from	the	Schlögel’s	maxime	we	
examined	earlier	on,	no	physicality that	predestines	a	house	(or	any	other	space	
as	a	matter	of	fact)	for	certain	historical	narrative.	With	this	in	mind,	we	might	
ask	ourselves	to	do	reversed	house	museums	provide	less	of	an	experience	for	
the	visitors,	or	the	social	framework	in	which	they	operate	substitutes	that	in	a	
proper	way.
Sourcing	 further	 inspiration	 from	Van	Mensch’s	 (2011)	comments	of	historic	
houses	as	heterotopian	spaces	in	the	Foucauldian	terms,	we	agree	that	

“it	is	not	the	house	where	something	has	happened,	or	where	somebody	has	lived.	
It	is	the	house	that	is	interpreted	and	accordingly	presented	as	the	representation	
of	the	house	where	something	has	happened,	or	where	somebody	has	lived.”

In	the	case	of	reversed house museums,	we	would	argue,	the	definition	would	
be:

“it	is	a	house	where	nothing	has	happened	and	nobody	had	lived.	It	is	a	house	
that	is	constructed,	made	available	and	consumed	as	one	that	is	interpreted	and	
accordingly	presented	as	 the	representation	of	 the	house	where	something	has	
happened,	or	where	somebody	has	lived”.

Various	 and	 numerous	 international	 guests	 of	 this	 particular	 Airbnb	
accommodation	unit	 appreciate	owner`s	efforts	and	 recognize	his	 ideas.	That	
is	 why	 Yugodom	 rapidly	 became	 famous	 and	 highly	 evaluated	 by	 guests,	
tourism	professionals,	national	and	international	press.	Yugodom	represents	an	
excellent	example	of	the	ways	hospitality	and	museum	industries	are	articulated	
into	a	space	that	offers	much	sought-after	blend	of	experiences.	In	that	sense,	
we	 expect	 the	 global	 increase	 of	 reversed	 historic	 houses	 and	 we	 strongly	
encourage	 the	 professional	 and	 academic	 community	 to	 keep	 close	 attention	
to	 the	 developments	 in	 this	 field	 and	 produce	 new	 and	 relevant	 knowledge	
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regarding	many	 open	 questions	 that	 remain	 behind	 this	 paper,	 namely	 those	
that	would	question	the	authenticity,	 ideological	background	and	other	socio-
cultural	aspects	of	reversed	historic	houses’	emergence	on	the	global	market.

4:	Belgrade,	Yugodom	rental	apartment.
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The Moretti House in Cesenatico: the Space of the 
Identity and Poetry of Marino Moretti

Manuela	Ricci
Director	of	the	Moretti	House,	Cesenatico,	Italy

1. The canal, the sails, even my roof…
In	 a	 setting	with	 such	 a	 strong	 identity	 as	 the	 port	 canal	 of	Cesenatico,	 still	
a	dock	for	fishing	boats	and	home	of	the	floating	maritime	museum	although	
next	 to	 the	more	 tourist	 and	 entertainment	part	 of	 town,	 the	Moretti	House1,	
standing	along	that	same	museum	stretch,	is	a	privileged	dual	entity.	It	is	indeed	
an	integral	part	of	the	cultural	landscape	and	of	the	eco-museum	connected	with	
the	sea,	of	which	it	offers	itself	as	an	additional	interpretive	voice	along	with	
the	 neighbouring	Maritime	Museum	 (“The canal, the sails, even my roof”).	
Inside,	 it	 is	 itself	 a	 cultural	 landscape,	 the	place	of	 the	 soul	of	 a	particularly	
representative	poet	of	the	Italian	20th	century	(“What matters about me, remains 
inside here”).	This	dual	nature	takes	shape	in	the	constant	dialogical	relationship	
of	the	writer’s	work,	in	which	the	continuous	references	to	places,	environments	
and	atmospheres	in	his	most	famous	novels	(L’Andreana,	La vedova Fioravanti,	
I puri di cuore)	 become	 comments	 and	 testimonies	 inseparably	 tied	 to	 the	
memory	of	the	poet	and	the	human	vicissitudes	of	the	writer.
While	not	accepting	 the	restrictive	definition	of	Moretti	as	a	“provincial	writer,”	
because	 it	 is	 outdated	 and,	 indeed,	 it	 has	 been	 re-evaluated	 in	 the	 context	 of	 a	
literary	geography	that	places	some	of	Italy’s	best	works	from	the	past	century	in	the	
provinces,	it	will	still	be	necessary	to	consider	the	geographical	area	of	Cesenatico	
to	be	decisive	and	 linked	 to	most	of	his	finest	passages	 in	verse	and	prose.	His	
sticking	to	his	roots,	a	font	of	inspiration	and	a	sentimental	attraction,	did	not	in	fact	
prevent	either	his	early	“escape”	to	Florence,	his	chosen	city,	or	his	travels	in	Europe	
in	adulthood,	such	that	his	cultural	horizons	and	coordinates	would	be	much	broader	
than	the	suffocating	limits	of	the	village	and	of	an	experience	that	is	not	yet	mature,	
but	it	is	from	here	that	the	source	of	inspiration	is	drawn.
Thus,	well	 integrated	 into	 the	 town’s	urban	setting,	along	with	 it	 the	Moretti	
House	shares	and	takes	on	the	leading	role	of	the	place	of	identity	that	his	work	
helped	first	to	interpret	and	then	to	pass	on.

1	Casa	Museo	Marino	Moretti,	Cesenatico,	provincia	di	Forlì-Cesena.
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Built	at	the	beginning	of	the	19th	century	by	Moretti’s	grandfather,	a	fisherman,	
the	building	has	maintained	 the	 typical	 structure	of	 the	houses	 that	 overlook	
the	 harbour,	 with	 a	 long	 narrow	 corridor	 that	 leads	 to	 the	 inner	 courtyard,	
the	 enclosed	 garden,	 or	 hortus animae.	 Its	 intrinsic	 relationship	 with	 its	
setting	 underwent,	 together	 with	 Marino	 (whose	 name	 is	 no	 coincidence),	
a	“monumental”	evolution	when	 in	 the	early	decades	of	 the	1900s	 (the	 town	
had	 already	 undergone	 its	 “tourist”	 transformation)	 it	 began	 to	 be	 known	 as	
the	“poet’s	house”	on	postcards	and	 in	published	materials.	Public	space	and	
intimate	space	thus	permeate	each	other.
The	world	of	fishermen	has	continued	to	enter	inside	those	walls2	through	the	
writer’s	pen	and	to	be	set	down	in	poetry	or	fiction,	becoming	a	metaphor	of	
an	 absolute	 universe.	And	 though	 refusing	 an	 overly	 stale	 characterization,	
the	author	drew	from	the	local	landscape	and	humanity	the	environments	and	
figures	 congenial	 to	 him,	 preferring	 to	 give	 prominence	 –	without	 too	many	
ethical	or	moral	implications	–	to	the	most	humble	people,	to	the	pure of heart	
and	to	swindlers,	to	mention	some	of	his	titles.	It	doesn’t	matter	that	they	were	
fishermen	 or	 fishmongers,	 petty-bourgeois	 defeatists	 or	 silently	 proud	 and	
industrious	 people,	 they	were	 still	 characters	 at	 the	mercy	of	 existence,	who	
were	part	of	that	minimal	community	he	came	across	daily	along	that	waterway	
that	penetrated	from	the	beach	into	the	countryside.
We	can	say	that	the	modern	identity	of	our	area	was	formed	in	places	like	the	
Moretti	House,	and	that	Cesenatico	would	not	know	so	many	things	about	its	
past	were	 it	 not	 for	 the	 poetry	 and	 novels	 of	Moretti,	who	 has	 been	 able	 to	
capture	its	true	soul	like	no	other.
In	a	geography	completely	defined	by	the	presence	of	the	sea	(“In a sea town 
the sea is everywhere”),	Cesenatico	in	fact	appeared	as	“nothing more than the 
fishermen’s quarter of a seaside town, inhabited almost exclusively by fishermen 
and fishmongers; the canal crossed right through it all,”	where	life	continued	
to	unfold	“on the two banks that looked quite cheerful and pleasant, and misery 
remained in the alleys that opened onto the banks”	(The Pure of Heart),	and	
yet	the	poet’s	gaze	toward	his	Dolcepaese	(Sweet	Town)	took	on	transfigured	
features,	all	inner	and	emotional,	while	they	captured	the	soul	of	his	humanity:	
“For me this town, this Cesenatico, is a gush of poetry which, though without 

2	 It	 has	 been	 said	 in	 fact	 that	 writers	 have	 a	 privileged	 window	 on	 the	 world.	As	 Giulio	
Ferroni	writes	in	the	introduction	to	the	volume	Le finestre sul cortile. Frammenti d’Italia in 
49 racconti	(edited	by	S.	Scateni,	Rome,	Quiritta,	2005)	“writers look for us too, they help 
us to look at everything that stirs and moves with an attention that is all the more necessary 
the more it seems excluded from our whirling life, from the virtual windows and screens that 
fill our days.”
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a word, flows in its metrics and rhymes, in that wonderful leaping which is the 
poem on its own....”3.
In	the	house	museum,	thus	designated	to	preserve	these	testimonies,	the	bond	
and	the	keys	of	interpretation	for	the	area	and	the	community	that	lives	there	
are	very	strong,	and	are	authentic	because	they	are	created	spontaneously.	The	
decoding	and	representation	that	the	poet	does	with	his	space	and	his	time	are	
naturally	more	incisive	and	significant	because,	determined	by	the	crepuscular	
poetry,	the	master	of	the	house	wrote,	with	great	focus,	about	its	microcosm,	its	
landscape.	The	same	where	the	museum	is	now	located.

2. What matters about me, remains inside here
When	a	marble	plaque	was	affixed	to	the	wall	of	the	Moretti	House	in	the	mid-
1980s,	five	years	after	its	public	acquisition	and	on	the	100th	anniversary	of	
the	birth	of	its	illustrious	owner,	one	verse	in	particular,	taken	from	L’ultima 
estate (“The	 Last	 Summer”),	 was	 quoted	 to	 sum	 up	 the	 meaning	 of	 the	
museum:	What matters about me remains inside here.4	 It	 says	 how	 for	 the	
poet	the	house	should	be	understood	not	as	a	monument,	but	as	a	reassuring	
refuge	 (“And here I am safe,”	 reads	 another	 verse	 of	 the	 same	 poem)	 and,	
at	the	same	time,	as	a	treasure	trove	of	his	memories.	Giving	the	house	and	
the	objects	in	it	a	personality	and	a	voice,	he	had	established	that	they	would	
be	what	 passed	 him	 on	 to	 posterity;	 everything	 (the	 building,	 the	 enclosed	
garden,	 books,	 paintings,	 furniture	 and	 papers)	 belonged,	 in	 fact,	 to	 that	
sentimental	landscape	of	affections,	to	the	writer’s	human	and,	above	all,	his	
poetic	universe.	And	consecrating	 them	to	 literature,	he	had	made	sure	 that	
they	would	contribute	to	that	narrative	that	sketches	the	writer’s	physiognomy	
for	us,	his	particular	poetics,	but	also	the	culture	of	his	time	–	even	today,	with	
the	greatest	efficiency.
Through	countless	pages	of	his	story	and	the	verses	dedicated	to	the	house,	to	
his	favourite	rooms,	and	to	everyday	objects	that	became	symbols	of	a	life	and	
the	poetry	that	had	sprung	from	it	(elements	of	that	suggestive	universe,	quiet	
and	reassuring,	a	mirror	of	his	personality,	closed	and	melancholy,	and	yet	able	
to	look	out	the	window	and	to	expand	itself	as	far	as	the	borders	of	Europe),	the	
same	master	of	the	house	had	allowed	the	visitor	to	be	able	to	grasp	the	spirit	
of	a	place	that,	as	Ezio	Raimondi	stated,	is	“a	unique	and	unrepeatable	space”	
“between	a	laboratory	and	the	imagination,	a	dream	transposed	to	daily	life,”	a	
mirror	of	the	sensitivity	of	a	poet.

3	Porto Cesenatico,	in	Il tempo felice,	Milan,	Treves,	1929,	pp.	1	–	11.
4	Quando io nacqui una stella danzava?	in	L’ultima estate,	Milan,	Mondadori,	1969,	p.	71.
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1:	Cesenatico:	a	glimpse	of	the	Moretti	house	from	the	canal	port	(photo	Urbano	Sintoni).

Moretti	had	personally	taken	it	upon	himself,	suggesting,	at	the	start	of	the	last	
season,	how	acute	the	issue	of	the	destination	of	the	house	was5,	for	the	role	it	
had	played	in	his	inspiration:

“the house knows that I’m a writer, / it knows how I write, it knows my style / as 
a reader it is much too kind / and, I would almost say, tender at heart. / [...] It 

5	The	question	put	literarily	read:	“I don’t know what will happen to this house, / if it will be sold, 
/ if it will be torn down, / if it will even become another house”;	Dopo,	in	Tutte le poesie,	Milan,	
Mondadori,	1966	(«I	Classici	Contemporanei	Italiani»),	p.	219.
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knows all. Some things / it heard from others: much / it understood by itself: / 
it knows, of course, also from me. // It’s smart. It’s clever. It’s courageous. / And 
for that which was taken from it / by wars it suffered for its part: / more than me 
perhaps, much / more than the master and his beautiful art / which it honors6.

The	idea	that	he	had	in	mind	for	a	house	museum	came,	however,	from	even	
farther	 away	and	was	 the	 legacy	of	 both	 literary	 and	museological	 concept	
that,	in	Italy,	as	recalled	by	Romano	Luperini,	had	begun	with	D’Annunzio,	
and	 with	 his	 style	 that	 had	 seen	 the	 Villa	 del	 Vittoriale	 as	 a	 monument	
destined	to	consecrate	and	celebrate	 the	art	of	 the	poet	and	the	bard.	It	was	
also	a	“crepuscular”	topos,	which	changed	its	sense	without	overturning	it	too	
ironically,	 so	 that	 those	 objects	 and	 those	memories	would	 have	 continued	
to	preserve	the	image	and	the	faithful	memory	of	the	writer,	but	without	the	
emphasis	that	would	have	made	it	a	monument,	but	rather	with	the	concern	
of	 establishing	 a	 simple	 place	 to	 preserve	 Moretti’s	 memory.	 A	 thought	
that	 embraced	 the	myth	 of	 the	museum-mausoleum,	 intending	 it,	 however,	
in	 a	 narrow	 sense	 and	 simply	 as	 a	 need	 for	 protection,	 like	 a	 reliquary	 of	
the	objects	from	the	past,	and	of	values	and	memories	to	be	preserved	(then	
from	that	bourgeois,	corrupting	civilization,	and	today,	we	could	say,	from	a	
commercial	and	“consumer”	mindset,	though	often	equally	unable	to	save,	or	
even	just	to	know	how	to	read,	one’s	own	history):

“So then, what of mine will remain / by chance, in these rooms, or out of spite? 
/ Who knows, maybe a stool, / a stool from when I was a little boy / or an 
incomprehensible echo, a rustling”7.

