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¶ È frattanto vostro 
compito, studiosi  
e amici… se volete che  
il vostro Aldo con più agio 
rechi aiuto con l’arte  
della stampa a voi  
e ai morenti studi, 
comprare col vostro 
denaro i nostri libri.  
Non risparmiate spese!
Aldo Manuzio 1449–1515

¶ In the meantime it is  
up to you, scholars and 
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should more easily  
bring aid with the art  
of printing to you  
and your endangered 
studies… to use your 
wherewithal to purchase 
our books. Spend freely!
Aldus Manutius 1449–1515
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Alberto Giorgio Cassani

Beato Angelico.  
Un albertiano alla corte  

di Niccolò V?
Cosa lega il pictor angelicus, alter Apelles e alter Iottus1, per secoli considera-
to «pittore mistico tardomedievale»2, rappresentante dell’«estetica tomista 
della luce»3 e sostenitore di una «teleologia cristiana della storia»,4 al primo 
architetto moderno, Leon Battista Alberti? Molto, almeno a leggere il ponde-
roso e accuratissimo – anche nella sontuosa veste editoriale di Leo S. Ol-
schki editore – volume di Gerardo de Simone, frutto di un’elaborazione più 
che decennale dell’originaria tesi dottorale. Sulla ricostruzione dei cicli di af-
freschi realizzati nei due soggiorni romani di Fra Giovanni da Fiesole – oltre a 
quelli della celebre Cappella Niccolina, quelli perduti della Cappella del Sa-

cramento, del Coro di San Pietro e dello Studiolo di Niccolò V, le opere su 
tavola commissionategli da figure eminenti del collegio cardinalizio, nonché 
quelle progettate, se non eseguite e dirette, per i domenicani della basilica di 
Santa Maria sopra Minerva – chi scrive non è in grado di esprimere un giudi-
zio di qualche valore, per cui lascia la parola ad Alessandro Zuccari, prefatore 
del volume ed esperto dell’Angelico, che definisce le pagine di De Simone «la 
prima organica ricostruzione dell’Angelico “romano”»5, il che fa del volume 
«un’opera di ampio respiro, indispensabile ai futuri studi sul primo Rinasci-
mento italiano»6.

Ma sul rapporto, necessariamente tutto indiziario, tra l’Angelico e l’Alber-
ti, il volume pone molte stimolanti domande e questioni. A cominciare da una 
prima affinità tra i due grandi artisti: così come per l’Alberti –per quasi tutta 
la sua vicenda terrena, nel suo caso7– anche per l’Angelico, almeno per quan-
to riguarda la storia dei due soggiorni romani, cioè gli ultimi dieci anni della 
sua vita, questa è fatta «di assenze e di lacune».8 Il che, qualcuno potrebbe 
malignare, potrebbe prestarsi, come è avvenuto spesso per l’Alberti, a ipote-
si di rapporti e di attività spesso molto fantasiose, incorrendo in quel “panal-
bertismo” in cui la critica è a volte caduta. Non è il caso delle pagine di De 
Simone. Il volume si apre con un capitolo molto ben documentato e aggiorna-
to sulle posizioni critiche più recenti e accreditate, dedicato ai due pontificati 
di Eugenio IV e Niccolò V. A questo ne segue un secondo che affronta, sinte-
ticamente, ma con cognizione di causa, lo spinosissimo tema della Roma di 
Niccolò V. Il terzo e ultimo capitolo, prima di entrare in medias res con le pa-
gine dedicate all’Angelico, è quello riservato a un altro e forse ancor più “sci-
voloso” argomento, quello della presenza dell’Alberti “architetto” a Roma. 
Senza entrare nelle due vexatæ quæstiones, basterà sintetizzare la posizione 
dell’autore sul ruolo effettivo dell’Alberti nel fatto di ritenere «non effimera»9 
la presenza dell’Alberti alla corte di papa Parentucelli. De Simone non si limi-
ta a una dichiarazione generica, ma la suffraga con l’ipotesi attributiva all’Al-

berti del pavimento della Cappella Niccolina10. È il caso di spendere due pa-
role su questa ipotesi. L’attribuzione all’Alberti del pavimento viene al termine 
del più lungo capitolo del libro di De Simone, il quinto, intitolato La Cappella 
Niccolina, nel quale l’autore, attraverso una serie di confronti per nulla pere-
grini fra testi albertiani – il De pictura, soprattutto, e il De re aedificatoria – e 
affreschi angelicani, arriva a individuare, assai prima di Piero e di Mantegna, 
nell’Angelico, il “pittore dell’Alberti”, per esser stato l’Angelico «certamente in 
rapporti con l’Alberti a Firenze e soprattutto a Roma»11 e «capace di tradurre 
in pittura le teorie albertiane»12. Tanto da farlo concludere, in modo deciso, 
che «è nella Cappella Niccolina, negli affreschi che segnano il prepotente ir-
rompere dell’Architettura (classica, paleocristiana, rinascimentale13) nell’ope-
ra dell’Angelico, che si può più concretamente vagliare la realizzazione com-
piuta di un ciclo pittorico propriamente “albertiano”, senza correre il rischio di 
riscontri vaghi e generici, e troppo facilmente coestensibili»14. Ma dicevamo 
del pavimento. De Simone individua condivisibili prove a favore di un linea-
mentum albertiano parlando dell’analogo sole intarsiato nel timpano di Santa 
Maria Novella. L’autore non lo segnala, ma è identica la presenza di due cer-
chi concentrici che, nel caso della chiesa fiorentina, ha fatto ipotizzare, qual-
che decennio fa, una possibile previsione di eclissi da parte dell’Alberti 
“astronomo”15.

