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Dilek Oztiirk: Miize ve kent iligkisini agmadan
6nce, ikinizin de istanbul ile ilk kargilagmaniz1 din-
lemek istiyorum.

Luca Molinari: Istanbul’a ilk kez 1980’lerin baginda
gemiyle geldim. O zamanlar bir mimarlik 6grencisiydim.
Cenova, Napoli ya da Venedik sehirlerine benzer bir his-
le, denizden gelerek bir kentle tanistigimi hatirliyorum.
Tim sehir, denizden goriilmek, karsilagmak icin inga
edilmis gibiydi. Camiiler ve Ayasofya’y1 goriince de or-
yantal bir hisse kapildim. Bu tipte bir mimariyi gérmek
bana ¢ok giiclii bir his verdi.

Istanbul’a 25 kereden fazla gelmisimdir. Kendimi ya-
kin buldugum, takip ettigim ama ayni1 zamanda benim
hayatimi da takip eden bir sehir Istanbul. Venedik ve
istanbul’n dogduklarinda birbirlerinden ayrilmis ikiz
kardeglere benzetiyorum. Venedikte yer alan San Marko
meydanindaki katedrale baktiginizda oryantal bir form
goriirsiiniiz. Kargit1 olarak, Ayasofya’ya baktiginizda ise
batil1 bir medeniyetin izlerini gériiyorsunuz.

Alper Derinbogaz: Istanbul’ a ilk gelisim miydi emin
degilim ama ilk hatirladigim tanigmam bes ya da alt1
yaslarindayken tren yolculuguyla olmugstu. Ya babamin
Istanbul’da gegen yillarindan ya da dedemlerin Istan-
bul’da yasamalarindan dolayi, her yaz Istanbul ziyaret
edilirdi.

Trenden Haydarpasa'da indikten sonra ilk hatirladi-
g1m bogazla karsilagmamdi. Garin biiyiik kapilarindan
gecip genis merdivenlerden inerken, Ankara’nin moder-
nist gar mimarisine aligkanlikliktan kaynakli olsa gerek,
bir bulvara adim atmayi bekliyorsunuz ama sonugta sa-
hile harika bir bogaz panoramasina adim atiyorsunuz.
Bir yandan bogaza da Istanbul’un ana bulvari diyebiliriz
belki simgesel anlamda. Istanbul’'un sembolik yapilari-
n1 da eminim gezip gérmiisiizdiir ancak bu gezilerden
bende en ¢ok iz birakan vapurlar, tramvaylar, dolmuglar
ve kopriiler olmustur. Her yolculuk kendi i¢inde bir ma-
ceraydi. Bu maceralardan birisi de “karsiya ge¢cmek™ti.
Istanbul’ da “kars1” ya gegmek konu oldugunda iginde

bulunmadiginiz taraf hep karsi oluyor. Kargrnin aslinda
bir yer olmadigini duruma gore degisebilen bir “taraf”
da olmasi durumuna pek alisamadigimi hatirliyorum.

DO: Geleneksel miize anlayis, ziyaretcinin bakip
gozlemlemesine dayanan bir temele oturur. Ziyaret-
¢i aslinda bu temeli tersine ¢evirip miize davranislari
bozabilir. Bugiin, cagdag bir miizenin gereksinimleri
nedir sizce?

AD: Giincel miizeyi konugmak i¢in miizelerin bugiin
geldigi noktada ihtiyaglarin yani sira yagsadigi krizleri de
anlamak gerekiyor sanryorum.

Miizelerin sayisi ile ilgili bir istatistik okumugstum.
Diinyanin bir kdsesinde her giin bir miize agiliyormus.
(Unesco verilerine gore bugiin diinyada yaklagik 55.000
adet miize var.) Yani i¢inde bulundugumuz dénemde
kentlerimiz belki de her konuda bir¢okluk derdiyle bas
etmeye ¢alisiyor. Ancak yine de miizeler ve kiiltiir en-
diistrisi turist cekmeye, kentlerin cazibelerini arttirmaya
devam ediyor. Pompedou, Baudrillard’in taktigi isim-

le “Beaubourg (A culture Machine)”, Paris’te temel ¢ekim merke-
zi olmaya devam ediyor. Los Angeles'ta Broad Miizesi milyonlarca
ziyaretci topluyor, Whitney Miizesi High Line ile biitiinlesmesiyle
New York’ta bir varis noktas: olarak konumlaniyor. Bu basarinin
regetesinin sadece Guggenheim gibi kiiresel miize zincirinin pargasi
olmaktan veya biiyiik 6l¢ekli miizeleri agmaktan ge¢medigini gorii-
yoruz. Ornegin neden Norveg'te sadece ii¢ kuliibeden olusan Fjord
de Luxe basarili oluyor veya Cukurcuma’da kiigiik bir evde yer alan
Masumiyet Miizesi nasil Avrupa’nin Miizesi 6diiliinii aliyor bunu an-
lamak gerekli.