This	 incomprehensible	 echo,	 synonymous	 with	 the	 indefinable	 charm	 with	
which	guests	claim	to	be	impressed	when	entering	the	house	museum,	coincides	
also	with	the	silence	left	by	the	poet	who	is	no	longer	and	that	today	needs	to	be	
discreetly	broken	–	probably	with	that	same	poetic	rustling	–	so	as	to	arrive	at	a	
renewed	encounter.	For	this	the	writer	acts	once	again	as	our	mentor,	indicating	
the	urgency	and	thus	showing	the	way:

“Perhaps the house also fears and awaits / my end to be torn down: / sometimes 
it is cold and mute / and if it creaks it tells its stories. / That it speaks also for me, 
this is understood.”8

6	La casa dove son nato,	ibid,	pp.	417	–	418.
7	Ibid.
8	Calendario	n.	23,	in	Diario senza le date,	Milan,	Mondadori,	1974,	p.	25:	the	last	line	in	the	
manuscript	gives	the	other	version:	“That speaks of me, this is understood.”
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Not	a	vague	concern,	an	existential	uncertainty,	a	 senile	 regret,	but	a	precise	
indication	that,	in	other	cases,	takes	on	far	more	peremptory	tones:	

“Will the house next to the bridge be saved / that cannot follow me to the grave / 
when I will really be / carried over a shoulder, by Charon? / It is old and perhaps 
falls / or will be demolished with a pick / by decree. / Oh, go ahead, after another 
war, / but I will find out about it underground.”9

And	perhaps	he	discreetly	prepares	action:	

“This airy house / forthright and tense on the harbor / waits for me to be dead / 
to change its life and tell something about me”10	.

We	 can	 therefore	 say	 that	 the	 museological	 operations	 wished	 to	 respect	
Moretti’s	 request,	 thus	 it	was	 a	 natural	 transition	 from	 the	 house,	 the	 home,	
as	a	locus	of	daily	life,	to	the	museum	concept.	The	author	was	not	only	well	
aware	of	entrusting	to	literary	eternity	the	ordinariness	of	its	domestic	spaces,	
but	questioning	himself	about	an	After	(Dopo)	with	many	variables,	he	destined	
this	building	and	all	 that	 it	 contained	 to	become	a	preserved	place	and	 to	be	
preserved	in	order	to	safeguard	the	foundations	of	his	poetry	without	the	need	
for	intervention,	just	leaving	things	“in	their	place.”11
Opened	 to	 the	public	 following	 restoration,	Marino	Moretti’s	 house	museum	
thus	retains	the	layout	desired	by	the	master	of	the	house,	which	includes	the	
placement	of	his	books	and	his	autograph	papers	where	they	settled	next	to	his	
furniture	and	furnishings,	just	as	they	were	originally.
The	gift	of	the	library	and	archive,	as	desired	by	the	writer,	was	in	fact	completed	
by	 his	 sister	 Ines,	 a	 year	 after	 Marino	 passed	 away.	 Ideally	 continuing	 her	
brother’s	will,	she	had	given	to	the	Municipality	of	Cesenatico	also	the	house	
on	the	canal	along	with	all	it	contained,	for	study	and	educational	purposes,	and	

9	Calendario	n.	35,	ibid,	p.	91.
10	Fine d’anno, tempus fugit,	 in	Tre anni e un giorno,	Milan,	Mondadori,	 1971,	 p.	 278.	The	
composition	continues:	“So it seems fair. And if instead I wished / to take the house with me to the 
grave / on a sunny day / with or without a “prayer” / and leave everything else to whoever wants 
it? / The house, no, I really wouldn’t give it away...”
11	 “As for the house in Cesenatico, mentioned above, some would have it remain as it is in 
memory of me. I do not want to ask for that at all, not wanting to be accused of presumption or 
worse. I think instead that my sister Ines [...] will decide whether to leave the house intact in 
my memory. In the unlikely event that the house remains ideally mine, the library, the archives, 
and the memorabilia [...] will remain, of course, in their place.”	(from	the	Solemn	Will,	dated	
April	4,	1978).
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at	 the	same	time	she	prescribed	“to	maintain,	 in	 its	entirety	and	integrity,	 the	
house	where	the	writer	Marino	Moretti	was	born,	lived	and	died,	and	with	it	the	
material	and	spiritual	environment	in	which	he	was	educated,	at	the	outskirts	of	
his	Cesenatico,	in	front	of	the	port	canal	from	which	his	fiction	and	his	poetry	
often	drew	inspiration.”
As	stated	many	times	by	Luigi	Crocetti,	the	unity	and	integrity	of	the	collections	
make	 the	Moretti	House	 a	 very	 special	 unicum,	 the	most	 emblematic	 case	
of	universitas rerum	 that	 leads	back	to	the	genius	loci,	by	virtue	of	 the	fact	
that	the	various	materials	constantly	converse	with	each	other	and	find	their	
meaning	 in	 having	 belonged	 to	 a	 place	 and	 a	 life.	The	 essential	 obligation	
of	whoever	would	inherit	the	estate	was	therefore	to	make	these	objects	and	
places	fixed	in	their	time	speak	in	a	present	that	evolved	culturally,	socially	
and	technologically.
If	so	many	types	of	things	were	left,	then	there	was	also	the	impelling	need	to	
reconnect	all	that	tight	weave	of	relations	and	to	show	it	to	the	visitors.
The	 archive,	 for	 example,	 is	 inextricably	 connected	 with	 the	 library	 (for	
example,	 the	 signatures	 of	 the	 dedications	 in	 the	 volumes	 and	 those	 in	 the	
correspondence;	 or	Moretti’s	 autograph	 writings	 and	 the	 various	 editions	 of	
his	books;	or	the	slipsheets	of	notes	in	the	volumes	most	often	consulted).	But	
the	 correspondence	 papers	 in	 the	 archive	 related	 closely	 with	 photo	 library	
(where	 the	portraits	of	 friends,	sometimes	with	dedications,	outnumbered	 the	
private	images	of	Marino),	and	even	with	the	art	collection	(the	oft-mentioned	
“Friendship	Gallery”)	hanging	from	the	walls	of	the	hall	and	the	stairs,	by	way	
of	the	dedications	of	the	prints	or	signatures	of	the	paintings	of	painter	friends	
such	as	De	Pisis	or	De	Karolis;	or,	lastly,	with	the	furniture	(which	he	received	
in	part	 from	his	close	 friend	Aldo	Palazzeschi,	and	which	 is	spoken	about	 in	
their	copious	lifelong	correspondence).
Added	to	the	unity	inside,	as	anticipated,	is	the	house’s	(and	all	of	its	contents)	
inseparable	connection	with	the	outside	world,	with	the	constant	presence	of	the	
Cesenatico	portrayed	in	his	work;	we	mention	just	the	Romanzi della mia terra	
(Novels	of	My	Land),	and	also	the	poems	and	short	stories	that	constantly	refer	
to	it,	justified	by	the	lines:

“As for the town, each to his own business. / No one knows that I made it alive 
again. / it is very important if sometimes / I loved Tolstoy / because I heard him 
say that	‘if	I	write	/	about	my	village	all	the	world	listens.’”12

12	Solo in casa,	in	Tre anni e un giorno,	Milan,	Mondadori,	1971,	p.	99.
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2:	Cesenatico,	Casa	Moretti:	from	the	house	to	the	canal	port	(photo	Urbano	Sintoni).

3. Strange, I’m here too 
A	 crepuscular	 claustrophilia	 returns	 to	 the	 spaces	 and	 objects	 in	 the	Moretti	
House	museum	and	documents	the	poet’s	life,	which,	as	has	been	said	several	
times,	 coincided	 with	 his	 intellectual	 biography.	 Everything	 leads	 back	 to	
Moretti’s	literary	style	as	well	as	to	the	author	himself,	and	the	type	and	makeup	
of	the	materials	and	of	the	rooms	used	daily	together	offer	interpretations	and	
useful	ideas	for	reconstructing	that	facies	of	his	community.
The	mission	of	 the	museum	concept	of	 the	Moretti	House,	while	 aspiring	 to	
bring	 back	 the	 particularities	 of	 Moretti’s	 poetics,	 contributes	 with	 literary	
suggestion	 to	 convey	 the	 character	of	 the	 setting	 and	of	 a	broader	 landscape	
(geographical	and	of	the	soul).	
Some	significant	examples	can	be	taken	from	the	first	room,	the	Library,	“laden	
with	the	glory	of	Garibaldi,”	originally	used	as	a	shop,	seen	in	the	re-enactment	
of	the	Pazzo	Pazzi	character:	

“The shop where Garibaldi stocked up – passing by Cesenatico in his retreat 
from Rome in 1849, and then by the Republic of San Marino, and he stocked up, 
it seems, on salami and hams, and I do not think he paid in cash – had been my 
library for at least twenty years.”13	

13	La libreria di Pazzo Pazzi,	in	I grilli di Pazzo Pazzi,	Milan,	Mondadori,	1951,	p.	34.
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Now	the	most	important	collections	in	the	writer’s	home	library	show	influences	
and	tastes	that	affected	and	inspired	the	first	season	of	this	crepuscular	poet.
Passing	 through	the	dining	room,	furnished	with	fine	antique	furniture,	a	gift	
from	his	friend	Palazzeschi,	one	can	view	the	“old	town	kitchen”	also	from	an	
anthropological	perspective,	with	the	utensils	and	a	layout	of	a	typical	room	in	
the	Romagna	tradition,	including	“an	aròla	(firebox)	no	higher	than	the	chairs,	a	
rustic	rack	with	three	rows	from	which	the	dishes	drained	and	the	rustic	pottery	
on	the	sink,	a	square	table	in	the	middle,	a	chest	of	drawers	with	a	black	patina	
and	doors	that	recall	those	of	baroque	churches	and	the	upper	part	that	opens	like	
an	oven	and	gradually	narrows	at	the	top,	holding	colourful	dishes	and	crockery.	
The	low	matra	on	slanting	legs	[...]	the	main	and	oldest	piece	of	furniture	in	the	
kitchen	and	in	the	house:	the	oldest	and	the	most	sacred,”14	in	the	description	
which	opens	one	of	Moretti’s	most	 famous	novels	of	 the	1920s,	The Pure of 
Heart.	
Led	down	the	hall	and	the	stairs	with	the	old	prints	and	photos	of	the	“Friendship	
Gallery”	with	the	views	of	the	town	and	the	signatures	of	writer	friends,	one	goes	
up	to	the	main	floor,	ending	up	in	the	bedroom	(“Here I have to finish. I wait”),	
in	the	privileged	place	of	intimacy	(“I am the one who wins in this room”)	where	
the	sentimental	side	emerges,	that	of	the	deepest	affections	(with	pictures	of	the	
family,	etc.)	and	a	more	personal	existential	record.	The	objects	of	remembrance	
apparently	 favour	an	entirely	emotional	approach,	but	 the	pages	dedicated	 to	
them	–	the	chair,	the	suitcase,	the	beret,	the	photos	of	his	parents,	the	bed,	lastly,	
the	wardrobe15	still	lead	back	decisively	to	the	literary	material.
This	element	finally	condenses	and	reaches	 its	 full	epiphanic	evidence	 in	 the	
poet’s	study,	the	“writer’s	factory,”	especially	on	the	small	table/desk	set	before	
the	window	from	which	one	can	still	see	today	the	boats	with	red	and	yellow	
sails	that	preceded	the	advent	of	motorized	fishing	boats.
The	gifted	writer	referred	many	times	to	his	work	and	everyday	tools	with	his	
metaliterary	prose:	“It	is	right	that	I	first	take	a	look	at	my	table,	where	messiness	
rightly	 reigns	 sovereign	 and	 there	 remains	 just	 enough	 space	 to	 ensure	 the	

14	I puri di cuore,	in	Romanzi della mia terra,	Milan,	Mondadori,	1961,	pp.	257	–	263.
15	“Bulky the wardrobe in the room. / And the tangles falling from every hanger / are our peel / 
more than our verisimilitude. / So the wardrobe seems gloomy to me. / I open it as if to choose 
a suit, / but it is forbidden to me / if pomp and bliss are needed to dress well. / And will there be 
someone, not a servant, / who tomorrow dresses and undresses me / that I keep in there? / Few 
clothes has this / squalid fop / who needs but the old and worn ones he is wearing. / Wardrobe 
that knows the size of the grave, / dress an heir soon, quickly, son, quickly, even if someone is 
found who has / my size and with it my faith, / my right, my wrong and my anger”;	L’armadio,	in	
L’ultima estate,	cit.,	pp.	203	–	204.	
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freedom	and	 comfort	 of	 the	page.	 [...]	On	my	 table	 there	 are	 always	 the	big	
shiny	scissors	and	the	jar	of	glue.	The	writer	must	write,	but	must	also	cut	and	
paste.”16	His	own	first	museologist,	Moretti	has	therefore	given	the	house	the	
task	of	 revealing	 the	 truest	 sense	of	his	art.	The	authenticity	and	 integrity	of	
that	place	will	favour	the	understanding	of	it,	guaranteeing,	albeit	discreetly,	the	
memory	of	the	past:

And now, how could I believe to be alive within my heart these memories of 
childhood, of adolescence and my youth, if I did not feel them to be connected 
with you, poor little old house? Not only that, but you are often the arouser or 
the mother of these memories, of this life that lives again within this timeless 
heart. It is in these old rooms, it is in the corroded bricks, it is in the damp stains 
on the walls, it is in the neglected courtyard, in the squeaking of the doors (to 
each its own squeak), in the old age of the kitchen, in the rickety chair and in 
the crooked painting, in the infirmity of the mismatched furniture everywhere, in 
every one of these poor little things that I can find the truth about myself and art. 
[...] In these poor rooms, perhaps not loved enough, there is but the warmth of 
memories. What lives and what moves in these corners, among this furniture, on 
these walls, is nonetheless always something of the life of former time that never 
tires of insisting and agreeing with I know not what whispering of the heart. [...] 
Remember that this is your life in these few rooms, and anywhere else you are 
not you. Elsewhere, in the town, in cities large and small, set up like a bourgeois 
in the stingy rooms that are not yours as you are the poor son of a village, if not 
a little bird on a swaying branch? Your poverty here turns into mastery, into 
wealth, and indigence always remains outside.”17

16	La prima cartella,	 in	Scrivere non è necessario,	Milan,	Mondadori,	1937,	pp.	24	–	26.	But	
he	continued	his	reflections	in	poetry:	“Today I look at the table I write upon. / A narrow table, 
/ perhaps uncomfortable to most people, without a drawer. / But it knows everything about me 
whether late in the day or fully active/ A table that speaks speaks speaks, / often it’s all chatter [...] 
On this wretched / page I wrote mistaking the date / of the letters and so many / vain-empty words. 
Also a good one / from time to time, a verse, a ninth hour, / musical, rejoicing. / Do I perhaps have 
something more mine / than a small table, not even a desk? / So everything set against the wall / 
a little table chatters and repeats itself. / Now what will they do with it after so many years / and 
so many books, one who will want it?”	(Il tavolino,	in	Tre anni e un giorno,	cit.,	pp.	105	–	106).
17	Casa mia sul canale,	in	Tutti i ricordi,	Milan,	Mondadori,	1962,	pp.	269	–	277.
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The Gamble House: How a House Museum Helped Save  
a Neighborhood and a City

Ann	Scheid
Curator	Greeene	&	Greene	Archives,	Gamble	House,	Pasadena,	USA

When	Mary	and	David	Gamble	 selected	 the	 site	 for	 their	Pasadena	house	 in	
1907,	they	were	entranced	by	the	views	of	the	natural	landscape	–	a	picturesque	
ravine,	known	as	the	Arroyo	Seco,	framed	by	wooded	hills	on	the	west	and	a	
dramatic	wall	of	mountains	to	the	north.	Tellingly,	they	did	not	choose	to	live	
on	 fashionable	Millionaires’	Row	among	 the	opulent	mansions	of	 their	peers	
who	had	amassed	great	fortunes	(as	had	the	Gambles)	during	and	following	the	
Civil	War.