Oltre a ciò, la presenza del motivo del «vaso biansato, con coppa baccel-
lata e collo rastremato»16 avvicina il pavimento della Cappella alla mostra del 
portale della medesima basilica fiorentina. E non sarà un caso che questa 
appartenga all’ordine domenicano, lo stesso di Fra Giovanni. L’Angelico e l’Al-
berti, dunque, si sarebbero incontrati, faccia a faccia (pavimento-pareti), nel 
Sancta Sanctorum vaticano. Ad altri storici, ora, l’ardua sentenza.
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lowed by a chapter that pithily but knowl-
edgeably approaches the treacherous 
theme of the Rome of Nicholas V. The third 
and final chapter, before entering in medias 
res with the pages on Angelico, is set aside 
for another and perhaps even more “slip-
pery” topic, that of the presence of Alberti 
the “architect” in Rome. Without getting 
into these two vexatæ quæstiones, we can 
sum up the author’s position on the effec-
tive role of Alberti in the fact of considering 
Alberti’s presence at the court of Pope 
Parentucelli “not ephemeral.” De Simone 
does not limit this view to a generic state-
ment, but supports it with the hypothesis 
of attribution to Alberti of the floor of the 
Niccoline Chapel. It is worth remarking on 
this hypothesis . The attribution to Alberti 
of the floor comes at the end of the longest 
chapter in De Simone’s book, the fifth, ti-
tled La Cappella Niccolina, in which the au-
thor, through a series of far from outland-
ish comparisons between Alberti’s texts 
– De pictura, above all, and De re aedifica-
toria – and the frescos of Beato Angelico, 
reaches the point of identifying, much ear-
lier than Piero and Mantegna, Angelico as 
the “painter of Alberti,” because Angelico 
“certainly had contacts with Alberti in Flor-
ence and above all in Rome,” and was “ca-
pable of translating Alberti’s theories into 
painting.” This persuades the author to 
conclude, in a forceful way, that “it is in the 
Niccoline Chapel, in the frescos that mark 
the powerful arrival of Architecture (classi-
cal, early Christian, Renaissance) in the 
work of Angelico, that we can most con-
cretely assess the full achievement of a 
precisely ‘Albertian’ cycle of paintings, 
without running the risk of vague, generic 
references, all too easily simultaneously 
demonstrable.” But we were examining the 
floor. De Simone presents credible evi-
dence regarding an Albertian lineamentum, 
speaking of the similar sun inlaid in the 
tympanum of Santa Maria Novella. The au-
thor does not point it out, but the presence 
of two concentric circles is identical, which 
in the case of the church in Florence has 
led to the hypothesis, some decades ago, 
of a possible forecast of eclipses on the 
part of Alberti as an astronomer.

Besides this, the presence of the motif 
of the “two-handled vessel, with scalloped 
cup and tapered neck”16 connects the floor 
of the Chapel to the portal of the basilica in 
Florence. And it may be no coincidence 
that the latter belongs to the Dominican 
order, the same one of Fra Giovanni. An-
gelico and Alberti, then, would have met, 
face to face (floor to walls) in the Vatican 
Sancta Sanctorum. The difficult judgment, 
at this point, can be left to other historians.
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A voyage through Swiss  

contemporary architecture 
Federico Tranfa

The second edition of the text published in 
2012 by Irina Davidovici represents an op-
portunity to trace back through the recent 
episodes of a territory, that of German-
speaking Switzerland, which over the last 
few decades has become a central focus 
of European architecture. A de facto but 
not sought or displayed centrality, so much 
so that the reasons for its being are still 
subject to research and reflection. 

While on the one hand we have seen 
the rise of a sizeable number of brilliant in-
dividuals (Jacques Herzog and Pierre de 
Meuron, Peter Zumthor, Roger Diener, 
Marcel Meili, Peter Märkli, Marianne Bur-