Bu isin bir regetesini ¢ikarmak zor ama her konuda bu kadar ce-
sitliligin ve ¢ok sesliligin oldugu bir ortamda miizeler i¢in de bii-
tinlitk ve 6zgiinlitk 6nemli kavramlar diye diisiiniiyorum. Bagarili
orneklerde, dlcegi bityiik veya kiiciik, milzenin amact ile buttinligi,
atmosferi, hikayesi, mimarisinin hep diyalog halinde hatta i¢ ige ol-
dugunu biliyoruz. Ayni sekilde kentle i¢ icelik de 6nemli, lokasyonu
ve gevreyi ve ulagilabilirligi de en az miizenin yapilis amaci kadar
6nemli.

LM: Ben Pompidou neslinden geliyorum. Centre Pompidou, sizin
de az 6nce bahsettiginiz gibi geleneksel miize anlayisini degistirmis
olan bir miizedir. Eger miizeyi kentin aktif bir anit1 olarak ele alirsa-
niz, miize bir laboratuara déniisiir. Insanlarin i¢inde 24 saat yasabi-
lecegi bir mekandan bahsetmis oluruz. Miizenin i¢inde yer alan her
mekan kullanicinin farkli deneyimler yagamasina izin verebilmeli.
Bugiiniin miizesi artik sadece bir miize degil, ayn1 zamanda bir de-
neyim merkezi. Ziyaret¢iyi kentli olarak géren aktif bir yap1. Bana
gore miize bugiin bir meydan, kamusal alan, okul, restoran gibi kiil-
tiirel deneyimi takas edebileceginiz, kendi hikayenizi bagkalariyla
paylasabileceginiz bir yer. Miize artik fiziksel bir olgu degil, miize

Molinari&
Alper Derinbog

Dilek Oztiirk: Before talking about the relations-
hips between a city and a museum, I would like to hear
your first encounters with Istanbul.

Luca Molinari: The first time [ have been to Istanbul was
Carly 80sand I arrived with aboat. [ was a student of architecture.
[ remember having this impression of coming toa city from the
scalike Genoa, Naples or Venice. All the city was builc and de-
signed to be seen directly from the sea. Italso reminded me, an
oriental feeling with all the mosques and Hagia Sophia. Seeing
this type of architecture was very strong for me.

[ have been to Istanbul more than 25 times. It is one of the
cities I feel closer because this city follows my life and as I follow
the city. Venice and Istanbul are like separated twins. When you
sce the Duomo of San Marco at Venice, you have an oriental
fecling. When you arrive for the first time to Iscanbul, a giga.n—
tic form of Hagia Sophia reminds you awestern civilisation, an
amazing form of experimentation.

Alper Derinbogaz: I cant really recall whether that was
my first trip o Istanbul, but I do remember getting on a train
to this city when [ was five or six (1987-88). My dad would miss
his past days here and the city was where my grandfather used to
live, so we had plenty of reasons to visit Istanbul each and every
summetr.

The memory of seeing the Bosphorus, having arrived Hay-
darpasa station, still lurks in my mind. Walking under a grand
gate and Walking down wide stairs, you would expect arriving
a huge avenue - since you are used to the modern architecture
of Ankara. Yet, it is a shore, an amazing panorama. Perhaps the

Bosphorus Sl’lOUld bC acknowlcdgcd as EhC main avenue Of Is-

sizi izleyen bir olgu.

AD: Luca’nin, laboratuvar kavrami benim i¢in de ¢ok ilham verici.
Bazi seyleri o kadar olmasi gerektigi gibi yapiyoruz ki yapmamizin
bir anlami kalmiyor. Eger literature, pratige yeni birsey eklemiyor-
saniz, miize de anlamini yitiren bir kavram. Diinyanin her yerinde
miize ve kiiltiir yapilari var. Kendi amaci ve odaginin sonucu olabil-
mesi i¢in deneyselligin 6nemli oldugunu diigiiniiyorum.