1:	Pasadena,	The	Gamble	House	(photo	Alex	Vertikoff).

Pasadena	 had	 been	 settled	 in	 1873,	 two	 years	 after	 the	 great	 Chicago	 fire.	
Founded	by	a	group	of	investors	from	Indiana,	the	town	became	a	mecca	for	
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health-seekers	in	an	era	when	tuberculosis	was	a	widespread	and	often	deadly	
disease	and	when	the	only	advice	physicians	could	give	was	to	seek	a	dry	climate	
and	live	an	outdoor	life.	When	the	railroad	arrived	in	1885,	it	set	off	a	land	boom	
of	major	proportions,	transforming	the	village	of	small	wooden	buildings	into	a	
main	street	of	substantial	brick	buildings	and	thriving	businesses.
By	 1890	 the	 village	 had	 grown	 to	 5000	 people,	 with	 a	 large	 hotel	 of	 200	
rooms	built	by	the	Raymond	and	Whitcomb	travel	agency	of	Boston	attracting	
hundreds	of	visitors	annually	from	New	England.	Within	a	few	years	five	grand	
hotels	served	visitors	who	came	to	spend	all	or	part	of	the	winter	season,	from	
December	through	April,	in	Pasadena.
Pasadena’s	population	of	10,000	in	1900	more	than	tripled	by	1910	and	in	1920	
the	 city	 boasted	 45,000	 residents.	 This	 exponential	 growth	 demonstrated	 the	
attractiveness	of	the	place	and	its	climate	and	brought	with	it	unparalleled	prosperity,	
drawing	 artists,	 architects,	 musicians	 and	 craftsmen	 to	 serve	 wealthy	 patrons.	
The	mansions	of	millionaires	 from	Chicago	and	Cleveland,	Cincinnati	 and	St.	
Louis,	hovered	on	the	ridge	along	Orange	Grove	Avenue,	overlooking	the	modest	
bungalows	of	artists	and	craftsmen	clustered	below	along	the	Arroyo	Seco.	This	
juxtaposition	of	wealth	and	creative	individuals	created	a	web	of	interconnected	
artists	and	patrons,	tourists	and	residents	that	supported	the	production	of	some	
of	the	finest	works	of	architecture,	painting,	sculpture,	printmaking,	publishing,	
music,	 theatre	 and	allied	 arts	 to	be	 found	 in	 the	West.	While	 there	were	other	
significant	California	centers,	notably	 in	 the	Bay	Area,	Carmel,	Santa	Barbara,	
and	San	Diego,	the	Pasadena	colony	had	probably	the	most	concentrated	and	most	
sustained	period	of	artistic	output	in	the	early	20th	century	in	the	state.
The	Gambles	chose	to	build	an	understated,	relatively	modest	house,	designed	
by	 the	Greene	brothers,	architects	who	were	creating	a	more	casual,	 regional	
California	style	based	on	Arts	and	Crafts	principles.	The	neighborhood	on	the	
Arroyo	Seco	was	already	becoming	a	center	of	the	“Arroyo	Culture,”	home	to	
artists,	architects,	educators,	writers,	and	scientists,	who	would	exercise	a	wide	
cultural	influence	in	the	region	and	in	the	nation.	
Along	 with	 experimentation	 in	 architecture,	 came	 experimentation	 in	 city	
planning	and	Pasadena	was	no	exception.	The	Gamble	House	itself	was	located	
on	a	private	street,	Westmoreland	Place,	one	of	only	six	houses	that	were	subject	
to	special	restrictions	that	required	a	minimum	expenditure	on	the	new	dwellings,	
minimum	setbacks	from	the	street	and	regulations	regarding	the	location	of	the	
building	on	the	lot.	This	lent	the	street	an	aura	of	exclusivity,	even	though	these	
were	not	mansions	on	grand	estates.
Just	to	the	north	lay	a	similar	but	much	larger	distinctive	neighborhood,	Prospect	
Park,	which	 also	 enjoyed	Arroyo	 and	mountain	views.	To	 the	 south	 ran	Arroyo	
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Boulevard,	 a	 picturesque	 winding	 street	 along	 the	Arroyo’s	 edge,	 where	 many	
artists	and	craftsmen	lived	among	the	massive	native	oak	trees	that	spread	across	
the	natural	landscape.	Across	the	Arroyo	in	the	Linda	Vista	neighborhood,	were	the	
houses	of	other	artists.	One	of	the	prominent	figures	living	in	these	neighborhoods	
was	 sculptor	Alexander	Stirling	Calder,	 a	 gold	medal	winner	 at	 the	1915	world	
exposition	 in	San	Francisco,	who	 lived	with	his	 family	 in	 a	water	 tower	on	 the	
grounds	of	a	nearby	estate.	Calder’s	son,	Alexander	Calder,	also	a	sculptor,	invented	
the	mobile.	Architects	 living	 nearby	 included	Charles	Greene	 and	Myron	Hunt.	
Many	 of	 the	 well-known	 painters	 from	 Pasadena’s	 art	 colony	 living	 in	 nearby	
neighborhoods	included	Guy	Rose,	Jean	Mannheim,	Elmer	and	Miriam	Wachtel,	
Orrin	White,	Franz	Bischoff,	and	Alson	Skinner	Clark.	Book	dealer	Grace	Millard,	
who	played	an	 important	role	 in	 the	development	of	major	 library	collections	 in	
Southern	California,	commissioned	Frank	Lloyd	Wright’s	first	textile-block	house	in	
Prospect	Park.	Arts	patron	Eva	Scott	Fenyes	lived	just	south	of	Westmoreland	Place	
in	a	Beaux-Arts	style	mansion,	which	still	displays	her	significant	art	collection.

2:	Pasadena,	Gamble	House,	the	Entry-Hall	of	the	(photo	Tim	Street	Porter).
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Pasadena’s	role	as	a	major	art	colony	and	regional	cultural	center	grew	during	
through	the	1920s.	Home	to	the	Pasadena	Playhouse	and	its	theater	school	that	
trained	many	Hollywood	actors	and	 to	a	symphony	orchestra	with	a	national	
reputation,	the	city	also	completed	an	ambitious	program	of	civic	architecture,	
building	a	city	hall,	public	library	and	civic	auditorium	that	rivaled	those	of	much	
larger	cities.	The	city	became	a	magnet	for	wealthy	tourists	and	retirees,	who	
could	afford	the	best	in	architecture	and	who	came	with	sophisticated	cultural	
tastes.	In	addition,	Pasadena’s	small	technical	college	was	developing	into	the	
California	Institute	of	Technology,	a	major	scientific	educational	and	research	
institution	 that	 brought	 to	 the	 community	 numerous	 international	 figures	 in	
science	and	is	credited	with	32	Nobel	Prizes.

3:	Pasadena,	Gamble	House,	the	Living	Room	(photo	Tim	Street	Porter).

Beginning	with	the	Great	Depression	of	the	1930s,	and	the	introduction	of	income	
taxes,	Pasadena’s	economy	began	to	change.	All	but	two	of	the	five	grand	tourist	
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hotels	were	demolished.	The	old	way	of	life	that	made	Pasadena	a	winter	resort	
for	those	who	spent	their	summers	at	vacation	homes	on	the	Great	Lakes	or	Cape	
Cod	and	the	fall	“season”	in	their	mansions	in	the	manufacturing	cities	of	the	
Midwest	was	coming	to	an	end.	World	War	II	dealt	the	final	blow	to	Pasadena’s	
tourist-based	economy.	The	new	era	of	the	1950s	brought	a	population	boom,	
producing	fundamental	changes	in	the	local	and	regional	landscape.	Ironically	
Pasadena’s	decline	was	accelerated	by	the	revelation	that	its	once	healthy	air,	
which	had	drawn	so	many	invalids	suffering	from	tuberculosis,	was	now	labeled	
“smog,”	an	acrid	mix	of	pollution	from	cars	and	factories	in	Los	Angeles	that	
lay	trapped	by	the	once-scenic	mountains	above	Pasadena.
A	new	value	system	replaced	the	old,	with	growth,	mechanization,	and	modernist	
architecture	 being	 promoted	 as	 the	 answer	 to	 social	 and	 economic	 ills.	 The	
mansions	on	Millionaires’	Row	were	demolished.	The	Interstate	Highway	system,	
begun	in	the	1950s	as	a	defense	project	of	the	Cold	War,	created	important	cross-
country	 transportation	 links,	 but	 also	 devastated	many	 urban	 neighborhoods.	
In	 Pasadena,	 two	 freeways	 sliced	 through	 the	 neighborhood	 north	 and	 south	
of	Westmoreland	Place,	destroying	large	sections	of	the	community,	including	
those	populated	by	minorities	east	of	Westmoreland	Place,	African-Americans	
and	Japanese-Americans.	New	houses	covered	the	picturesque	wooded	hillsides	
to	the	west,	altering	the	historic	views	from	the	Gamble	House.
Yet	at	the	height	of	the	most	rapacious	development	in	the	1960s,	the	Gamble	
family’s	gift	of	their	family’s	winter	home	for	a	museum	marked	a	milestone	
in	the	local	and	national	movement	to	save	historic	buildings	and	initiated	the	
local	revival	of	the	“Arroyo	Culture.”	The	Gamble	House’s	role	in	this	local	and	
national	effort	was	especially	effective,	because	it	was	the	first	house	museum	
in	 the	nation	 to	be	preserved	 for	 its	 architectural	qualities	alone,	 sending	 the	
message	 that	 the	 art	 of	 architecture	 was	 and	 is	 an	 important	 legacy	 in	 the	
country’s	environment	and	history.
Coincidentally,	a	national	movement	to	save	fast-disappearing	historic	buildings	
and	neighborhoods	was	gaining	ground.	In	the	same	year	as	the	Gamble’s	gift,	
1966,	 the	 National	 Historic	 Preservation	 Act	 was	 passed	 by	 Congress	 and	
signed	by	President	Lyndon	Johnson,	whose	wife,	Lady	Bird,	was	active	in	the	
preservation	of	natural	landscapes.	Only	four	years	later,	the	State	of	California	
passed	the	California	Environmental	Quality	Act	of	1970	(CEQA)	which	further	
raised	awareness	of	both	the	natural	and	the	built	environment.
James	Gamble,	heir	to	the	house	along	with	his	siblings,	understood	the	value	
of	the	house	and	its	contents	as	an	important	work	of	architecture	and	interior	
design,	 and	he	 spent	 three	years	 trying	 to	“give	away	a	house,”	as	he	put	 it,	
working	 to	get	 agreement	among	 the	parties:	 the	Gamble	 family,	 the	City	of	
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Pasadena	 and	 the	 University	 of	 Southern	 California.	 He	 was	 ably	 aided	 by	
the	 local	 chapter	 of	 the	American	 Institute	 of	Architects,	 who	 were	 closely	
associated	with	the	University’s	School	of	Architecture	and	who	appreciated	the	
Greenes’	work.
Almost	 immediately	after	 the	dedication	of	 the	Gamble	House	as	a	museum,	
the	house	opened	 for	 tours	 staffed	by	volunteers.	 Interest	 in	 the	house	grew,	
and	 by	 1973,	 it	 was	 featured	 in	 the	London Times Sunday	 supplement	 as	 a	
place	to	visit	in	Southern	California,	no	doubt	due	to	the	attention	it	received	in	
Reyner	Banham’s	1971	book,	Los Angeles: The Architecture of Four Ecologies. 
In	 1974,	 California Design 1910, a	 landmark	 exhibition	 and	 authoritative	
catalogue,	reintroduced	Pasadenans	and	a	national	audience	to	the	richness	of	
the	Arroyo	Culture	and	its	achievements,	bringing	together	paintings,	sculpture,	
and	decorative	arts,	along	with	tours	of	architectural	landmarks,	and	initiating	
a	new	appreciation	for	California’s	contribution	to	American	architecture	and	
the	arts.
Still	the	City’s	zoning	ordinance	allowed	up	to	five	story	residential	apartment	
buildings	 to	 be	 built	 in	 the	 historic	 neighborhood	 surrounding	 the	 Gamble	
House,	which	inflated	the	value	of	the	land	and	encouraged	demolition	of	houses	
in	 the	 neighborhood	 and	 their	 replacement	 by	 apartments	 or	 condominiums.	
Three	 years	 later	 Pasadena	 became	 a	 focus	 for	 historic	 preservation	 when	
surveys	of	a	proposed	freeway	route	in	the	southwest	part	of	town	uncovered	
over	50	buildings	of	architectural	significance,	effectively	stopping	the	freeway	
construction.	In	the	same	year,	1976,	Pasadena	began	its	city-wide	architectural	
inventory	 to	 identify	 significant	 buildings	 worth	 preserving.	 The	 City	 also	
formed	 a	 Cultural	 Heritage	 Commission,	 a	 government	 body	 with	 limited	
powers	to	preserve	architecturally	and	historically	significant	buildings.
Previous	 to	 this	 effort,	 however,	 long-range	 plans	 were	 already	 being	
implemented	to	build	a	freeway	along	a	former	railway	route	from	east	to	west,	
bisecting	the	town	and	destroying	some	10,000	housing	units.	This	freeway	and	
its	 adjacent	 interchange	 came	 very	 close	 to	 the	 Prospect	 Park	 neighborhood	
north	of	 the	Gamble	House	and	cut	across	 the	Arroyo	and	Arroyo	Boulevard	
to	the	south,	taking	the	historic	water	tower	that	had	been	home	to	the	Calder	
family,	as	well	as	a	large	section	of	the	park	in	which	it	stood.	This	wholesale	
destruction	of	historic	buildings	and	neighborhoods,	 as	well	 as	 a	proposal	 to	
build	a	large	apartment	building	adjacent	to	the	Gamble	House	forced	the	City	
to	reconsider	its	zoning	policies	and	to	downzone	the	entire	neighborhood.
Prospect	Park	residents	reacted	by	identifying	their	entire	neighborhood	as	an	
historic	district,	successfully	nominating	it	as	Pasadena’s	first	National	Register	
Historic	District.
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4:	Pasadena,	Gamble	House,	the	Dining	Room	(photo	Tim	Street	Porter).