khalter and Christian Sumi, but also An-
nette Gigon and Mike Guyer, Valerio Olgia-
ti, Valentin Bearth and Andrea Deplazes, 
Gion A. Caminada, Quintus Miller and Pao-
la Maranta), on the other it is clear that po-
litical decisions have laid the groundwork 
for the importance of the role of the archi-
tect in the society. A national history, that 
of modern Switzerland, that cannot be 
separated from the role of the Zurich Poly-
technic (ETH), the institution assigned the 
task of unifying the nation through the de-
sign of technically advanced infrastruc-
tures since the end of the 19th century. 
Without a grasp of the importance of this 
strategic choice, it would be easy to fall in-
to the misunderstanding of a Swiss archi-
tecture of noble artisanal origin, simply 
based on the quality of execution and the 
myth of the detail. The book by Irina Davi-
dovici begins – correctly – with a docu-
mented narrative of the historical and cul-
tural context from which the national 
unification ensued in 1848. The particular 
background of a modern federal state, 
which in the intent of breaking free of an 
image as a romantic but backward nation, 
looked to the sciences as the key of pro-
gress, and the railroad as the most effec-
tive way to pursue national unity with re-
spect to the autonomy of the cantons. 
Davidovici identifies the novelist Max 
Frisch (a graduate in architecture of the 
Zurich Polytechnic in 1942) as the critical 
voice that after World War II decried the re-
sistance of the country to the rise of mo-
dernity, but also as the one who was able 
to grasp the alienation of the Homo Faber, 
and his discomfor t in the face of the 
world’s complexity. Max Frisch, together 
with Friedrich Dürrenmatt, reflect in Swiss 
terms the tragic dimension of the 20th 
century, revealing that the country was not 
at all indifferent to what was happening 
beyond its borders, which were much less 
impermeable than might have been sup-
posed. After all, from Hannes Meyer to Max 
Bill, there has been no lack of examples of 
personalities capable of acting outside the 
country, especially in the world of educa-
tion. Faced with technical training at a high 
level, the development of an equally con-
vincing theory of architecture slowly took 
form inside the ETH. The birth of the Insti-
tute of History and Theory of Architecture 
(Institut für Geschichte und Theorie der 
Architektur, better known as GTA), in 1967, 
came slightly prior to the founding of the 
magazine Architese (1971), which can be 
given credit for having spread in German 
Switzerland the writings published in Italy 
by periodicals like Casabella and Contros-
pazio. And it was in that moment that 
thanks to the osmosis with the GTA (where 
Martin Steinmann and Bruno Reichlin 
worked), the conditions ripened for the ar-
rival in Zurich of Aldo Rossi, an architect 
whose imaginary forcefully marked the ep-
och in which he operated. Davidovici re-
constructs the context during which Rossi 
came into contact with ETH, thanks to the 
invitation extended by Dolf Schnebli in 
February 1972. The complex relationship 
between Aldo Rossi and the Zurich Poly-
technic is subjected to painstaking analy-
sis by the author, dividing it into three 
phases: the first (1972–74) with Bruno Re-
ichlin and Fabio Reinhart as assistants, 
permeated by the theory of The Architec-
ture of the City, the second (1978–79) in 
collaboration with Bernhard Hoesli and 
Paul Hofer, during which Rossi developed 
the poetics of the Scientific Autobiography, 
and finally the third (1983–91), after his de-
parture from ETH, connected with the 

workshop in Analogous Architecture con-
ducted by Fabio Reinhart with Miroslav Šik 
as the main assistant. In the ETH context 
Rossi’s thinking had a profound influence 
on the internal debate, with an impact on 
Swiss architecture across a significant 
time span. 

Rossi’s didactic theory, described by 
witnesses as orthodox and authoritarian, 
was absorbed in different ways inside ETH, 
critically by Luigi Snozzi, more faithfully by 
Mario Campi; but the intellectual fascina-
tion with his formal repertoire is borne out 
by the constant reference to his projects. 
Irina Davidovici also explains how the ten-
sion existing between claims of specific 
regional conditions and the potential of the 
rationalist language found fertile ground in 
Canton Ticino in the early 1970s, the only 
Swiss canton entirely speaking Italian and 
thus more permeable to theories arriving 
from the south. From Rossi came the inspi-
ration for the idea of an architect-auteur 
and for an atmospheric interpretation of 
the discipline, which would later become 
salient aspects of German Swiss architec-
ture, particularly evident in the early works 
of Peter Zumthor and Herzog & de Meuron. 
Davidovici’s description of the genesis of 
the Analogous Architecture workshop con-
ducted at ETH by Fabio Reinhart with Luca 
Ortelli, Santiago Calatrava and Miroslav Šik 
as assistants is also of interest. Reinhart 
formulated it in the light of the thinking of 
Robert Venturi and Denise Scott Brown, 
situating the projects by the students on 
the outskirts of Zurich and relying on refer-
ences taken from everyday life. This dis-
course, later explored further by Šik, 
formed the basis of the work of a new gen-
eration of students, including Valerio 
Olgiati, Andrea Deplazes, Quintus Miller 
and Paola Maranta, determining a relation-
ship with the context that was to remain 
deeply imprinted in the design culture of 
the country. As Marcel Meili said: “Our in-
cursion into the ordinary and everyday rep-
resented a pursuit of collective values. Af-
ter the collapse of the national myths and 
territorial agreements, the meaning of that 
research aimed at identifying identity trac-
es in the compromised mobility of our con-
temporary culture.” The delicate relation-
ship between theory and practice thus met 
with a reason for being in the interaction 
between the architectural object and its 
context, and in the progressive autonomy 
of the former with respect to the latter. 
Thus an idea of strong form arose, a form 
capable of establishing a link of meaning 
with the city and the landscape, but also 
responding to its own internal logic. The 
central section “Forms of Practice” covers 
a series of emblematic projects, some be-
longing to the decade 1980–90, others to 
1990–2000. These include the house at 
Tavole (Herzog & de Meuron, 1982–88), the 
protection of the archaeological area of 
Chur (Peter Zumthor, 1985–86), the Kirch-
ner Museum at Davos (Gigon Guyer, 1989–
92), La Congiunta at Giornico (Peter Märkli, 
1989–91), two forestry stations at Turben-
thal and Rheinau (Burkhalter Sumi, 1991–
94), the conversion of the former Wartek 
brewery in Basel (Diener & Diener, 1991–
96), the school of Paspels (Valerio Olgiati, 
1996–98) and the Stöckenacker residen-
tial complex in Affoltern, Zurich (Von Ball-
moos Krucker, 1997–2002). 