Gordigiim en ilham verici miizelerden birisi Londra’daki Joan
Soane’nin eviydi. Muhtemelen hicbir mimari ve miizecilik gereklili-
gini yerine getirmeyen bir miize. Sirkiilasyon karmakarisik, ne kro-
nolojik ne de tematik bir diizen var. Hi¢bir objenin bilgi panosu yok.
Isleri izleyebilecek yeterli mesafesi yok. Tavan yiikseklikleri veya
sirkiilasyon standartlarindan da bahsedemeyiz. Ama Joan Soane at-
mosferini herseyi unutsaniz bile unutamiyorsunuz.

Performansin sanat iiriinii olarak algilanmasindan bugiine miize
ve kiiltiir kurumlarinin ezberini bozan yeni olgular da ortaya ¢iki-
yor. Ornegin Bansky’nin Bemusment Park’t bir park mi, sokak mi,
miizeden neyi eksik tartigilir.

DO: Bugiiniin miizesine sizlerin de degindigi gibi bir labora-
tuvar olarak bakarsak, aynm1 zamanda icinde korkunun olmadig:
bir mekandan da bahsetmis oluruz, ¢iinkii laboratuvar bir dene-
me alanidar.

LM: Kesinlikle. Kentler artik sadece belirli bir komiiniteye ve dile
ait degil. 2 milyondan fazla insanin yagadig1 bir metropol peyzaji,
tek bir cephe ile ifade edilemez. Bugiin komiinitelerin ve taleplerin
her saniye degismesi ile baga ¢ikmaya ¢alisiyoruz. Bugiiniin miizeleri
farkli talep ve deneyimlerin ifade edilebilecegi esnek alanlar sagli-
yor. 19. ve 20. yiizyi1ldaki miize kavrami tamamen degisti. Miizeler,
bagka deneyim formlari iireten alanlar olmaya bagliyor.
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AD: Dinlemek ve anlamak da miizenin sorumlulugu
olmali. Kendi konusu ¢evresinde yapilan sergileri, iire-
timleri kiiltiir birikimini toplamak ve yogunlastirmak
kiiltiir ortamina en 6nemli katkilar1 oldugunu digiinii-
yorum. Bu anlamda degisen ve gelisen miuizeleri severek
takip ediyoruz. Istanbul’da belli bagli miizeler bunu gok
iyi yapiyor. Mesela Salt’in dijital arsiv projesini heyecanla
takip ediyorum, Istanbul Modern’in giincelligi hi¢ kay-
betmeyen sergileri veya Pera miizesinin kendi odaginda-
ki kiigitk ama 6zgiin ve degerli i¢eriklerini, Sabanci Mii-
zesinin 6zenli gegici sergilerini severek takip ediyorum.
Borusan Contemporary’deki dinamik etkinlik serileri
ve dijital diinyay1 yeni sanat alani olarak benimseyen ser-
gilerini izliyorum. Bu mekanlar bircogumuz i¢in sadece
6grenme degil, zaman gegirme, farkinda olma belki biraz
da kendini yenileme alanlari.

DO: Bu noktada icerik ve mimari arasindaki bag:
agmak istiyorum. Icerigin giiciinii mimariyi sekillen-
diren bir kavram olarak sorgulayabiliriz de.

LM: Icerigi olmayan bir miize i¢i bos bir kutu gibidir.
Miize ayn1 zamanda kentin aktif bir parcasidir, giinlik
hayattan ve gergeklikten ayr1 degerlendirilemez. Icerik
¢ok 6nemli ama bir yandan da siirekli degisim geciriyor.
Bugiin insanlar miizelere artik senede bir kez gitmiyor.
Yeni neler oldugunu gorebilmek i¢in daha sik ziyaret et-
meye bagladilar. Gegici sergilerin yani sira kalic1 koleksi-
yon sergileri de zamanla degisim g6stermeye bagladi.

Igerik ayn1 zamanda peyzajin tamamini da degistiren,
kentsel peyzajin bir parcasidir. Mimari; kentsel ¢evre
hakkinda bize stratejik veri saglar ama mimari de za-
manla degisen bir deneyim.

AD: Bilginin ve igerigin, mekanin ve zamanin uyu-
mu, butinlugi ve kareografisinin en 6nemli unsuru ol-
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US. TALES OF COMMUNITIES, IDEAS, PRODUCTS AND LANDS OF REGGIO EMILIA,

dugunu diisiiniiyorum. Insanlari ne zaman teknolojiye
ayak uydurmaya zorlasak, ne zaman bir igerigi bir miize
mekanina oturtmaya ¢aligsak problem cikiyor bence. Bir
rityada, hayal kurarken veya en basitinden film izlerken
simdi neye baksam diye diigiinmiiyorsaniz, miizenin ve
sergi mekanlarinin da bu dogallikta kareografisinin ol-
mast gerekiyor. Bu bakimdan mekanin akis ile biraraya
gelmesi gerekiyor diye diigtintiyorum.