Throughout	all	of	 these	struggles	 to	preserve	Pasadena’s	historic	character,	 the	
Gamble	House	served	as	a	focal	point,	an	example	of	the	Greenes’	architecture	
and	the	architecture	of	the	Arts	and	Crafts	era,	a	style	that	had	long	been	forgotten,	
even	denigrated.	By	the	mid-1970s,	realtors	were	advertising	houses	for	sale	as	
“in	the	style	of	Greene	&	Greene,”	modernist	architects	were	lauding	the	Greenes’	
work	as	a	forerunner	of	modernism,	and	people	seeking	to	live	on	quiet	tree-lined	
streets	lined	with	Craftsman	bungalows	began	buying	houses	in	Pasadena.	And	a	
private	group,	Pasadena	Heritage,	became	an	important	voice	in	the	community,	
lobbying	for	preservation	and	educating	citizens	with	lectures	and	tours.
The	Gamble	House	itself	became	a	meeting	place	for	the	newly	founded	local	
chapter	of	the	Society	of	Architectural	Historians.	It	also	housed	the	offices	of	
the	local	American	Institute	of	Architects	chapter,	which	had	worked	so	hard	to	
preserve	the	house	in	the	first	place.	Lectures	and	architectural	tours	sponsored	
by	 the	Gamble	House	 helped	 in	 educating	 the	 public	 about	 architecture	 and	
preservation.
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5:	Pasadena,	Gamble	House,	main	staircase	(Estate	of	Mark	Fiennes).

While	 the	neighborhood	 surrounding	 the	Gamble	House	 reflects	 the	 struggle	
between	real	estate	development	and	preservation,	the	majority	of	the	historic	
buildings	 survive,	 including	 eight	 houses	 by	 the	 Greenes	 as	 well	 as	 several	
by	 other	 architects,	 amid	 a	 scattering	 of	 larger	 apartment	 and	 condominium	
buildings.	The	Prospect	Park	neighborhood	to	the	north	survives	almost	intact,	
a	tribute	to	the	foresight	of	its	residents	in	the	1970s.	Along	the	Arroyo	to	the	
south,	buildings	 from	the	era	before	1920	are	protected	from	demolition,	but	
later	buildings	are	still	unprotected.	And	in	Linda	Vista,	where	some	of	the	most	
distinctive	 artists’	 studios	 have	 been	 destroyed,	 property	 owners	 can	 still	 do	
pretty	much	as	they	please.
In	 the	wider	context,	Pasadena	has	become	known	for	 the	preservation	of	 its	
historic	downtown,	now	a	thriving	commercial	center,	and	for	its	grand	Beaux	
Arts	Civic	Center.	This	ensemble	of	public	buildings	laid	out	in	a	formal	plan	in	
the	manner	of	Washington	D.C.,	and	executed	in	the	California	Mediterranean	
style,	 is	 a	 unique	 combination	 of	 Italian	 and	 Spanish	motifs	 that	 could	 only	
have	 happened	 in	 California.	 Pasadena	 is	 also	 known	 for	 the	 ever-growing	
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number	of	historic	residential	districts	throughout	the	city,	protected	by	law	and	
defended	fiercely	 by	 their	 residents.	These	 preservation	 efforts	 have	 fostered	
the	re-creation	of	Pasadena	as	modern	cultural	center,	boasting	3	live	theatres,	a	
symphony	orchestra,	and	several	notable	art	museums.
Once	again,	the	rich	cultural	life	and	the	tree-lined	streets	of	historic	houses	are	
drawing	new	residents	to	the	city.	And	it	all	started	with	the	Gamble	family’s	
1966	gift	to	Pasadena.	It	can	be	truly	said	that	saving	and	preserving	the	Gamble	
House	has	played	a	significant	role	in	saving	and	preserving	its	neighborhood	
and	its	city,	Pasadena.
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Through the Window: Changed Times, Transformed 
Landscapes. The Case of Sarona: Displaying a Turbulent 
Past at an Historic House Situated in a Former Templer 
Farming Colony Turned Modern City Center

Dr	Nirit	Shalev-Khalifa
Yad	Ben-Zvi	Institute	independent	curator,	Israel

Between	 the	mid-nineteenth	century	and	 the	present	day,	 the	pace	of	 change	
inside	 the	buildings	and	in	 the	nearby	urban	landscape	became	more	 intense.	
There	is	a	constant	dialog	between	the	buildings	and	their	surroundings,	evident	
in	materials	and	appearance	and	encapsulating	every	historical,	social,	religious	
and	ideological	aspects	of	an	entire	era.
The	 house’s	 occupants	 have	 certain	 backgrounds,	 identities,	 and	 ideas,	 and	
their	culture	and	world	views	are	reflected	in	its	interior	arrangement,	design,	
contents,	 and	 furnishings.	When	 they	 look	out	 of	 the	window,	 they	 see	 their	
contemporary	reality	but	also	a	dreamed-for	‘reality’	they	envisage.	Sometimes	
they	will	change	the	landscape	they	see	and	sometimes	they	will	become	a	part	
of	it.
The	complex	and	turbulent	history	of	Tel	Aviv’s	Sarona	compound	demonstrates	
both	 the	 profound	 changes	 in	 historical	 circumstances	 and	 the	 modern	
historiographical	 and	 museological	 concept	 manifested	 in	 decisions	 about	
conservation	and	presentation	in	the	modern	urban	setting.
My	lecture	seeks	to	examine	the	place	of	the	historic	house	both	as	an	autonomous	
showcase	 for	knowledge	and	content,	and	as	an	exhibit	existing	 in	 the	wider	
context	in	a	series	of	adjacent	outdoor	and	indoor	sites.
Inaugurated	in	2013	in	the	heart	of	Tel	Aviv,	the	Sarona	compound	preserves	the	
heritage	of	the	Templer	farming	colony	founded	here	in	1871.	In	the	twentieth	
century,	the	place	housed	British	and	Israeli	army	bases	and	Israeli	government	
offices	resided	here	until	recent	times.	After	a	prolonged	public	campaign,	36	
historic	 houses	 built	 by	 the	German-Templer	 colonists	 in	 the	 late	 nineteenth	
and	early	 twentieth	 century	were	preserved	 in	 the	 compound.	The	building’s	
exteriors	were	restored	to	their	original	Templer	appearance.	The	houses,	today	
used	as	a	leisure	and	shopping	center,	stand	in	a	landscaped	open	park.
A	museum	established	 in	one	of	 the	historic	buildings	narrates	 the	history	of	
the	site	and	its	occupants	over	a	150-year	period.	The	house	–	the	family	home	
of	 the	Baldenhofer	Templers	 –	 is	 an	 example	 of	Templer	 architecture	 in	 the	
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late	 Ottoman	 period	 and	 contains	 typical	 architectural	 elements	 and	 murals	
illustrating	daily	family	life	in	the	home	(photo	1).

1:	The	Sarona	museum	(photo	Breeze	Creative,	Nirit	Shalev	Khalifa).

At	 the	heart	of	 the	 curatorial	 concept	presented	 in	my	 lecture	 is	 the	 story	of	
the	site	throughout	its	many	transformations,	including	the	history	of	the	house	
and	 its	 surroundings	 as	 the	 entire	 compound,	 its	 occupants,	 and	 its	 rooms	
undergo	 drastic	 changes.	Beginning	 as	 a	Templer	 home,	 it	 is	 a	British	 army	
barracks	during	the	Second	World	War	and	then	an	office	building	in	the	Israeli	
government	compound	(the	Kiryah)	after	the	establishment	of	the	State	of	Israel.	
The	landscape	is	transformed	from	a	rural	farm	on	the	outskirts	of	the	town	of	
Jaffa	to	a	British	army	base	during	the	First	and	Second	World	Wars	and	later	
to	an	administrative	center,	finally	becoming	a	commercial	center	in	the	heart	
of	the	city.	The	houses	are	built,	their	form	and	purpose	change,	and	they	are	
occupied	and	abandoned	by	their	inhabitants	in	swift	succession,	reflecting	the	
changing	fortunes	of	history.
The	 exhibition’s	 curatorial	 concept	 illustrates	 these	 changes	 by	 providing	 an	
informal	visitors’	trail	through	the	building.	It	encourages	visitors	to	view	the	
house	as	if	it	were	a	private	home	and	to	circulate	through	rooms	representing	
different	 periods	 in	 time	 when	 its	 character	 and	 occupants	 changed,	 while	
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different	historical	 landscapes	can	be	 seen	 through	 the	windows.	 In	planning	
the	exhibition,	issues	were	addressed	regarding	the	conservation	and	display	of	
original	items	alongside	reconstructed	exhibits	and	replicas.	The	exhibition	is	
designed	to	maintain	the	feel	of	a	visit	to	a	private	home	rather	than	a	museum.	
The	 exhibits	 are	 incorporated	 in	 the	 furnishings	 and	 in	 the	 pictures	 on	 the	
walls.	For	example,	there	are	no	distracting	labels	but	only	original	quotations	
displayed	on	the	walls	as	images.
The	 house	 stands	 in	 the	 center	 of	 an	 outdoor	 exhibition	 –	 an	 open	 museum	
encompassing	the	buildings	and	sites	of	the	former	colony.	The	exhibition	trail	
ventures	outside	the	house	to	cross	the	entire	Sarona	compound,	where	the	original	
buildings	and	gardens	are	outdoor	and	indoor	‘exhibits’	in	their	own	right.
The	first	room	(photos	2	–	3)	illustrates	the	period	when	the	original	Templers	
occupied	 the	 rural	 farming	 community.	 The	 exhibition	 area	 addresses	 four	
aspects	of	 the	 landscape.	The	Templer	farmers	build	 their	houses	and	furnish	
them	in	a	style	imported	from	their	countries	of	origin.	Within	a	picture	frame	
hanging	 on	 the	wall,	 their	 arrival	 and	 settlement	 in	 the	 new	 land	 are	 shown	
in	 a	 film	 that	 describes	 how	 they	 adapted	 their	 native	 style	 to	 fit	 their	 new	
circumstances.

2	–	3:	The	first	room	illustrating	the	period	when	the	original	Templers	occupied	the	rural	farming	
community	(photos	Breeze	Creative,	Nirit	Shalev	Khalifa).

We	now	become	aware	of	the	theme	running	throughout	the	museum	exhibition.	
Each	room	has	at	least	two	windows;	one	is	open	to	the	modern	landscape	and	
the	other	contains	an	illustrated	view	of	what	the	house’s	occupants	would	have	
seen	in	former	times.	Here	we	can	see	the	port	town	of	Jaffa.
Hanging	on	the	wall	are	historic	photos	from	Templer	family	albums	showing	
the	farm	and	daily	life	in	the	colonists’	homes.
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On	one	side	of	the	room	is	a	wall	representing	the	abandoned	house	at	the	time	
of	the	British	expulsion,	during	and	after	the	First	World	War	(1917	–	1921).
On	the	return	to	Sarona,	the	buildings	become	more	modern	and	are	occupied	
by	second-	and	third-generation	colonists.	The	new	buildings	are	constructed	
in	 the	 International	 Style	 and	 their	 interiors	 and	 furnishings	 are	 designed	
accordingly.

4	–	5:	One	of	the	windows	allows	a	view	of	the	city	of	Tel	Aviv;	the	other,	on	the	right,	shows	an	
historical	image	of	the	same	area	(photos	Breeze	Creative,	Nirit	Shalev	Khalifa).

This	window	(photos	4	–	5)	has	a	view	of	the	city	of	Tel	Aviv,	founded	in	1909	
as	a	neighborhood	outside	Jaffa.	In	the	1920s	and	1930s,	the	city	develops	and	
spreads	as	far	as	the	Sarona	colony.
Another	viewpoint	is	displayed	in	this	room:	That	seen	by	those	living	in	Tel	Aviv	
as	they	look	toward	Sarona.	Here,	we	have	chosen	an	excerpt	from	the	journal	
of	a	young	boy	in	Tel	Aviv,	Arie	Eliav	–	later	to	become	an	Israeli	government	
minister	 –	 describing	 what	 he	 sees	 on	 looking	 at	 Sarona.	 He	 describes	 his	
impressions	of	the	colony	on	a	visit	there	with	his	father.	In	preparing	the	movie,	
extensive	research	was	carried	out	into	the	style	of	the	houses	in	Tel	Aviv	and	
in	the	colony.
At	 the	 start	 of	 the	 Second	World	War,	 the	 British	 deported	 the	Templers	 as	
enemy	nationals.	This	marked	the	end	of	the	German	colony	and	the	place	was	
converted	into	a	British	military	base.	The	buildings	were	used	by	the	army	and	
the	base	can	be	seen	through	the	window.
After	the	establishment	of	the	State	of	Israel,	Israeli	government	ministries	were	
housed	here	together	with	the	Prime	Minister’s	Office,	the	President’s	Office,	
and	the	IDF	General	Staff	Headquarters.
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At	the	end	of	the	trail	through	the	various	rooms,	visitors	descend	to	the	basement	
where	a	gallery	describes	the	conservation	of	the	historic	compound.	The	visit	
culminates	in	a	video	presentation	based	on	historic	pictures	and	summarizing	
the	changing	landscape.
In	conclusion:	the	case	of	Sarona	demonstrates	the	curatorial	view	of	the	historic	
house	as	a	visual	source	whose	every	detail	deserves	 to	be	carefully	studied.	
The	house	presents	interior	and	exterior	views	and	reflects	historical	events	and	
processes,	and	above	all	the	social,	religious,	and	ideological	views	that	shape	
and	form	the	landscape.

6	–	7:	The	Gallery	 in	 the	basement	and	 the	video	presentation	at	 the	end	of	 the	museum	visit	
(photos	Breeze	Creative,	Nirit	Shalev	Khalifa).
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Changing Ownerships and Hidden “Others”: 
the Development of a Cultural Landscape Focused on, 
Enclosed around and Surveyed by Petworth House. 
Ownerships and Interventions

Janet	Sinclair
House	and	Collections	Manager,	National	Trust,	Petworth	House	(United	Kingdom)

This	 paper1	 examines	 the	 relationship	 between	 the	 history	 and	 collection	 of	
Petworth	House	and	the	creation	of	its	cultural	landscape	(Petworth	Park),	an	
artificial	landscape	that	remains	walled	yet	accessible,	hence	a	mediator	between	
its	owners	and	outsiders	in	wider	society.

Firstly,	 I	 will	 consider	 evidence	 of	 the	 earliest	 records	 of	 Petworth	 and	 its	
cultural	landscape	from	documents	and	maps,	going	back	to	the	12th	century.
Later,	I	will	use	images	from	the	Historic	House	collection	to	reflect	on	how	
interventions,	constructions,	and	curation	of	its	cultural	landscape	impacted	on	
its	occupants	and	workers.	The	Historic	House	and	Park	witnessed	social	and	
human	changes	that	were	imposed	by	its	owners	over	centuries.	The	collection	
shows	that	exclusion	of	‘others’	included	physical	removal	from	the	environment	
as	well	as	from	views	that	aesthetically	united	the	House	and	Park.
Finally,	I	will	present	contemporary	images	of	Petworth’s	cultural	landscape:	not	
defined	as	fine	art,	but	the	result	of	daily	human	interaction	and	social	activities	
created	by	‘others’	who	are	no	longer	invisible	members	of	its	community.