The book by Irina Davidovici clearly il-
lustrates the milieu that has permitted 
German Swiss architecture to have a 
strong impact on the contemporary scene, 
revealing how apart from personal sensi-
bilities the qualities that have made this 

model successful have roots in the deeper 
culture of the country. A new architecture: 
radical in its statements, refined in its exe-
cution, but also welcoming, not extraneous 
to domestic atmosphere. In Switzerland 
building is not just a means to achieve an 
end, but instead also Baukunst, the art of 
making building with care. The architec-
tural production starts from a shared cul-
tural platform that includes an assumption 
of responsibility on the part of designers, 
and an advanced conception of the com-
mon good. Such a sharing of values repre-
sents one of the conditions that favor the 
spread of architecture of quality, also out-
side the urban centers. A substantial con-
tribution to the reinforcement of the typi-
cally Swiss bond between crafts culture 
and construction quality is made by the 
Fachhochschulen (professional superior 
schools), which also exist in Austria and 
Germany, in continuity with the principles 
behind the Werkbund and the Bauhaus. To 
answer the question of whether a Swiss 
model exists, Davidovici calls on the con-
cept of presence (a sort of cause-and-ef-
fect that emerges in the reaction of the 
context with respect to new settlement) 
and on that of resistance with respect to “a 
society that pays tribute to the superflu-
ous,” as Peter Zumthor put it in 2006. And 
when it comes to resistance, the quote 
from Herzog & de Meuron hits the mark: 
“We are against arbitrariness because it 
always serves to dismantle resistance, an 
aesthetic political resistance to simple 
consumerism, to the dizzying speed with 
which this consumer behavior has to be 
maintained by new picture material. Our 
moral political resistance to this arbitrari-
ness is also related to a fear of being pulled 
into the current ourselves, a fear of what 
we could call the time grid of the media, a 
fear of being ourselves degraded into guis-
es.” Recent Swiss architecture seems to be 
increasingly bereft of this courageous hon-
esty, and we cannot help but notice that 
the betrayal of the ideals often comes pre-
cisely from those who championed them 
with the greatest intensity. Davidovici en-
hances the second edition of the book with 
three new chapters, the first on the figure 
of Marcel Meili and the fundamental contri-
bution of the studio Meili & Peter, the sec-
ond on the recent orientations of architec-
ture in German Switzerland, and the third 
on what is happening far from Zurich. Ac-
cording to Davidovici, Meili & Peter in Zu-
rich and Diener & Diener in Basel were the 
exponents of a new period during which 
architecture deflected attention away from 
itself and towards the surrounding city. To-
day, on the other hand, the attitude of de-
signers seems to overturn the sense of this 
statement, forcefully urging on the pursuit 
of novelty (of references, syntax and form) 
to the detriment of a collective mentality. 
After all, if moments of crisis have the vir-
tue of offering opportunities for reflection 
and rethinking, the extraordinary prosper-
ity of Switzerland during the last decade 
does not foster self-critique or discussion 
of an apparently perfect mechanism. 

The new design takes the place of a 
temporary structure that made a 
beloved summer opera festival possible. 
The specificity of the intervention has 
led to the use of unconventional 
solutions from a typological-function 
and structural-constructive viewpoint. 
The absence of a fly tower and a foyer 
has made this theater space special and 
informal. The beauty of the surround-
ing territory makes the access through a 
large green outdoor space in front of the 
existing volume into a memorable 
experience. A large gate placed on the 
southern side becomes the entrance to 
the large hall, through a series of 
wooden portals that act as filters when 
closed, and when open offer direct 
access to the seating area. Inside, we are 
greeted by slight darkness. The lack of a 
foyer, a vestibule between outside and 
inside, means that we pass from the 
sunny outer world into a shadowy 
interior: to counter this effect, the 
architects have placed a large skylight, 
which can be darkened, over the 
seating, whose slow mechanism for 
opening and closing allows the eyes to 
get accustomed to the various phases 
prior to the start of the performance. 
From the outside, the opera house does 
not rise above the level of the existing 
building, so the presence of the new 
architecture inside is not perceptible. 
This effort to respect the levels of the 
existing volume has made it necessary 
to excavate the internal courtyard by 
about two meters, for the proper 
positioning of the orchestra pit and the 
physical plant elements under the 
seating. Inside –again to respect the 
existing context– the perimeter walls 
are the same as those of the old 
courtyard, dominated by the character 
of the masonry in “ironstone,” a lovely 
compact stone with an ochre color, due 
to the high level of iron in its composi-
tion. 