Bu bilgi selinde bazi seylerin diyalog kurabilmesi i¢in
yepyeni baglamlara oturtularak bakilmali. Mimari arke-
tip olarak, miizenin zaten geligkili bir yapi tipi oldugunu
diisiiniiyorum. Belki de cazibesi buradan yola ¢ikarak var
oluyor. Miize herseyden 6nce digariya, kente acik olmasi
gereken kamusal bir yapi tipi. Diger taraftansa icerisinde
kullanici agisindan bir tiir konsantrasyonu da gerektiren
bir yapu tipi. Yani icinde sergilenen icerik veya etkinlige
odaklanabilmeniz i¢in digariya kapali olmasi gereken bir
yap1. Bu aciklik ve kapalilik kontrastini bir arada kulla-
nabilen mimari yapilar olmasi gerektigini diigiiniiyorum.

DO: Mimari ve kiirat6ryel baglamda miizenin degi-
sen dinamiklerinden bahsetmenin ¢ok 6nemli oldu-
gunu diisiiniiyorum.

LM: Izleyici degisiyor ciinkii toplum radikal bir sekil-
de degisim gegiriyor. 20 sene 6ncesine kiyasla cok daha
farkl1 bir toplumla karg1 kargiyayiz. Sosyal medya ¢agin-
da yagiyoruz. Bilginin dijitalize edilmesi de degisiyor.
Miizelere artik eskiden baktigimiz sekilde bakamiyoruz.
Bugiin bir miizeye giriyorsunuz, bir fotograf ¢ekiyorsu-
nuz, yorum yapiyorsunuz, birseyler indiriyorsunuz.

AD: Miize tam da bu noktada, durup nefes alma ger-
cekligini biitiin tortusuyla hissetmek i¢in bir kacis nok-
tast olmali. Kokulari, sesleri, kalabalig1 veya yalnizlig:
diizeltmeden, diizlemeden biitiin derinligi ile deneyim-
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leyebileceginiz bir yer olmali. Iste 0 zaman belki miize-
nin, yapinin izi dijital bir fotograf veya ytizeysel bir “ben
de burdayim” tweeti olmanin 6tesine gegebilir. Bu kadar
cesitliligi biraraya getirebilen dijital platformdaki ayni-
lagmay:1 biraz olsun kirabilir, yeni ve ézgiin iglerin 6nii-
nii agabilir. Ciddi olarak en biiyitk sorunumuzun durup
disiinecek vaktimiz olmamasi oldugunu digiinityorum.
Giderek bir tekerlegin i¢cinde donen hamsterlara donii-
stiyoruz. Akis, hayatin kendisi oluyor artik. Kurumlarin
da igeriksiz sosyal medya yonetimleri bunu destekliyor.
Ciimleler var ama icerikler yok artik. Gergekgi veya il-
ham verici igerikler tiretebilmeli kurumlar. Bu anlamda
miizeler de sadece fiziksel diinyay: tiketen akiglar degil,
degerli ve 6zgiin igerik iireten kurumlar olmali.

Lucanin kiratorligiinii  yapmis oldugu “Reggio
Emilia: Komiinitelerin &ykiileri, fikirleri, triinleri ve
alanlar1” sergisi bana oldukga ilham verdi. Miizelerin ve
sergilerin ¢cagdags diinyasinda; siiper dijital iceriklere geg-
mek ve gercekligi flulagtirmak o kadar kolaylast1 ki... Bu
sergideki kiiratoryel senaryonun arkasindaki ana fikri
6grenmek isterim.