Location and context
Petworth	House	 and	Park	 is	 in	 south-eastern	England.	Since	2010	 it	 has	 been	
inside	the	South	Downs	National	Park,	Britain’s	newest	National	Park.	However,	
Petworth’s	cultural	landscape	is	totally	constructed	not	natural.	Successive	owners	
have	enclosed,	formalised,	naturalised,	recorded,	curated	and	protected	it.
We	have	early	documentary	evidence	of	Petworth’s	fortification	in	1308	when	
the	king	issued	a	‘licence	to	crenellate’.	For	800	years	Petworth	was	owned	by	
the	Percy	family	and	their	heirs:	Dukes	of	Somerset,	Earls	of	Egremont,	Lords	
Leconfield.

1 Special	thanks	and	acknowledgements	to:	The	National	Trust:	Joanna	Cartwright;	Tom	Dommett;	
James	Rothwell.
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In	 1947,	 the	 family’s	 heirs	 gave	 Petworth	 House	 and	 Petworth	 Park	 to	 the	
National	Trust,	Europe’s	largest	conservation	charity,	a	non-profit	organisation.	
The	Historic	House	and	its	landscape	are	now	protected	by	the	highest	National	
Listing	(Grade	1)	so	no	physical	interventions	may	change	it.
Petworth’s	 ownership	 is	 well	 documented.	 Although	 representations	 of	 the	
inhabitant-workers	 in	 its	 cultural	 landscape	 have	 been	 hidden,	 evidence	 of	
their	 existence	 is	 now	 revealed	 by	 archaeological	 and	 archival	 examination	
of	 enclosure,	 construction,	 demolition,	 and	 social	 movement	 directed	 by	 its	
creator-owners.

1:	Petworth	House	and	Park,	West	Sussex.

The History of Petworth House and Park
The	earliest	 images	of	Petworth	show	a	great	house,	 fortified,	with	a	chapel,	
within	 walls	 that	 have	 separated	 it	 from	 the	 surrounding	 landscape	 and	 the	
town.	Within	the	walls	everything	is	ordered,	named	and	organised	around	the	
household.	Outside	 the	wall	 there	 is	 disorder,	 threat	 and	wild	 animals.	Only	
the	owners	have	the	right	to	hunt	in	this	land	which	was	enclosed	by	a	wall	to	
remove	the	common	land	where	local	inhabitants	grazed	their	animals.	These	
first	 great	 changes	 imposed	on	 this	 landscape	 in	 the	 16th	 century	 are	 also	 an	
important	marker	of	division	by	social	class	and	land	ownership.
In	Petworth	town	and	nearby	villages,	owned	by	the	Lord,	the	occupants	farmed,	
worked,	lived	and	worshipped	and	died.	Their	landscape	was	shaped	by	their	
local	activity	and	their	annual	cultural	cycle:	harvesting,	sowing	crops,	working	
the	land.	Economically	they	also	supported	the	church	and	the	landowners	with	
tithes	and	rents.
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Significant	 social	 and	 human	 changes	 were	 imposed	 on	 these	 occupants,	
gardeners,	planters	and	builders.	In	the	context	of	economic	and	political	shifts	
their	history	was	hidden.	The	first	enclosed	hunting	park	removed	surrounding	
farmland	and	common	grazing	land	in	the	16th	century.	In	the	late	17th	century	a	
wider	formalised	landscape	was	imposed	on	the	edge	of	the	Park,	at	the	same	time	
as	improvements	were	made	to	the	medieval	house,	including	a	large	stable	block.
A	new	baroque	palace	was	built	 over	 the	medieval	great	house	 in	 the	1680s	
when	the	last	heiress	to	the	Percy	family,	Elizabeth,	married	Charles	Seymour,	
6th	Duke	of	Somerset.	Together	they	became	the	wealthiest	couple	in	England,	
and	 the	 Duke,	 called	 the	 ‘Proud	 Duke’,	 built	 a	 new	 house,	 raised	 terraces,	
avenues	of	trees,	gardens,	stables	and	approaches	at	Petworth	culminating	in	a 
cour d’honneur	in	front	of	the	mansion.
Recent	archaeological	 investigation	has	confirmed	the	details	and	size	of	 this	
enormous	 project.	 It	 also	 made	 a	 much	 stronger	 wall-like	 division	 between	
Petworth	 House	 and	 Petworth	 town.	 The	 House	 and	 terraced	 landscape	 are	
west-facing,	 symmetrical	 and	 hierarchical.	 Only	 a	member	 of	 the	 family,	 or	
their	social	equals	have	access	to	their	domain.
In	contrast,	the	town	to	the	east	has	evolved	organically,	around	the	medieval	
church	 and	 house,	 and	 this	 is	 not	 changed.	 Streets	 are	 narrow,	 spaces	 are	
irregularly	 filled,	 surfaces	 are	 rough	 or	 cobbled	 and	 occupiers	 express	 their	
identity	as	individual	tenants	or	owners	of	these	spaces.
The	17th	century	house	was	physically	divided	and	protected	from	the	town	by	
militaristic	 classical	figures	flanking	 enormous	 gates.	 In	 the	 19th	 century	 this	
physical	protection	was	extended	by	iron	screens	and	gates	flanking	the	Park,	a	
copy	of	17th	century	gates	by	Tijou	at	Hampton	Court.

The Historic House collection and Petworth’s cultural landscape
Earlier	collecting	and	patronage	of	 the	Percy	family	focused	on	portraits	and	
old	master	paintings.	Portraits	in	the	collection	show	and	make	permanent	the	
owners’	places	 in	 society,	 as	politicians,	patrons	and	collectors.	The	 family’s	
later	 acquisition	 of	 landscapes	 is	 aesthetically	 linked	 to	 later	 18th	 century	
interventions	in	the	Park	and	to	recording	the	19th	century	activities	of	its	owners.
The	 Proud	 Duke	 commissioned	 Grinling	 Gibbons	 who	 also	 worked	 for	 the	
king,	 to	 carve	 intricate	 natural	 forms	 in	 limewood	 for	 a	 ‘Carved	Room’	 full	
of	 illusionistic	 natural	 imagery	 to	 frame	 his	 pictures.	 Grinling	 Gibbons	 the	
woodcarver	was	also	an	art	dealer,	and	a	partner	in	the	first	art	auction	in	Britain	
in	1686	that	included	a	significant	pair	of	paintings	by	Claude	Gellée,	le	Lorrain,	
one	of	which	was	purchased	by	the	Duke:	the	first	of	hundreds	of	pictures	by	
Claude	Lorrain	to	enter	a	country	house	collection	in	England.
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We	see	that	this	landscape	aesthetic	is	Italianate	and	ideal.	Though	the	artist	was	
French-born	 he	 idealised	 and	 assimilated	 the	 forms	 of	 the	Roman	Campagna,	
with	delicate	aerial	perspective,	flanking	trees	or	‘coulisses’	like	the	wings	on	a	
stage,	small	figures	from	myth,	legend	or	religious	subject:	enacting	an	elevated	
narrative.	Winding	 water	 carries	 the	 viewer,	 or	 owner’s	 eye	 into	 the	 distance	
and	the	sky	is	lit	to	give	harmony	and	order	to	the	scene.	Ordinary	life	is	not	its	
concern.	Disorder	and	social	reality	is	not	its	subject.	The	vocabulary	of	classical	
or	renaissance-style	architecture	complements	the	sense	of	proportion	and	order.
Within	50	years	this	cultural	aesthetic	was	imposed	on	Petworth	Park	itself.	The	
mansion,	walled	and	gated,	remained	as	a	barrier	between	town	and	Park,	but	
the	formalised	landscape	was	removed	under	the	direction	of	a	new	heir,	the	2nd	
Earl	of	Egremont	(grandson	to	the	6th	Duke	and	Duchess),	and	his	employee,	
Lancelot	‘Capabilty’	Brown.	Brown	worked	for	many	members	of	an	elite	social	
class	united	by	their	common	culture	rooted	in	knowledge	of	mathematics,	Greek	
and	Latin	language,	mutually	shared	allusions	to	an	Italianate	visual	vocabulary	
acquired	by	collecting,	often	on	a	Grand	Tour	of	Europe.
Brown’s	 landscapes	 were	 for	 viewing	 by	 this	 classically	 educated	 elite.	 For	
them	 he	 created	 a	 variety	 of	 views,	 or framed	 picture-like	 (picture-esque)	
compositions	as	the	owner	or	their	guest	moved	through	the	landscape	by	horse,	
carriage	or	water	to	approach	their	great	house.	The	artificial	landscape	was	now	
a	setting	for	exclusive	shared	cultural,	aesthetic	and	leisure	activities:	shooting,	
riding,	 boating	 and	 fishing.	 Groups	 of	 planted	 trees	 provided	 three	 virtues:	
cover	for	game	birds,	a	timber	crop,	and	a	setting	for	visual	contemplation.	He	
added	Italianate	buildings	and	winding	walks	next	to	the	house	in	the	Pleasure	
Grounds	 and	 serpentine	 ponds	 in	 the	 Park,	 to	 suggest	 a	winding	 river	when	
glimpsed	from	the	mansion	or	its	approach.
Brown’s	plans	and	accounts	survive	at	Petworth.	He	totally	remodelled	the	Park,	
already	invisible	from	the	town,	and	further	excluded	the	local	population	by	
extending	walls,	 removing	 roads	and	 lanes	across	 the	Park,	and	a	number	of	
villages	and	households	on	the	wider	site.
Hundreds	of	 anonymous	 local	 labourers	were	 employed	 to	manually	 remove	
the	stable	block,	the	straight	drives,	formalised	avenues	and	terraced	gardens.	
Probably	they	were	the	grandsons	of	those	who	had	installed,	built	and	maintained	
the	 earlier	 infrastructure.	 Their	 work	 also	 removed	 their	 own	 landscape	 of	
homes,	fields	and	gardens.	However	recent	archaeological	work	now	reveals	its	
remains.	Documentary	research	reveals	the	identity,	lost	for	250	years,	of	those	
who	moved	hills	and	made	valleys.
18th-19Th	 century	 commentaries	 on	 this	 environment	 include	 topographical	
factual	images	e.g.	S.H.Grimm,	c1780,	which	also	records	a	timber	crop	lying	
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cut	in	the	Park	and,	in	contrast,	poetic	romantic	images by	JMW	Turner	created	
within	the	House	and	Park	itself;	where	he	and	other	artists	were	frequent	guests.

The	3rd	Earl	of	Egremont	(1751 – 1837)	was	an	investor	in	local	industry,	art	and	
agriculture.	He	was	a	collector	of	modern	art	as	well	as	old	master	paintings	and	
sculpture,	and	is	known	for	his	friendship	with	and	patronage	of	artists,	the	most	
famous	being	JMW	Turner.	Turner	became	a	friend	of	the	3rd	Earl	and	stayed	
frequently	in	the	house	during	the	1820s. He	documented	his	life	at	Petworth	
in	numerous	watercolours	and	worked	in	a	studio	within	the	old	library	there.
The	Earl	bought	a	number	of	seascapes	and	British,	not	European,	landscapes	
from	Turner	as	well	as	views	of	Petworth	Park.	I	will	distinguish	these	landscapes	
by	three	different	aesthetics:
1	–	Large	British	landscapes	and	Seapieces	that	reflect	a	nationalism	at	a	time	of	
war	with	France.	The Egremont Seapiece	1802,	was	the	first	of	20	oil	paintings	
by	Turner	purchased	by	the	3rd	Earl.
2	 –	Personal	 responses	 to	 nature	 that	Turner	made	 in	many	watercolour	 and	
gouache	sketches	 recorded	out	of	doors,	occasionally	 including	small	figures	
that	here	might	be	a	self-portrait	as	a	fisherman.	Here	the	audience	and	curation	
is	personal	to	the	artist,	and	these	works	show	a	freedom	of	technique	not	seen	
in	Turner’s	exhibited	works	until	a	generation	later.	This	does	not	reference	the	
cultural	landscape	of	Petworth	House	and	Park,	but	of	Petworth	Town	and	its	
surroundings,	left	to	evolve	irregularly	as	farmland	and	gardens	out	of	view	of	
the	House,	as	we	have	seen.
3	–	In	contrast,	the	more	famous	and	larger	site-specific	oils	of	the	late	1820s	recorded	
Petworth	Park,	and	the	activities	of	the	3rd	Earl.	They	excluded	social	comment,	but	
created	an	ideal	aesthetic	of	light,	dazzling	sunsets,	waterways	and	skies.

The	placing	of	these	four	wide	landscapes,	with	their	exaggerated	perspectives,	
under	 the	most	 significant	 dynastic	 images	 at	 Petworth	 in	 the	Carved	Room	
underlines	their	importance	for	their	owner	the	Earl,	who	was	also	their	curator.	
The	 views	 displayed	 inside	 the	 house	 are	 actually	 later	 versions	 of	 slightly	
earlier,	less	‘finished’	works	now	at	the	Tate.
1	– Chichester Canal,	a	project	sponsored	by	the	3rd	Earl,	that	linked	the	city	
and	canalised	river	networks	of	southern	England	to	the	harbour	at	Portsmouth.	
Visually	it	links	by	sky,	light,	tone	and	horizon	to	the	three	others	in	this	set.
2	–	Petworth	Park	–	a	timeless	image	of	the	deer	herd,	here	as	symbols	of	the	family’s	
ownership	since	the	medieval	enclosures,	and	opposite,	a	cricket	match.	On	each	
side	a	ritual	battle	being	expressed:	between	the	rival	stags	and	between	anonymous	
sportsmen.	The	title	‘Fighting Bucks’	can	be	applied	to	both	men	and	beasts.
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2	 – A	view	 from	 the	 sea	 of	 the	Chain Pier at Brighton:	 another	 investment	
project	by	the	Earl	that	created	local	employment	and	promoted	the	development	
of	the	town,	port	and	resort.	Right	in	the	centre	the	Royal	Pavilion,	created	by	
the	Prince	Regent	(King	George	IV)	is	visible.
3	–	A	 linear	waterway	continues	 through	Petworth’s	 serpentine	Upper Pond, 
Sunset; stag drinking	reflecting	the	golden	sky	and	extending	the	horizon	line.
These	may	be	a	response	suggested	by	 the	Earl	 to	Turner’s	earlier	‘Petworth 
House and Lake: Dewy Morning,’ 1810 with	its	sailing	boats	are	shown	here	for	
leisure	but	also	grouped	to	suggest	the	typical	way	that	goods	and	produce	were	
transported	before	canals	and	railways.