The existing openings facing the 
internal courtyard are preserved thanks 
to the gentle ways and “gestures” of the 
new structures in their regard. The 
character of the interior is set by other 
elements: slabs, ceilings, infill, para-
pets, all made in wood. Often supported 
by a steel superstructure, the wooden 
boards that give form to the space have 
been treated in an extremely refined way 
in terms of surfaces, forms and colors. 
Wooden planks of a precise size grant 
proportion to the inner space, with 
details that narrate the scale and 
character of the entire building. The 
whole architectural complex presents 
itself in a very forthright way, without 
tricks or elaborate details. Here the 
extreme complexity of the theme is 
resolved with simplicity, with reasoning 
that follows the rules of good construc-
tion and good sense. We believe that all 
this is very rare in these years in which 
fashions and methods chase each other 
and change with great speed. Undoubt-
edly, if we return to the theater in a few 
years’ time, we will sense the same 
freshness and timeliness perceived a 
few weeks ago during our visit.
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The intensity of a lone wall

Camillo Magni

During the preparation of the previous 
issue of «Casabella», during one of the 

encounters at the studio in Porto, 
Alvaro Siza spoke of a work of architec-
ture that had impressed him: the small 
outdoor theater Jai Jagat at Ahmedabad 
in India, the first work by the Indo-Por-
tuguese studio Sea-Lab founded by 
Anand Sonecha (1986) and Mariana 
Paisana (1986). 

The project is located in a context of 
extraordinary intensity: the Sabarmati 
Ashram, a space set aside for medita-
tion, education and literacy of the 
community where Gandhi lived from 
1917 to 1930, now transformed into a 
museum and a holy place for the entire 
nation. 

This complex also contains the 
Gandhi Smarak Sangrahalay museum, 
an important work by Charles Correa 
from 1958–63, composed of a grouping 
of 51 modules with a square plan of 6x6 
meters, forming a large shelter provid-
ing shade, in which the story of Gandhi 
is narrated. 

The theater has been built for the 
centenary of the construction of the 
Ashram and is the latest portion of a 
complex system of constructions for 
learning and the growth “of the body, 
mind and spirit of men and children” 
(Gandhi).

To describe this project, we thought 
it would be meaningful to ask Siza 
himself to share his perspective with us, 
and to speak –through the following 
text– about the force and intensity of 
this work of architecture.
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The effect of proportional 

measurement
Álvaro Siza

Anand Sonecha recently came to visit 
me. We talked about Doshi, whom I met 
in Philadelphia an admire very much, 
with whom he studied and worked for 
five years.

Sonecha showed me something of 
his work, photographs and some 
handsome drawings.

I was deeply impressed by the 
outdoor theater he made in 
Ahmedabad: an enclosure bordered by a 
white spiral wall. The entrance to the 
theater is at the point where the spiral is 
interrupted, a ramp that adapts to the 
level shift between the enclosure and 
the surrounding land in the Sabarmati 
Ashram*. Gandhi lived here from 1917 
to 1930, and here the community that 
accompanied him in the struggle for 
independence took form.

The wall, varying in height and with 
an undulated yet forceful shape, wraps 
the audience and the stage of the 
theater, creating different, variable 
relationships with the surroundings –a 
dense, continuous vegetation that joins 
separate constructions– for those who 
move inside it. The episodes that 
emerge from the surface of the wall –an 
overhanging front, rectangular open-
ings, the variously shaped top– estab-
lish relations with the profile of the 
trees, creating a solid and dynamic 
attunement with the outside.

Due to its design and the place 
where it stands, this spiral unexpected 
and effectively gives structure to a set of 
previously scattered constructions, 
presenting and confirming itself as the 
deliberate or occasional effect of a 
proportional measurement inserted 

amidst the volumes and open spaces.
The space defined by the spiral 

transmits a fluid availability towards 
what moves and is transformed. At the 
same time, it is a container and a place 
of mobilization, point of encounter and 
place of departure.

A place where History and Future 
meet, present as if it was built long ago, 
or as if it had been silently announced.

The spirit of Gandhi looms over all. 