LM: Bolgeden komiiniteye, mekandan deneyimle-
re gegtik. Serginin ana fikri brada yatiyor. Bu sergi i¢in
Reggio Emilia bolgesinin giindelik yasam objelerini kul-
landik. Sergiyi daha genis bir baglamda agabilmek icin
seslere, insanlarin hikayelerine yer verdik. Reggio Emilia
bolgesinde yasayan insanlar kendilerini bu serginin bir
parcasi gibi hissettiler. Sergi birkag ay icerisinde 60.000
ziyaretci agirladi. Giindelik hayat1 kullanmak ¢ok giiclii
bir etki yaratiyor. Bu sekilde siz de serginin bir pargasi
haline geliyorsunuz, gergek hikayeden ayr1 kalmiyorsu-
nuz. Miizeye giren herkes yasadig1 yeri anmalaya calist1.
Bu biiyiik bir basar.

tanbul. I'm sure you are all familiar with the symbolic structures of the city,
buc what strikes you would be ferries, trams, minibuses, and bridges. Each
of our trips was a whole other adventure. One of them was “crossing to
the other side” The “other” side is a.iways defined by where youare. I a.iways
found it strange that the “other” side is no fixed place, and aiways dcpcnd
onwhere you stand.

D.O: The traditional museum’s discourse is based on direc-
ting visitors to only look and observe. The audience can also be
a dynamic turning upside down the typical behaviours of the
museum. What do you think a contemporary museum deman-
ds today?

AD: To be able to talk abour todays muscums, one needs to unders-
tand the crises as well as the shortcomings thac muscums suffer from ac this
pointin history.

Recently I read a statistics about the number of museums. Every day
one new museum is opened on the carth (UNESCO data indicates that
there are approximately 55,000 muscums all around the world today). That
is to say, our citics are trying to deal with a multiplicity of everything, Scill,
museums and the culture industry keep attracting tourists and boosting
the charm of citics. Pompidou, as Baudrillard calls it “Beaubourg (A cultu-
re Machine)’ is still a major ateraction in Paris. The Broad in Los Angeies
hosts millions of visicors. The \Whitncy in New York, situated at the High
Line,is a must sce destination now in New York. Itis not only about bcing
amember of a global Guggenhiem, or building a massive muscum. How
doces Fjord de Luxe, amuseum composed of only three huts, become suc-
cessful in Norway? Or how does The Museum of Innocence, a small buil-
ding in Cukurcuma manage to receive the Furopean Museum of the Year
award? There questions are worth giving a thought or two.

No rcady-madc formula exists for this, yet integrity and uniqueness are
kcy concepts for museums at a time when multipiicitics dominate our
undcrstanding. All successful cases, rcgardicss of their size, present inter-
related and interewined elements of scope and intc:grity, atmospherc and
story, as well as its own architecture. Whether a museum can blend into
the city, its location, the close vicinity, and accessibilicy matter as much as
the museums scope and vision.

LM: I come from the generation of Pompidou. Centre Pompidou
chmgcd the traditional museum as you described just now. If you take
the museum as an active monument of the city, the museum turns out to
be a laboratory. It creates places people can live 24 hour a day. Each space
taking placc in the museum allow pcoplc to have a different experience.
The museum is not only a museum any more. It is a center of experience.
The museum have been an active fragment of the city dealing with visitor
as a citizen. To me, the museum of today isa square, public space, school,a
restaurant, a place to exchange cultural experience, a place where you bring
your own story and share with the others. The museum is not physical any-
more, the museum follows you.

AD: Lucas concepr of laboratory inspires me as well. The way we do
certain things are so ordinary that there is not any point left doing them.
Museums, unless thcy contribute to the literature and the practicc, lose all

thcir mcaning. Ail ar ound d’lC WOI'id you have muscums and cuitur ZIJ cent-
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res. | strongiy believe that f:xpcrimcntaiism is the key to fulfil one’s objec—
tive and focus.

One of the most inspiring museums [ have ever seen was Joan Soanc’s
housc in London. It does not fulfil any requirements of a museum. There
is no order, no chronology, no information inside but you never forget chis
experience. Asthe pcrformancc is pcrccivcd asan objcct ofart, we see new
and outsta.nding Cxampies such as Ba.ni(sy’s Bemusment Park. Is it a pa.rk,
strect or a museum:?

DO: Looking at today’s museum as a laboratory, then it is a
place where there is no fear because it an experimental area, you
are not afraid to fail.

LM: Absolutely. The city is not anymore a place for only one com-
munity and one ianguagc. Mctropoiita.n ia.ndscapc with more than 20
millions of peopie cannot be cxpresscd with one singic facadc. We are de-
aling with changing communities and changing desires in every moment.
Museums are flexible enough to express different kind of desires and ex-
periences. The idea of the museum in the 19.and 20. century has changed
completely. The muscum is bccoming aplace creating other forms of ex-
periences.