Together	these	five	landscapes	record	trade	and	communication	radiating	from	
Petworth,	and	a	continuum	of	ownership	and	interventions	that	reach	from	the	
medieval,	across	the	artificial	Brownian	landscape	to	celebrate	the	19th	century	
industrial	landscape	of	all	Southern	England. All	are	not	natural	but	constructed	
landscapes,	and	 looking	at	 the	sequence	suggests	 to	me	a	visual	narrative,	or	
storyboard,	that	links	the	3rd	Earl’s	activity	near	Petworth	with	his	agricultural	
and	industrial	developments	across	the	south	of	England

2	–	W.F.	Witherington,	Fete in Petworth Park.	Thousands	of	local	people	enjoyed	a	feast	given	by	
the	3rd	Earl	of	Egremont	in	Petworth	Park,	1835	(courtesy	of	British	National	Trust	Photolibrary).
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In	the	early	1830’s	the	3rd	Earl	was	the	first	owner	to	commission	a	record	of	
his	workers	and	tenants’	activities	in	Petworth	Park.	In	1834,	he	gave	a	great	
public	feast,	and	commissioned	the	artist	W.F.	Witherington	to	record	the	event.	
It	 contains	a	portrait	of	 the	Earl	and	his	contemporaries	at	 leisure.	He	greets	
them	from	his	horse.	The	working	people	attending	the	feast	are	separated	and	
contained	in	an	enclosure	in	front	of	the	house	and	behind	a	gated	entrance,	as	a	
visual	spectacle	for	the	Earl	and	his	personal	guests.
A	diarist,	Greville,	visited	Petworth	and	saw:

“54	tables	each	fifty	feet	[16	metres]	long	were	placed	in	a	semi-circle	on	the	
lawn	before	the	house	and	two	marquees	were	erected.	Four	thousand	invitations	
were	sent	out	but	Lord	Egremont	threw	open	the	gates	to	all	who	happened	to	be	
passing	and	it	is	probable	that	in	the	event	6,000	people	attended”.

This	first	human	landscape	also	describes	a	cultural	and	social	divide,	painted	
just	after	the	British	Reform	Act	(1832)	which	threatened	the	political	power	of	
the	aristocracy	that	had	held	control	over	the	appearance	of	this	landscape	for	
800	years.
Petworth	continued	 to	be	a	private	house	until	 in	1947	 it	was	donated	 to	 the	
National	 Trust	 and	 opened	 to	 the	 public.	 The	 Percy	 family’s	 descendants	
live	in	the	southern	part	of	the	house.	Later	in	the	1950s	and	1980s	many	art	
works,	including	those	by	JMW	Turner,	were	given	to	the	state	in	lieu	of	tax.	
Today	legislation	protects	this	cultural	landscape,	and	its	visual	images.	Their	
status	protects	and	defines	its	special	qualities	for	all	of	society	and	guides	its	
interpretation	and	stewardship.

Today’s	 local	 community	 in	 Petworth’s	 cultural	 landscape	 participate	 in	
recording	 and	 investigating	 evidence	 of	 hidden	 homes,	 villages	 and	 earlier	
physical	 interventions,	 through	 archaeology	 and	 archival	 research.	Although	
walls	remain	to	enclose	the	wild	deer,	social	access	is	encouraged.	Communal	
events:	 fetes,	 picnics,	 walking,	 running	 and	 cycling	 are	 cultural	 activities	
enjoyed	by	c.	200,000	visitors	per	year.	This	exploration,	learning	and	leisure	
are	 documented	 through	 public	 sharing	 of	 images	 and	 observations	 on	 the	
internet.	The	public	are	their	own	curators	and	each	individual	adds	their	own	
social	context	which	enables	the	cultural	landscape	to	be	constantly	redefined	in	
their	ownership	and	as	a	cultural	conversation.
Images	of	the	cultural	landscape	today	are	not	defined	as	fine	art,	or	permanent,	
but	often	ephemeral.	They	witness	daily	human	interaction	and	social	activities	
created	 by	 ‘others’	who	were	 formerly	 invisible	members	 of	 its	 community.	
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Today,	 this	 is	 acknowledged	 as	 a	 significant	 aspect	 of	 the	 conservation	 that	
protects	 Petworth’s	 shared	 cultural	 landscape	 for	 society.	 Public	 ownership	
models	 and	 defines	 its	 special	 qualities	 within	 a	 National	 Park	 and	 ensures	
its	 conservation.	Technology	 and	 social	media	 now	also	 facilitate	 interaction	
and	 bespoke	 interpretation	 and	 commentaries	 by	 individuals.	 Visits	 can	 be	
interactive	and	self-guided.
Although	earlier	developments	 in	society	removed	many	marks	and	traces	of	
earlier	human	identities,	there	is	huge	potential	to	describe	“human”	reactions	
to	Petworth	today	and	in	the	future.
I	conclude	that	Petworth	Park	is	now	an	effective	and	visible	mediator	between	
contemporary	culture	and	its	community.	Visitors	who	enjoy	and	celebrate	this	
landscape	are	creating	an	accessible,	popular	visual	record	of	its	significance	for	
them	and	their	social	networks.
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Painful Pasts, a Diverse Future, Karen Blixen House 
(Kenya)

Josephine	Muthoni	Thang’wa
Development	Manager,	National	Museums	of	Kenya

The	purpose	of	this	paper	is	to	look	at	the	place	of	Karen	Blixen	Historical	House	
Museum,	Kenya	in	the	evolution	of	thought	processes	of	the	Kenyan	people	in	
regard	to	a	historical	landscape	that	represents	a	painful	part	of	Kenyan	history.	
The	paper	will	 explore	 the	connection	between	cultural	memories,	 landscapes,	
perceptions	and	beauty	of	cultural	landscapes.	It	will	depict	the	struggle	by	the	
National	Museums	of	Kenya	(NMK)	to	share	the	passion	of	this	house	with	the	
Kenyan	public,	authors	and	artists	–	all	of	whom	Karen	represents	in	her	life	story.
The	National	Museums	of	Kenya,	is	a	state	corporation	established	by	an	Act	of	
Parliament,	the	National	Museums	and	Heritage	Act,	2006.	NMK	is	mandated	to	
collect,	preserve,	study,	document	and	present	Kenya’s	past	and	present	cultural	
and	natural	heritage,	 for	 the	purposes	of	 enhancing	knowledge,	 appreciation,	
respect	and	sustainable	utilization	of	these	resources	for	the	benefit	of	Kenya	
and	the	world,	for	posterity.
This	mandate	was	slightly	redefined	following	the	amalgamation	of	the	Kenya	
Constitution,	 2010,	 which	 transfers	 the	 role	 of	 running	museums	 to	 County	
governments	 while	 assigning	 NMK	 the	 responsibility	 of	 managing	Ancient	
and	 Historical	 Sites	 of	 National	 Importance.	 Implicit	 in	 this	 delineation	 of	
responsibility	is	the	importance	of	national	heritage	to	Kenya’s	socio-political	
and	economic	development.	Karen	Blixen	House	is	a	gazetted	monument	that	is	
over	100	years	old	and	hence	will	remain	the	mandate	at	National	level.
The	Karen	Blixen	Museum	is	a	picturesque	house	museum	containing	relics	that	
captivate	enthusiastic	traveler	from	far	and	wide.	It	is	nearly	a	century	now	since	
Karen	Blixen	delighted	in	the	stirring	beauty	of	Mbogani	House	(Hussein,	2005).
The	house	was	built	by	Swedish	Engineer	Åke	Sjögren,	around	1911.	At	this	
time	Kenya	was	under	colonial	British	Rule	and	was	part	of	British	East	Africa.	
The	house	was	sold	to	Karen	Coffee	Company	Limited	in	1916	(Hussein,	2005).	
It	was	a	beautiful	house	built	 to	 the	best	standards	of	 the	 time,	at	 the	foot	of	
the	Ngong	Hills	a	beautiful	landscape	near	Kenya’s	capital	city	Nairobi.	Karen	
Blixen	moved	into	house	in	1917	and	left	in	1931	when	she	returned	to	Denmark.	
Karen	Blixen	was	born	in	Rungstedlund	in	Denmark,	where	she	spent	most	of	
her	youth	until	1914	when	she	came	to	Kenya	to	marry	her	Swedish	half	cousin,	
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Baron	Bror	von	Blixen-Fineke.	The	couple	then	bought	the	current	Museum	as	
their	house.

The	Museum	marks	the	story	of	the	40	fascinating	years	in	which	she	struggled	
to	run	a	coffee	farm	and	adapt	to	Africa.	Karen	Blixen	depicted	this	forty	years	
in	details	 in	the	book	“Out	of	Africa’	 that	was	first	published	in	1937.	She	is	
also	the	author	of	eleven	other	titles	that	comprise	her	relatively	small	oeuvre	of	
books.	Of	these	eleven	books	only	three	deal	solely	with	Africa.	They	are	Out 
of Africa (1937),	Shadows on the Grass (1960)	and	the	posthumously	published	
Letters from Africa, 1914 – 1931 (1981).	Of	these,	the	highly	canonised	Out of 
Africa turned	into	an	epic	movie,	by	the	same	name	is	the	story	line	in	the	Karen	
Blixen	Museum.	The	movie	 starring,	Meryl	 Streep	 and	Robert	Redford	was	
directed	by	Sydney	Pollack.

The	film	was	shot	on	location	in	Kenya,	although	all	kinds	of	adaptations	were	
made	with	regard	to	both	the	setting	and	the	story	in	 the	book.	For	example:	
owing	to	insufficient	light,	the	film	was	not	shot	in	the	house	in	which	Blixen	
had	lived	since	1917	(the	Karen	Blixen	Museum	today),	but	in	the	house	(close	
to	the	museum)	in	which	she	and	her	husband	had	first	lived.	It	was	during	the	
making	of	the	movie	that	Universal	Pictures	attempted	to	recover	the	original	
household	 furniture	 that	 Blixen	 had	 been	 forced	 to	 sell	 (Hussein,	 13).	 The	
company	succeeded	in	tracing	and	buying	a	number	of	pieces,	and	afterwards	
donated	 those,	 together	 with	 similar	 furniture	 and	 books	 to	 the	 National	
Museums	of	Kenya.	This	is	the	furniture	that	is	found	in	this	museum	today.

1:	Karen	Blixen	House,	near	Nairobi,	Kenya.
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Bogani	House	was	bought	by	the	Danish	government	in	1963	and	“presented	
to	the	newly	independent	government	of	Kenya	as	a	gift”	(Hussein,	13).	It	was	
first	used	by	the	Ministry	of	Health	as	one	of	the	facilities	in	a	training	school,	
Kenya	Medical	Training	College.	It	was	only	in	1985	that	it	was	handed	over	
to	the	Museum	under	the	directorship	of	Dr.	Richard	Leakey	and	made	into	a	
house	Museum.

2:	The	coffee	factory.

The	physical	landscape	of	this	Museum	can	colloquially	be	described	as	‘town	
and	Country’.	It	is	set	within	Nairobi	metropolis	yet	in	a	heavily	forested	area	
right	 next	 to	 the	 Ololua	 Forest	 Reserve.	 In	 the	 thirty-one	 years	 since	 KBM	
became	a	Museum,	according	to	NMK	statistics	the	visitors	have	always	ranged	
between	85%	 to	90%	 tourists	 and	15%	 to	19%	 local	community,	 and	school	
groups.
The	Museum	has	not	been	able	to	attract	more	attention	from	the	local	community	
because	of	the	perception	that	it	represents	a	colonial	discourse	as	told	through	
the	 eyes	 of	 an	 individual	 foreign	 woman.	 Out	 of	 Africa	 the	 book	 remains	
Blixen’s	most	appreciated	work	bearing	testimony	to	an	era	in	which	unrestricted	
hunting	was	rife	and	in	which,	most	importantly,	European	immigrants	settled	
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in	Kenya.	Their	main	purpose	was	to	exploit	Kenya’s	agricultural	potential,	and	
transported	produce	 to	 the	port	of	Mombasa	by	means	of	 the	965	Kilometre	
long	 railway	 line,	built	 between	1896	and	1901,	 that	 connected	Mombasa	 to	
Kisumu	on	Lake	Victoria.	The	Museum	therefore	is	locally	depicted	as	part	of	
this	colonial	heritage	by	the	indigenous	community.
Although	Karen	lived	in	Africa	for	almost	two	decades	and	managed	about	800	
workers	in	her	employ	she	mostly	refers	to	Africans	in	derogatory	terms	in	her	
writing.	She	had	the	opportunity	to	get	to	know	the	local	people,	for	whom	she	
“felt	 a	great	 affection”	 (Out of Africa).	Amongst	 them	were	a	young	Kikuyu	
boy	called	Kamante	and	a	Somali	man	called	Farah	Aden,	whom	she	vividly	
portrayed	in	the	book.	Still	most	of	her	references	are	quite	offensive	in	modern	
literature.	Further	she	refers	to	these	Kenyans	as	Africans	in	her	books,	hence	
implying	that	her	sample	of	800	people	was	representative	of	the	billions	in	the	
African	population.
Among	 indigenous	 Africans,	 reactions	 to	 Karen	 Blixen’s	 books	 are	 best	
summarised	by	Ngugi	wa	Thiongo’s	essay,	Literature and Society.	He	sees	her	
as	 a	 racist	 author	who	 tries	 to	 “define	 the	 colonised	world	 for	 the	European	
coloniser”.	 He	 finds	 her	 comparisons	 of	 Africans	 with	 animals	 extremely	
insulting.	Few	indigenous	Africans	can	disagree	with	his	sentiments.
In	Ngugi’s	view,	Blixen’s	animal	imagery	degrades	the	Africans	she	claims	to	
praise.	In	her	books,	she	refers	to	Kamande	as	“a	civilized	dog	that	has	lived	for	
a	long	time	with	people	will	place	a	bone	on	the	floor	before	you,	as	a	present”	
Africans	also	come	back	to	Blixen	in	dreams	as	animals	rather	than	human.	He	
perceives	her	aristocratic	outlook	to	translate	into	a	world	in	which	the	African	
ranks	below	 the	animals	and	below	 the	 land.	Ngugi	finds	Blixen	particularly	
insulting	because	of	 her	 educated	 and	privileged	place	 in	 society.	Blixen,	 he	
points	out,	 is	no	uncouth	soldier	or	 repressed	missionary,	but	“a	 refined	 lady	
of	some	discrimination	and	learning”,	thereby	legitimizing	her	words.	In	light	
of	her	education,	Ngugi	believes	that	her	attitudes	are	all	the	more	abhorrent.	
Much	of	Ngugi’s	anger	stems	from	what	he	sees	as	Blixen’s	inability	to	give	the	
Western	world	a	truer	picture	of	Kenya	and	its	people.