Porto, 6 March 2019

* Sabarmati Ashram (from the Sanskrit 
Ãs’rama, place of meditation), known as 
Gandhi Ashram, was the base from 
which Gandhi led the Dandi march in 
1930. It includes various constructions 
and the ashram’s museu, the Gandhi 
Smarak Sangrahalaya, built by Charles 
Correa starting in 1958.
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1979–2019: the 40th anniversary  

of the Teatro del Mondo by Aldo Rossi
Casabella

Il Teatro del Mondo was designed by 
Aldo Rossi (1931–97) in 1979, commis-
sioned by the Venice Biennale. A 
decisive role was played in the imple-
mentation by Paolo Portoghesi and 
Maurizio Scaparro, directors since 1979 
of the Architecture and Theater sections 
of the Biennale. The Theater was opened 
on 11 November 1979 and it extended 
the life of the exhibition jointly organ-
ized by the Architecture and Theater 
sections of the Biennale, titled Venezia e 
lo spazio scenico (October-November 
1979), to which an important contribu-
tion was made by Manlio Brusatin, in 
close interaction with Rossi. In Novem-
ber 1979 the arrival of the Teatro del 
Mondo next to the tower with which the 
complex of Punta della Dogana faces 
the basin of San Marco in Venice 
ratified the success of the Biennale, 
expanded by Portoghesi the following 
year with the installation of La strada 
novissima, and it also marked a decisive 
turning point in Rossi’s career. The 
tower at Punta della Dogana is topped 
by the statue of Fortune, which in its 
rotation indicated the quadrant of 
arrival of the wind to sailors in the past. 
The presence of this statue represented 
a more than evocative reference for 
Rossi, as is borne out by the notes 
reproduced here, together with other 
observations on the theme to which he 
continually returned, that of the 
meaning of the theater as the appointed 
space of every form of representation, as 
Manfredo Tafuri also emphasized when 
he observed that the Teatro del Mondo 
in Venice and the very famous “Teatrino 
scientifico” designed by Rossi just one 
year earlier, in 1978, «achieve comple-
mentary results. The former,» Tafuri 
wrote, «tends to reduce the architectur-
al characters around it into actors of a 
static pièce; the latter compresses in 
itself the fantasy world of the author in 
a collage of memories» – similar to the 
drawing shown here, to the side, 
encountered on one page of the 
Quaderni azzurri.

The life of the Teatro del Mondo was 
documented, from the start of its 
construction, by Antonio Martinelli. His 
photographs narrate the way it took 

form on a difficult worksite located in 
the industrial inland of the Venetian 
lagoon at Fusina, and then in the 
journey of 400 miles along the coasts of 
what was Yugoslavia at the time. The 
voyage began on 10 August 1980; after 
reaching Poreč, Rovinj, Osor, Zadar and 
Nin, it ended nine days later at Du-
brovnik, where the theater festival was 
in progress. In Dubrovnik the Teatro del 
Mondo hosted several performances, 
and on 22 August it departed on its 
return to Venice. 
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11 Nov 79 – Opening of the theater  

in Venice for the Biennale  
Aldo Rossi

– The theater in Venice as a space of 
imagination, and to imagination in 
urban interventions. Architecture 
achieves its relationship with reality 
above all by defining itself as architec-
ture to the point of being an object. 
These Venetian monuments are to a 
great extent Venice, they are the use of 
beauty and fantasy. All that which is not 
used is somehow sad, useless, superflu-
ous. The quotation is from Saverio 
Vertone in “Com’è bella la città.” 

“And there is the problem of beauty, 
fundamental and unknown. Can a 
person, a house, a city be beautiful if it 
only signifies itself, or more precisely its 
own use? Isn’t beauty the meeting place 
between different substances and 
meanings, the point of their fusion, a 
sort of coincidence of opposites? And 
can there be a place for beauty, where 
objects do not exert their function but 
describe it, where tautology reigns 
unchecked? It is not scandalous to focus 
on these things. Beauty is useful.” They 
consider all this looking from the 
terrace of the theater towards the world 
placed over the customs building: 
mysterious figures of green copper that 
sustain and play with the immense ball 
of gold. From the terrace can be seen 
the joints of the copper and the slow 
movement of the figure of Fortune. Here 
it is clear how that “golden world was 
the point where every journey begins 
and ends,” as the historian says. The 
Atlases, the golden globe and Fortune 
pursue each other in the vertical. The 
figures of green copper appear evident 
from my vantage point in the apparently 
bizarre cut of the metal, like parts sewn 
together of a single body, like three 
beings that could go back into the 
sphere – looking at them, I understood 
how the theater itself from which we 
observe them had gone beyond and out 
of architecture, and the spectacle 
presented itself in Venice with the same 
sense of extraneousness as the copper 
figures. 

They came from a garden, like green 
figures of vegetal green and copper 
green and foreign as always are the 
green figures, or the theater came from 
the sea with blue and silver foam, zinc, 
iron, cold reflections in the cold sky, 
they were still constructions and images 
whose meaning escaped, if the meaning 
did not refer to their very presence. The 
presence of the theater at Punta della 
Dogana, a topographical alteration, a 
temporary yet conclusive appendix. 
Conclusive in its disruption of the 
balance of a by-now tired system.

The opposite was the interior, with 

the Shakespearean analogy and that of 
the anatomical theater, it appeared 
perfectly rational, logical, ready and 
open to action.

It was already theater without a 
specific performance, it was unfinished 
in the time of something that is left or 
overlooked out of lack of possibility or 
creative will or affection.

It was above all an empty theater, 
and I measured its acoustics not with 
the voice but with the intelligence or the 
fantasy of intelligence.