AD: Itisalso museums responsibility tolook around and try to unders-
tand. Thcy should be foilowing exhibitions and productions under similar
themes, draw a larger framework with this cultural accumulation and furt-
her it - that should be the greatest contribution to the wider culture. No
wonder that cver—changing and ever—cvoiving museums are our most be-
loved. Certain museums in Iscanbul are quite successful in this. | have been
foiiowing Salts digitai archive project, and I love it. Exhibitions of Istanbul
Modern never lose contact with today. Pera Museum presents very speci-
fic exhibitions — small in size yet great in significance. Exhibitions of Saban-
1t Museum are always claborate and well-prepared. 1 follow them all. Or
the dynamic event series in Borusan Contemporary, and the exhibitions
dcfining the digitai world as the newart space... These spaces provide novel
opportunities to learn, spcnd time, raise awareness, and re-define ourselves.

DO: In this point I would like to open the relationship
between the architecture and the content. We can interrogate
the power of the content shaping architecture of the museum.

LM: A museum without content is justan empty box. Museum s also
as an active fragmcnt of the city, it is not scparatcd form life, it is a part of
cvcryday life. Content s very important but content changcs alot. I’copic
do not go to museums now once a year. They go more frcqucntly as they
want to see something new. You have temporary and also the permanent
collections start to cha.ngc in time.

Content s a part of the urban landscape that changes the landscape as
well. Architecture givcs us the stratcgics about urban environment but it
providcs an experience thatalso changcs in time.

AD: The harmony between the knowledge and the content, space
and time, intcgrity and chorcography is of urmost importancc. When you
force people into using a new tcchnoiogy and when you try to include a
new contentinto amuseum space, issucs of all kinds emerge. One doesnot
need to think about where to look while in a dream or a movie session; in
the same vein, the choreography of muscums and exhibition halls should

be just as natural. Maybe the best definition of the museum is having the
choreography of time and spacc.

To establish a dialogue berween certain things wichin this information
overtlow, one needs to re-contextualize phcnomcna. A museum, as an ar-
chitectural archctype, is a.ircady a conflictual scructure in my point of view.
Maybe this is the very source of its attraction. Museum, as a pubiic struc-
ture, should be open to outside, the city in which it stands. On the other
hand, it is a structure that should be able to let visitors concentrate when
they are inside. That s to say, it should remain closed to the outside world
to be able to concentrate on what is dispiaycd inside. Those architectural
structures which can deal with this delicate balance of openness and close-
ness achieve highcr signiﬁcance.

DO: I think that is very important to mention changing dy-
namics of the museum both architectural and curatorial. What
do you think of the museum of the 21th century will change the
traditional behaviour of the audience?

LM: The audience is changing because the socicty is radically chan-
ging. We are dcaiing with a compictciy different society in relation to
20 years ago. We are living in the social media age. The digitaiisation of
knowledge is changing and we are not looking at the museum as we used
to look. Today, you enter the museum, you take picture, make comments,
download things.

AD: At this exact point muscums should providc youa hidcaway to
pausc, breath, and feel the wcight of rcaiity‘ A space where one can expe-
rience scents, sounds, crowds, and solitude without erasing any derails,
with all aspects... Only then the impact of a museum and a structure can
go bcyond a digitai image, or a supcri‘icia.i “Here [ am” tweet. Such space
can disrupt the uniformity in digitai piatforms among all these muitipii—
cities,and pave the way for novel works. Our greatest issue today is having
lictle time to pause and think — being transformed into hamsters running
inawheel. The rush replaces the life iself. And institutions are part of this
transformation with their dull social media management, without any real
content. You have sentences, but meaning cludes them. Institutions need
to create real and inspiring content. In a similar vein, museums should not
oniy consume the physical world, but turn into institutions crcating valu-
able and unique contents.

lam pretey much inspired by “US. Tales of communitics, ideas, products
and lands of Reggio Emilia” exhibition curated by Luca. In the contem-
porary world of museums and exhibitions, it is Very casy to get into super
digita.i content and blur the the rcaiity. [ would like to have an idea about
the main drive behind the curatorial scenario of this exhibition.

LM: We moved from the territory to communities, from piacc to ex-
periences. The main idea is based on this situation. For this exhibition, we
used Cvcrydayiifc obj ectsof the region; voices, story of peopic tobeable to
representa wider context. Pcopic iiving in chgio Emilia territory felcasa
part of this exhibition. In a few moths 60.000 visitors visited the exhibition.
Using cvcryday life objccts creates a very powcrful impact. This way you
become a part of it, you are not separated from the main story. Everybody
entered the museum and tried to understand their “place” It was a huge

SUCCcess.
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