In	her	book	Shadows in the grass	Karen	writes:	“The	dark	nations	of	Africa,	
strikingly	precocious	as	young	children,	seemed	to	come	to	a	standstill	in	their	
mental	 growth	 at	 different	 ages.	The	Kikuyu,	Kawirondo	 and	Wakamba,	 the	
people	who	worked	for	me	on	the	farm,	in	early	childhood	were	far	ahead	of	
the	white	children	of	the	same	age,	but	they	stopped	quite	suddenly	at	a	stage	
corresponding	 to	 a	 European	 child	 of	 nine.”	Here	was	 this	Danish	 baroness	
proclaiming	to	the	whole	world	that	the	Africans	who	worked	on	her	farm	never	
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grew	mentally	beyond	a	European	child	of	nine!	Millions	of	white	people	 in	
Europe	and	America	read	this	crap	and	believed	it!	(Opido,	2006).
The	paragraph	quoted	above	was	not	written	in	the	heat	of	the	moment	while	
Baroness	Blixen	was	 still	 farming	 coffee	 in	 the	 area	 that	 now	 surrounds	 the	
Giraffe	Centre	 in	Nairobi	Odipo	further	notes.	 It	does	not	even	appear	 in	her	
infamous	Out of Africa,	 the	book	 she	wrote	 shortly	 after	 she	 returned	 to	her	
native	Denmark	in	the	1930s.	This	paragraph	appears	in	another	of	her	books,	
Shadows in the Grass,	which	she	wrote	almost	30	years	after	she	left	Kenya	and	
returned	 to	Copenhagen.	Either	 this	Danish	 lady	did	not	know	what	 she	was	
writing	about	or	she	deliberately	set	out	 to	destroy	 the	 image	of	 the	ordinary	
African	in	the	eyes	of	the	rest	of	the	world	(Opido,	2006).
Even	in	real	life	Karen’s	opinion	was	no	different	from	her	writing.	In	a	1938	
lecture,	Blixen	describes	her	 feelings	 for	 the	natives	 that	 she	encountered:	“I	
loved	the	natives.	In	a	way	the	strongest	and	the	most	incalculable	emotion	I	
have	known	in	my	life.	Did	they	love	me?	No.	But	they	relied	on	me	in	a	strange,	
incomprehensible,	mysterious	way.	A	stupendous	obligation”.	On	the	one	hand,	
Blixen	portrays	the	natives	as	her	“obligation,”	yet	she	also	characterizes	her	
friendships	with	them	as	“heroic	friendships”	This	ambiguous	attitude	is	present	
in	her	novels	Out of Africa	and	Shadows on the Grass,	and	produces	conflicting	
opinions	of	her	work	and	personal	character.

However	 other	 authors	 especially	 women	 feel	 differently.	 Susan	 Brantly	 in	
her	book	Understanding Isak Dinesen	 feels	 that	Out of Africa	 is	meant	 to	be	
a	 subversive	 book,	 subversive	 to	 the	 British	 colonial	 enterprise	 but	 that	 its	
subversions	have	been	so	subtle	they	have	escaped	the	notice	of	many	(Brantly,	
2002).

She	 further	 recognizes	 the	 actuality,	 of	 Blixen’s	 status	 as	 a	 cultural	 hybrid,	
negotiating	 the	 cultural	 expectations	 of	Denmark,	Africa,	 and	Britain,	which	
results	in	a	fairly	unique	perspective	on	the	colonial	world	she	inhabited.	This	
hybrid	is	well	presented	in	the	Museum	whose	building	has	an	outer	kitchen	as	
was	common	in	Africa,	and	is	a	combination	of	English	and	European	styles	of	
architecture.	To	the	English	the	house	can	be	described	as	a	cottage	of	Jacobean	
design,	but	it	also	has	large	full	length	windows	in	the	living	room,	typical	of	
European	house	designs	of	the	time.
Muthoni	Thang’wa	a	former	curator	of	Karen	Blixen	Museum	also	tries	to	bring	
some	sense	to	the	discussion	by	stating,	“Looking	at	Karen	Blixen	and	her	life	
outside	the	context	of	pre-independence	Kenya	and	colonialism	is	hurtful,	can	
be	hateful	and	may	not	serve	Kenyans	of	our	generation	much	good.	The	idea	
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was	to	encourage	Kenyans	to	look	at	the	Museum	as	a	house	of	heritage	worth	
of	preservation	 for	 future	generations	as	 it	 told	 the	 story	of	 the	 struggle	of	a	
woman	to	triumph	over	loneliness,	a	new	environment	and	culture	and	a	life	as	
‘single	entity”.
Further	Thang’wa	urges	 for	 objectivity	while	 thinking	 about	 the	 author	 after	
whom	the	Museum	is	named.	Making	every	effort	 to	be	objective	one	has	 to	
admit	that	Blixen	remains	a	complex	figure	in	the	writing	and	history	of	colonial	
Africa.	She	holds	a	much	debated,	yet	firmly	established	place	 in	 the	debate,	
management	 and	 conservation	 of	 Kenya’s	 history	 and	 heritage	 (Thang’wa,	
2006).	Further	she	states	that	“history	is	not	the	story	of	the	things	that	happened	
long	ago.	It	is	the	story	of	the	things	that	have	been	retained	in	our	consciousness	
either	 through	 buildings,	 sites,	 monuments,	 literature,	 oral	 literature	 etc	 and	
more	importantly	our	interpretation	of	these	events”.	The	curator	was	advocating	
for	 the	 enjoyment	 of	 the	 Museum	 through	 a	 dynamic	 cultural	 process	 that	
acknowledges	its	colonial	connection,	but	also	takes	cognizance	of	its	role	in	
heritage	in	Kenya	today.
Not	all	is	vile	in	Karen	Blixen’s	writing.	She	writes	in	Out of Africa	“Here	at	
long	 last	 one	was	 in	 a	 position	 not	 to	 give	 a	 damn	 for	 all	 conventions,	 here	
was	a	new	kind	of	 freedom	which	until	 then	one	had	only	 found	 in	dreams”	
(Isak	Dinesen,	1937).	This	is	an	apt	description	of	the	spirit	of	Africa	inspite	of	
colonialism	and	other	challenges,	a	spirit	that	is	still	very	much	embodied	in	the	
Karen	Blixen	House	Museum.	This	is	the	spirit	and	adventure	that	the	Museum	
hopes	to	celebrate	in	the	current	global	dispensation.	This	kind	of	freedom	found	
in	the	very	environment	that	exists	in	the	Karen	area	then	and	now,	gets	priority	
consideration	in	our	interpretations	of	the	legacy	left	behind	by	the	colonisers.
In	conclusion,	I	can	confidently	say	that	KBM	is	in	a	beautiful	urban,	cosmopolitan	
landscape	overlooking	the	Ngong	Hills.	The	reviews	and	perceptions	by	most	
indigenous	 journalist	 and	 authors	 look	 at	 Karen	 Blixen	 the	 author	 and	 the	
Museum	by	extension	in	adversity.	Journalists	and	authors	with	a	background	
in	heritage	or	some	association	with	the	Museum	and	women	look	at	the	house	
favorably	in	spite	of	 it	being	part	of	Kenya’s	painful	colonial	past.	Museums	
like	Karen	specifically	contribute	to	Kenya’s	tourism	goals	that	intention	of	the	
country	‘to	be	among	the	top	long-haul	tourist	destinations	offering	a	high-end,	
diverse,	and	distinctive	visitor	experience’,	as	stated	 in	Kenya’s	blueprint	 for	
development,	Vision 2030.
This	 paper	 finds	 that	 dialogue	 is	 the	 most	 responsible	 way	 to	 present	 and	
through	 which	 to	 interpret	 heritage	 that	 is	 viewed	 as	 having	 a	 contentious	
background.	A	 neutral	 professional	 position	 is	 important	 in	 accommodating	
even	 entertaining	 the	 many	 different	 thoughts	 and	 perceptions	 on	 cultural	
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landscapes.	The	perceptions	created	by	museum	professionals	is	very	important	
is	shaping	a	cultural	landscape.	This	perception	when	presented	to	the	public	in	
fair	light	enriches	diverse	public	opinions	on	cultural	landscapes.	It	is	far	from	
realistic	to	expect	that	we	shall	conserve	and	celebrate	only	“the	correct”	part	
of	our	heritage.	We	 should	be	 aware	 that	 even	 that	which	we	consider	 to	be	
“pure”,”fair”	and	“correct”	is	open	to	an	opposite	interpretation.
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The Ettore Guatelli Museum: Relational Landscapes and 
Vision of the Territory Among Objects, Biographies and 
Expository Writing

Mario	Turci
Director	of	the	Museo	Guatelli	(Ozzano	Taro)	and	of	the	Museo	degli	Usi	e	Costumi	
della	Gente	di	Romagna	(Sant’Arcangelo	di	Romagna),	Italy

What is the Landscape? The landscape is all that I 
can tell: all that I can observe: all that I know and 
can name. It’s all that strikes me; what I’m able to 
look at; what I come to understand. The secret of 
the Landscape is that it is not at all shared. Because 
the perception of the landscape depends on my 
knowledge, and my sensitivity. The landscape is a 
changing gaze.
(Paraphrasing	Georges	Perec)

Entering	the	Ettore	Guatelli	Museum	(Museo	Ettore	Guatelli)	in	Ozzano	Taro	
(Collecchio	 –	 Parma)	 we	 immediately	 perceive	 how	 the	 landscape	 can	 be	
interpreted	as	the	result	of	a	 textile	experience,	where	warp	and	weft	attempt	
the	creation	of	a	non-random	fabric.	A	fabric	in	which	the	warp	is	formed	from	
given	 presences,	 subjects,	 objects,	 environment,	 things;	 in	 some	 way	 from	
all	 that	 is	 external	 to	 our	 thought,	 i.e.	 from	 everything	 that	 comes	 towards	
us	and	 that	with	us	engages	an	attempt	at	a	relationship.	The	weft	 is	both	an	
attempt	to	make	sense	of	this	engagement,	and	the	process	(processes)	for	the	
construction	(weave)	of	a	vision	(perception)	of	a	relational	landscape	whose	
matter	 and	 ultimate	 substance	 is	 our	 landscape	 imagination.	 The	 landscape,	
everything	 that	 surrounds	 us	 and	 comes	 toward	 us,	 is	 embodied	 in	 several	
levels	of	landscape,	which	express	internal	relationships	at	every	level	and	the	
relationships	between	the	levels.	Moreover,	each	element	of	these	levels	has	its	
own	relational	quality	with	 the	other	elements	 that	surround	 it.	 If	we	wanted	
we	could	make	the	structure	of	“landscape	levels”	evident	in	every	landscape:	
economic	landscape,	social	landscape,	water	landscape,	generational	landscape,	
commercial	landscape,	building	landscape	and	so	on,	until	we	realize,	in	a	“list	
game”,	that	we	can	identify	countless	levels	in	every	landscape.	Then	we	would	
discover	that	the	plastic,	fluid,	and	ever-changing	structure	of	the	landscape	is	
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expressed	in	the	relationship	between	its	levels,	so	that	we	could	state	that	the	
substance	and	nature	of	the	landscape	lies	in	the	relationship;	or	rather	that	the	
(cultural)	landscape	is	the	relationship	itself.	And	this	is	what	Ettore	Guatelli’s	
work	makes	evident.
Ettore	Guatelli	was	born	in	Collecchio	on	April	18,	1921	and	died	on	September	
21,	2000.

1:	Ozzano	sul	Taro,	Guatelli	Museum.

He	 was	 an	 elementary	 school	 teacher,	 a	 collector	 of	 things	 and	 stories,	 an	
ethnographer	 and	a	visionary	museographer	who	was	 able	 to	 connect	 stories	
and	objects	and	to	join	in	conversation	with	professors	and	poets,	photographers	
and	graphic	artists,	artisans,	farmers	and	scrap	dealers.	The	son	of	sharecroppers	
from	Ozzano	Taro,	 in	 the	province	of	Parma,	where	 the	 farm	that	houses	his	
collection	 is	 located,	 in	his	youth	he	met	Attilio	Bertolucci,	who	became	his	
mentor.	Guatelli	typed	the	texts	that	Bertolucci	dictated	to	him,	and	in	return	the	
poet	helped	him	prepare	for	his	teaching	license	examination.	A	frequenter	of	
the	warehouses	of	collectors	in	the	Apennine	region,	initially	just	to	browse	out	
of	curiosity,	and	later	to	save	from	destruction	the	furniture,	objects	and	tools	
from	 farmhouses	 and	 from	 artisans’	workshops,	 he	would	 eventually	 collect	
more	than	60,000	items.
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In	 the	 book	 published	 by	Bompiani	 in	 2009	 that	Umberto	 Eco	 dedicated	 to	
the	Infinity of Lists,	 the	 image	of	 the	salone	 (“living	room”),	 the	heart	of	 the	
Ettore	Guatelli	Museum,	appears	on	 two	pages.	The	salone	 is	 a	 summary	of	
the	 exhibition	 soul	 of	 the	museum,	 in	which	 lists,	 heaps,	wall	 compositions,	
“theme”	series	and	suspended	objects	make	up	the	theatre	of	the	wonders	of	the	
obvious.
Ettore’s	work	is	interlocutory	and	open,	ready	to	welcome	and	to	accommodate.	
The	paths	of	his	museum,	those	that	lead	from	things	to	life	through	everyday	
objects,	the	skills,	the	popular	intelligence,	the	patches,	the	poetry	of	hybrids,	
present	themselves	as	the	backbone	of	his	entire	collection,	which	is	a	story,	a	
narrative.

2:	Guatelli	Museum:	interiors.

There	is	a	law	underlying	the	display	of	the	objects,	a	kind	of	order,	seemingly	
invisible,	oriented	 toward	creating	a	“thread”	which	appears	when	the	visitor	
is	offered	a	clue,	a	“connection”	that,	starting	from	a	word	or	from	the	detail	
of	a	whole	or	from	an	element	that	“stands	out,”	unfolds	into	life	stories	and	
experiences.	In	putting	together	his	museum,	Ettore	Guatelli	wanted	to	give	a	
home	to	the	biographies	and	stories	of	humanity	that	leak	out	from	things.	That	
of	Ettore	Guatelli	 is	above	all	a	collecting	of	men	and	women	that	expresses	
itself,	to	reveal	itself,	in	a	collecting	of	objects	that	participated	in	their	lives.

House and Museum
From	wall	compositions	where	the	materials	are	arranged	in	aesthetic	listings,	to	
the	dozens	of	stacked	shelves	that	cover	entire	walls,	holding	objects	arranged	
in	 choral	 sets;	 from	 heaps	 in	 glass	 containers,	 in	 crates	 and	 in	 suitcases,	 to	
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compositions	 that	 crowd	 every	 wall,	 floor	 and	 ceiling,	 Ettore	 has	 given	 the	
collection	of	objects	the	task	of	establishing,	in	no	uncertain	terms,	a	pact	with	
the	visitor:	 that	which	wants	 the	whole	of	 the	collections	 to	make	sense	 if	 it	
succeeds	in	transcending	itself,	in	order	to	open	the	horizon	both	to	the	stories	
and	to	the	living	experiences.
The	house	and	the	museum	are	the	two	souls	of	Guatelli’s	work,	the	realization	
on	two	levels	of	a	single	idea,	that	of	the	collection	of	objects	that	can	contribute	
to	a	great	volume	on	the	history	of	humble	people	and	daily	life.	The	museum	
(with	rooms	that	give	it	structure:	the	wheel	room,	the	great	staircase,	the	toy	
room,	the	living	room,	the	kitchen	room	and	the	shoes	room)	is	the	place	for	
the	experimentation	of	a	possible	museography	and	of	expository	writings;	the	
house	 (with	Ettore’s	bedroom,	 the	music	room,	 that	of	glass	and	 then	 that	of	
milk,	of	clocks	and	the	ceramics	gallery)	is	the	place	in	which	the	soul	of	the	
collector	 is	most	 prominently	 expressed.	 In	 the	 house	 the	 accumulation	 and	
placement	of	objects	follow	an	innermost	logic,	maps	of	the	collector’s	mind	
that,	although	also	conceived	for	the	guest	visitor,	are	linked	to	more	intimate	
traces,	to	a	“world	view”	that	before	being	an	exhibitory	enterprise	is	a	reflection	
in	notes,	traces,	open	passages	of	writing.