To what work could I be more closely 
tied than to that which was spectacle, 
when the central space was occupied by 
the antique pink harpsichord that with 
its first sounds and the testing of the 
lights identified with what I have called 
the prestige of the theater? And this 
work was the tribute to the great 
builders, builders of ships, of towers, of 
war machines or theatrical machines. It 
was still the fabbrica…
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Beato Angelico. A follower of Alberti  

at the court of Nicholas V?
Alberto Giorgio Cassani

What connects the pictor angelicus, alter 
Apelles and alter Iottus, for centuries con-
sidered a “late-medieval mystical painter,” 
representative of the “Thomist aesthetic of 
light” and supporter of a “Christian teleol-
ogy of history” to the first modern archi-
tect, Leon Battista Alberti? Quite a lot, at 
least according to the weighty and very 
painstaking volume – a sumptuous edition 
by Leo S. Olschki editore – by Gerardo de 
Simone, resulting from over a decade of 
development of his original doctoral thesis. 
Regarding the reconstruction of the cycles 
of frescos made during two stays in Rome 
by Fra Giovanni da Fiesole – besides those 
of the famous Niccoline Chapel, the lost 
ones of the Chapel of the Holy Sacrament, 
the Choir of St. Peter and the Studiolo of 
Nicholas V, the works on panels commis-
sioned by eminent figures of the College of 
Cardinals, and those designed, if not made 
and supervised, for the Dominicans of the 
Basilica of Santa Maria sopra Minerva – 
this writer is unable to offer any opinions of 
value, so I will pass the matter to Alessan-
dro Zuccari, author of the preface of the 
book and an expert on Beato Angelico, 
who defines the pages of De Simone as 
“the first full reconstruction of the ‘Roman’ 
Beato Angelico,” which makes the volume 
“a work of great breadth, indispensable for 
future studies on the early Italian Renais-
sance.”

But on the relationship between An-
gelico and Alberti – necessarily based only 
on circumstantial evidence – the book 
poses many stimulating questions. Start-
ing with an initial affinity between the two 
great artists: for Alberti – for nearly his en-
tire life, in this case – and for Angelico, at 
least during his two periods in Rome, i.e. 
the last ten years of his life – this is made of 
“absences and gaps.” Which fact, someone 
might remark, could lend itself, as has of-
ten happened for Alberti, to often rather 
imaginative hypotheses of relationships 
and activities, succumbing to that “pan-Al-
bertism” that has so often been a pitfall for 
critics. This does not happen in De Si-
mone’s work. The book begins with a very 
well documented and up to date chapter 
on the most recent and qualified critical 
positions, devoted to the two pontificates 
of Eugene IV and Nicholas V. This is fol-



«Casabella» è disponibile 
anche in edizione giapponese, 
attraverso:
Architects Studio Japan Inc.
8-1 24F Kakuda-cho, Kita-ku, 
Osaka
530-0017 Japan
tel +81.06.63635701
www.asj-net.com

casabellaweb.euabbonarsi conviene!
www.abbonamenti.it/casabella

rivista mensile
monthly magazine

numero 898/issue 898
n. 06/2019
anno/year LXXXIII
giugno/June  2019

Redazione / Editorial staff
tel +39.02.75422179
fax +39.02.75422706
email casabella@mondadori.it
email segreteria.casabella@mondadori.it  

Direttore responsabile
Francesco Dal Co

Segreteria di redazione /  
Editorial secretariat
email segreteria.casabella@mondadori.it  

Coordinamento redazionale /  
Editorial coordinator
Alessandra Pizzochero
email casabella@mondadori.it

Art Direction
Paolo Tassinari

Progetto e impaginazione /  
Design and layout
Tassinari/Vetta
Francesco Nicoletti

Comitato di redazione /  
Editorial board
Marco Biagi
Nicola Braghieri
Federico Bucci
Francesca Chiorino
Giovanna Crespi
Massimo Curzi 
Camillo Magni 
Marco Mulazzani
Francesca Serrazanetti 
Federico Tranfa

Comitato scientifico-editoriale /
Scientific-editorial committee
Nicholas Adams
Julia Bloomfield 
Claudia Conforti
Juan José Lahuerta
Jacques Lucan 
Winfried Nerdinger 
Joan Ockman 
Sergio Polano

Corrispondenti / Correspondents
Alejandro Aravena (Cile)
Marc Dubois (Benelux)
Luis Feduchi (Spagna)
Françoise Fromonot (Francia)
Andrea Maffei (Giappone)
Luca Paschini (Austria)

Traduzioni / Translations
transiting_s.piccolo

Produzione, innovazione  
edilizia e design /
Production, construction  
innovation and design 
Silvia Sala 
email silvia.sala@mondadori.it

Formazione
Roberto Bosi
Silvia Sala
email cbf@mondadori.it
www.casabellaformazione.it

Web
Sergio Polano

Arnoldo Mondadori Editore
20090 Segrate – Milano

casabella
Cascina Tregarezzo – Via Mondadori 1, 
20090 Segrate (Mi)
tel +39.02.75421 
fax +39.02.75422706
rivista internazionale di architettura
pubblicazione mensile / monthly review
registrazione tribunale Milano n. 3108 
del 26 giugno 1953

Blind-review
I testi e le proposte di pubblicazione che 
pervengono in redazione sono sottoposti alla 
valutazione del comitato scientifico-editoriale, 
secondo competenze specifiche e interpellando 
lettori esterni con il criterio del blind-review.