3	–	4:	The	Guatelli	Museum.
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Landscapes 
There	 is	 a	 close	 relationship	 between	 the	 family	 history	 of	 Ettore	 Guatelli	
and	 the	museum	 project;	 between	 the	 creation	 of	 the	 “forest	 of	 things”	 and	
the	 underlying	 man/territory	 relational	 landscapes;	 between	 the	 “expository	
writing”	and	the	outlining	of	a	cultural	landscape	where	importance	is	given	to	
the	relationship	between	the	perception	of	 the	rural	 landscape	and	the	wealth	
of	practical	 knowledge	 for	management	of	 the	 “land”;	 among	 testimonies	of	
everyday	life	and	the	vision	of	life.	Ettore’s	museum	is	the	attempt	to	compose	a	
kind	of	synthesis	of	human	landscapes	in	which	the	territorial	warp	is	highlighted	
by	the	close	relationship	between	the	territory	(the	land),	the	popular	condition	
(life),	 and	 the	weft	made	 evident	 by	 the	 everyday	 tools	 and	 things	 (objects)	
through	their	close	relationship	with	practices	(knowledge	and	skills).
The	Ozzano	Taro	collection	 is	an	expression	of	collecting	by	means	of	adding,	
removing	and	reinventing.	Try	and	try	again,	take	in	new	objects	maybe	found	by	
chance	at	some	junk	shop,	antique	dealer	or	collector,	or	sought	with	patience	and	
tenacity.	Each	new	arrival	of	things	was	reason	for	Guatelli	to	complete	or	reinvent	
part	of	the	collection.	His	museum	is	one	that	is	always	on	the	move,	as	if	to	sum	
up	in	motion	and	continuous	activity	the	sense	of	that	incompleteness	that	is	not	
reducible,	like	time	is	in	his	making	of	stories	and	objects	that	are	new,	reinvented,	
re-thought,	 reused.	Today,	 in	 the	objects	on	display,	 the	museum	is	fixed	 in	 the	
last	installation	choices	made	by	Ettore	Guatelli	before	his	death,	acts	of	a	writing	
experience	 that	 today	 perhaps	would	 have	 seen	 them	 replaced	 by	 others	 or	 in	
different	position,	participants	in	new	compositions	or	perhaps	in	other	rooms.

Land
In	the	Guatelli	museum	there	are	objects	engaged	in	a	continuous	buzz,	and	there	
are	others	that	suddenly	shout	out	their	presence,	and	then	return	to	the	subdued	
clamour	of	the	collection.	The	wonder	of	the	obvious	(Ettore	recalled)	is	any	
object	whose	creation	and	presence	come	within	the	clamour	of	everyday	life,	in	
those	sentences,	words	and	conversations	of	everyday	life,	in	the	relationships	
and	 in	 the	 facts	 that	 organize	 the	 network	 of	 everyday	 relations.	 Otherwise	
there	are	objects	that	shout	out	in	a	raised	voice	their	nature	and	particularity.	
These	 latter	are	objects	born	of	popular	 intelligence	of	 the	creativity	put	 into	
play	in	order	to	solve	an	unexpected	problem;	to	overcome	an	obstacle	without	
counting	on	the	help	of	precedents	already	found	in	traditional	stores.	Unusual,	
original	objects,	the	fruit	of	changes,	transformations,	or	coming	from	a	reuse	
brought	to	the	extreme	limit	of	their	materiality.	These	were	the	objects	most	
loved	by	Ettore	Guatelli,	objects	that	could	prove	the	rule	through	their	being	an	
exception,	an	innovative	hint,	an	ingenious	solution.
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One	 particular	 section	 of	 the	 collection	 is	 dedicated	 to	 “patching.”	 This	
includes	objects	that	are	the	result	and	the	expression	of	a	human	experience	
that	would	not	give	up	–	out	of	necessity	–	continuous,	capable	and	resourceful	
“maintenance”	work.	They	are	trousers,	shoes,	clothes,	cleaning	rags,	sheets,	
tools,	pottery,	containers,	which	now	appear	as	icons	of	a	“way	of	doing	and	
of	being”	that,	far	from	a	“disposable”	way	of	thinking,	marked	the	“time	of	
things”	and	the	substance	of	the	time	lived.	Ettore	Guatelli’s	museum	is	that	
of	a	territory-based	house/museum,	nourished	by	the	territory	and	in	relational	
continuity	with	all	the	biographies	and	life	practices	that	have	made	the	rural	
world	the	place	of	expression	of	a	landscape	history	as	the	history	of	the	close	
relationship	between	work,	family,	land	and	knowledge.

A Landscape of Shoes… contemporary extension of the museum (an 
example)
After	 taking	on	 the	 legacy	of	 the	museum’s	 creator,	 as	 an	opportunity	 and	 a	
way	to	develop	projects	connected	with	the	close	relationship	between	objects,	
biographies,	writing	and	perception	of	the	landscape,	in	2014	the	Lampedusa 
366	project	came	into	being,	aimed	at	the	creation	of	a	“temporary	landscape”	in	
the	form	of	a	participatory	installation.	Lampedusa 366	comes	from	the	need	to	
remember	and	to	promote	a	collective	reflection	on	the	dramatic	shipwreck	off	
the	shore	of	the	island	of	Lampedusa	on	October	3,	2013	in	which	366	migrants	
perished.	Lampedusa 366	is	an	installation	composed	of	366	elements,	set	up	
from	March	to	May,	i.e.	as	long	as	the	grass	in	the	large	lawn	in	front	of	the	
museum	does	not	need	mowing:	366	boards/poles	that	hold	366	pairs	of	shoes	
hanging	by	their	knotted	laces.
The	 shoes	 were	 donated	 by	 the	 townspeople,	 and	 inside	 each	 pair	 is	 a	 slip	
of	paper	with	the	name	of	the	donor.	The	shoes	were	thus	transformed	into	a	
collective	and	participatory	installation:	shoes,	objects	that	are	no	longer	used	
and	that	are	found	in	every	household,	donated	so	that	they	might	bear	witness	
to	those	who	had	wanted	to	go	to	Europe,	making	a	significant	change	in	their	
lives:	men,	women,	youths,	children.
The	installation	is	inspired	by	the	very	nature	of	the	Ettore	Guatelli	Museum,	
as	a	narrative	place	in	which	everyday	objects	are	given	the	task	of	revealing	
themselves	 as	 narrative	witnesses	 of	 biographies	 and	 histories.	By	means	 of	
a	public	 “call”	 for	 the	 realization	of	 a	participatory	 installation,	 the	Museum	
created	a	cultural	landscape	of	366	shoes	brought	to	the	museum	by	townspeople	
and	visitors.
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Conclusion
That	which	 springs	 from	 the	 ethnographic	 interest	 of	 the	House	Museum	 in	
Ozzano	Taro	in	regard	to	the	cultural	landscape	is	the	evidence	of	its	substance	
as	a	fabric	where	observation,	perception,	the	identification	of	objects	and	the	
people	of	which	it	 is	composed	(people,	 things,	nature,	objects,	etc.),	and	the	
universe	of	relationships	that	animate	it	can	be	expressed	in	narrative	complexes.
The	vision	of	Ettore	Guatelli	and	his	museum	is	that	of	the	human	landscapes	
that	have	given	life	to	his	visionary	project:	a	museum	that	is	able	to	delineate	
the	 relational	 substance	 that	 among	 life	 stories,	 work,	 the	 rural	 territory,	
environment	 and	 knowledge	 practices,	 emphasizes	 the	 importance	 of	 the	
“existential”	 relationships	 between	men,	 objects	 and	 the	 environment	 in	 the	
study	of	the	landscape.





APPENDICE/APPENDIX
Museums Visits, Workshop, and Conference Unwinding
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1:	 Gardone	 Riviera,	 Fondazione	 Il	 Vittoriale	
degli	Italiani;	2:	Lonato	del	Garda,	Fondazione	
Ugo	Da	Como;	3:	Milano,	Fondazione	Adolfo	
Pini;	4:	Milano,	Fondazione	Achille	Castiglioni.	
5:	Milano,	Fondazione	Franco	Albini;	6:	Milano,	
Studio	Treccani;	7:	Milano,	Fondazione	Studio	
Vico	Magistretti.
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The	program	of	the	12th	Annual	DEMHIST	Conference	scheduled	for	Monday	
July	4	and	Tuesday	July	5,	2016	the	presentation	and	discussion	of	15	papers,	
selected	according	to	the	Call	for	Papers	sent	out	at	the	end	of	October	2015.	
The	presentations	 and	discussions	 took	place	 at	MICO,	 the	Congress	Center	
of	Milan,	which	recently	opened	in	the	former	Fiera	Campionaria	area.	It	was	
organized	within	the	24th	ICOM	General	Conference,	held	at	the	same	venue.

The	Tokugawa museum	of	Mito,	Japan,	has	ensured	a	special	participation	in	
the	DEMHIST	sessions,	presenting	the	results	of	an	initial	survey	of	Japanese	
house	museums,	potential	partners	in	view	of	the	next	ICOM	General	Conference	
to	be	held	in	Kyoto	in	2019.

The	 evening	 of	 July	 5	 concluded	 with	 an	 evening	 cocktail	 offered	 to	 those	
registered	with	DEMHIST	 by	Nonostante Marras,	 the	 concept	 store	 of	 the	
designer	Antonio	Marras	at	Via	Cola	di	Rienzo	8,	Milan.

The	entire	day	of	Wednesday	July	6	was	dedicated	instead	to	a	program	of	tours	
of	the	house	museums	belonging	to	the	Case Museo di Milano network	and	to	
the	Storie Milanesi	(Milanese Stories) network.	Participants	were	divided	into	
the	following	four	itineraries:

Itinerary 1:	tour	of	the	Fondazione	Franco	Albini,	the	Lalla	Romano	House,	the	
Poldi	Pezzoli	Museum.

Itinerary 2: tour	of	the	Alik	Cavaliere	art	center,	the	Vico	Magistretti	Studio	
Museum,	Villa	Necchi	Campiglio.

Itinerary 3: tour	of	the	Achille	Castiglioni	office,	the	Bagatti	Valsecchi	Museum,	
the	Boschi	di	Stefano	House	Museum.

Itinerary 4: tour	 of	 the	 Boschi	 di	 Stefano	 House	 Museum,	 Villa	 Necchi	
Campiglio,	the	Bagatti	Valsecchi	Museum.

All	four	 itineraries	 tried	to	capture	 the	innovative	spirit	 that	characterizes	 the	
Milanese Stories	 project,	 and	 thus	 they	 have	 combined	 the	 examination	 of	
the	 house	 museums	 with	 programs	 for	 learning	 more	 about	 the	 history	 and	
sociocultural	 characteristics	 of	 the	 neighborhoods	 in	which	 they	 are	 located.	
The	aim	was	to	bring	out	the	close	connection	between	the	museum,	the	people	
who	created	it,	and	the	genius	loci	in	which	they	are	inserted.
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The	day	ended	for	all	four	itineraries	with	a	workshop	held	at	the	headquarters	
of	the	Fondazione	Adolfo	Pini,	Corso	Giuseppe	Garibaldi	2,	Milan,	coordinated	
by	Ruggero	Ranieri,	president	of	Fondazione	Ranieri	di	Sorbello	of	Perugia	and	
a	DEMHIST	partner.	During	this	workshop,	the	following	topics	in	particular	
were	discussed:	Different	readings	of	urban	life	and	urban	change;	Minimum	
standards	 for	 house	 museums	 and	 similar	 venues;	 Museums	 and	 cultural	
landscapes:	the	Siena	Charter.
	
DEMHIST’S	Conference	provided	the	opportunity	to	display	the	richness	and	
diversity	of	Italy’s	House	Museums.	The	Associazione	per	le	Case	Museo	and	the	
Fondazione	Adolfo	Pini	organized	a	small	display,	intended	to	present	a	select	
number	of	house	museums,	covering	all	of	Italy’s	regions.	The	exhibit,	curated	
by	Rosanna	Pavoni,	was	inaugurated	on	Wednesday,	July	6th	at	the	Fondazione	
Pini	 under	 the	 title	 of	4.798 KM DI CASE MUSEO (4,978m kilometers of 
House Museums), as	if	embarking	on	an	imaginary	tour,	following	Googlemap	
and	reaching,	from	North	to	South,	all	the	house	museums	figuring	in	the	display.	

Thursday,	July	7	was	instead	dedicated	to	a	social	excursion	outside	Milan	in	the	
Lake	Garda	area,	for	a	visit	to	two	of	the	most	significant	house	museums	open	
to	the	public	in	Lombardy:	the	House of the Podestà	in	Lonato,	a	foundation	
created	 in	 the	 1920s	 by	 Ugo	 DaComo,	 a	 politician,	 scholar	 and	 a	 lover	 of	
Italian	history,	and	the	Vittoriale degli Italiani,	the	famous	home	of	Gabriele	
D’Annunzio	 in	 Gardone	 Riviera.	 The	 tour	 of	 the	 rooms	 of	 the	 Prioria	 was	
guided	personally	by	the	President	of	the	Il	Vittoriale	degli	Italiani	foundation,	
Giordano	Bruno	Guerri,	and	his	staff.

At	the	end	of	the	events,	Chairman	John	Barnes	presented	the	closing	remarks,	
giving	thanks	for	the	support	received	from	the	house	museums	in	Milan	and	
Lombardy	and	all	the	institutions	involved.	Thanks	went	in	particular	to	ICOM,	
which	 in	 the	 context	 of	 its	 24th	 General	 Conference,	 covered	 much	 of	 the	
logistical	costs;	to	the	Fondazione	Pini	and	its	president	Samuele	Camilleri,	who	
by	way	of	the	staff	of	Storie Milanesi	provided	the	secretariat	and	translation	of	
the	papers	for	the	study	days;	and	to	ICOM	Italia	House	Museums	Committee,	
created	in	2013	as	the	Italian	interface	of	DEMHIST.





Finito	di	stampare
nel	mese	di	dicembre	2018



DEMHIST, ICOM’s International Committee for Historic House 
Museums, is a forum for proposing and debating key criteria for the 
management and conservation of house-museums.

The enormous variety characteristic of the artistic assets displayed in 
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