Distribuzione per l’Italia e l’estero
Distribuzione a cura di Press-Di srl

Pubblicità / Advertising
Mediamond S.p.A.  
Palazzo Cellini – Milano Due – 20090 Segrate 
tel +39.02.21025259
email contatti@mediamond.it
Pubblicità, Sede Centrale Divisione Living 
Vice Direttore Generale: Flora Ribera
email direzione.living@mediamond.it
Coordinamento: Rossella Agnusdei
email rossella.agnusdei@mediamond.it
www.mediamond.it

stampato da ELCOGRAF S.p.A. 
Via Mondadori, 15 – Verona
nel mese di maggio 2019

copyright © 2019
Arnoldo Mondadori Editore 
Tutti i diritti di proprietà letteraria e artistica 
riservati. Manoscritti e foto anche se non pubblicati 
non si restituiscono.

Arretrati 
€ 15
Modalità di pagamento: c/c postale n. 77270387 
intestato a Press-Di srl “Collezionisti”  
(tel +39.045.8884400 dalle 8.30 alle 12.30  
e dalle 13.30 alle 17.30 dal lunedì al venerdì) 
specificando sul bollettino il proprio indirizzo  
e i numeri richiesti. L’ordine può essere inviato  
via fax (+39.045.8884378) o via e-mail  
(collez@mondadori.it). Per spedizioni all’estero, 
maggiorare l’importo di un contributo fisso  
di € 5,70 per spese postali. La disponibilità  
di copie arretrate è limitata, salvo esauriti,  
agli ultimi 18 mesi. Non si effettuano spedizioni  
in contrassegno.

Back issues
€ 15
Payment: Italian postal account no. 77270387  
in the name of Press-Di srl “Collezionisti”  
(tel +39.045.8884400 from 8.30 to 12.30  
and 13.30 to 17.30, Monday-Friday) indicating your 
address and the issues ordered on the form. The 
order can be sent by fax (+39.045.8884378)  
or e-mail (collez@mondadori.it). For foreign 
shipping add a fixed contribution of € 5.70 for 
postal costs. Availability of back issues is limited 
to the last 18 months, as long as supplies last. No 
COD.

Cover price
€ 12,00 in Italy, € 22,50 in Austria,  
€ 21,70 in Belgium, $ 37,00 Canada, 
CHF 27,00 in Switzerland (C.T.),  
CHF 27,50 in Switzerland (Ger.), 
€ 28,50 in Germany, € 21,40 in Spain, 
€ 22,00 in Finland, € 20,00 in France,   
€ 20,10 in Portugal (Cont.),
$ 31,50 United States of America

Abbonamento annuale
(11 numeri di cui uno doppio).
Gli abbonamenti iniziano, salvo diversa indicazione 
da parte dell’abbonato, dal primo numero 
raggiungibile in qualsiasi momento dell’anno.
Italia € 80,70 (prezzo comprensivo del contributo  
per le spese di spedizione);
offerta riservata agli studenti € 70,70 
(prezzo comprensivo del contributo per le spese  
di spedizione). Collegarsi all’indirizzo: 
www.abbonamenti.it 
Estero € 81,90 + spese di spedizione.
Per controllare il prezzo nel proprio Paese  
e per abbonarsi, collegarsi all’indirizzo:
www.abbonamenti.it/casabellasubscription 

Yearly subscription 
(11 issues, including one special double issue). 
Subscriptions begin from the first available issue 
after request, unless otherwise specified by the 
subscriber. 
Outside Italy € 81,90 + shipping costs.  
You may check the price in your own country  
and subscribe through: 
www.abbonamenti.it/casabellasubscription
 
Modalità di pagamento 
Inviare l’importo tramite c/c postale n. 77003101 a: 
Press-di Abbonamenti SpA – Ufficio Abbonamenti.
Altrimenti è possibile pagare con carta di credito  
o paypal sul sito:
www.abbonamenti.it

Payment
Payment may be made in Italy through any Post 
Office, order account no. 77003101, addressed to: 
Press-di Abbonamenti SpA – Ufficio Abbonamenti.
You may also pay with credit card or paypal
through the website:
www.abbonamenti.it/casabellasubscription
tel +39.041.5099049
fax +39.030.7772387
email abbonamenti@mondadori.it

Per contattare il servizio abbonamenti
tel 02 7542 9001
(valido solo per l’Italia – dal lunedì al venerdì
9.00–19.00)
fax +39.030.7772387
email abbonamenti@mondadori.it
posta scrivere all’indirizzo: Direct Channel
via Dalmazia, 13 –  25126 Brescia (BS)




