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Quotable quotes 

‘The smallest patch of green to arrest 
the monotony of asphalt and concrete 
is as important to the value of real 
estate as streets, sewers and 
convenient shopping.’ 

James Felt, Chairperson, New York 
City Planning Commission. 

Robert Burle Marx, landscape 
architect, recalling the plethora of flora 
in the first garden he designed: ‘I did 
a salad, but I didn’t do a garden.’ 
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From? the Editor 
As we were preparing this issue of Afziseu?n, a series of terrible storms ravaged 
Europe. Eighty-four people were killed and millions of trees were uprooted, 10 
million in the Federal Republic of Germany and 8 million in France, for 
example. 

sense of loss about the devastated vegetation. For a few days at least, 
conversation brimmed with talk of the damage done to and by nature, and 
particularly (we noticed) with saddened reminiscences about favourite trees, 
now gone forever and whose replacements will take decades to reach full 
stature. 

Sense of loss, saddened reminiscences . . . there was something else in the 
conversatioils too, more difficult to put a finger on, a feeling somewhere 
between awe and exhilaration. ‘Exhilaration’ over unleashed nature that had 
wrought so much havoc? It may seem strange, even contradictory, but yes, there 
it was. As one Frenchwoman said to a reporter: ‘It’s been going on for a week 
now and I’m . . . really . . . I’m really quite excited by it!’ 

Fear and admiration: these two apparently opposed attitudes have always 
characterized human reaction to raw nature. And the park or garden has always 
been-in psychological and aesthetic as well as physical terms-an arena in 
which humanity has endeavoured at one and tlie same time to tame nature and 
to expose itself to nature’s unpredictable ways, our planet summarized in a few 
hectares or even a few square metres. Here the foreseeable and the unexpected 
meld into a single intention and experience. As the proverb says: ‘Many things 
that grow in a garden were never sown there.’ 

The park and garden are, in addition, meeting places of tranquillity and 
violence, continuity and change, order and disorder-many of the contradictory 
qualities of human beings whether taken singly or together. No wonder they 
attract us as a mirror would, and that-like a mirror-they prompt and enable us 
to discover in ourselves and in the world around us feelings and phenomeiia we 
had not previously noticed or suspected. Invitations to reverence, communion, 
mystery and wonderment as well as discovery, they have often been thought to 
be endowed with magic, even divine, powers. 

In our time, their power is the inore necessary since the human striving to 
master nature encroaches more and more every day on what green spaces are 
left in our cities and on what undeveloped stretches of field and forest remain 
in our countryside. In this utilitarian age they are indispensable precisely 
because they are non-utilitarian: they are not, strictly speaking (and with 
exceptions, of course), agricultural. It is symbolic that the first gardens, which 
are thought to have appeared some 5,000 years ago in Mesopotamia when the 
palm tree had become acclimatized to tlidt region, were meant not to grow food 
but to provide ornamental pleasure. Gratuitous, but as necessary as art; indeed, 
a kind of art. 

This issue of Altuezinz lays no claim to comprehensive coverage of major 
kinds and problems of parks and gardens around tlie world. We offer, rather, a 
broadly international selection of places that are attractive, evocative and/or 
provocative, but not necessarily well known outside their home territory. Each 
has its own story, particularities and museography-related approaches to such 
questions as conservation, restoration, visitor reception, education, roles in 
society, and so on. All join, however, in holding out to us a prospect of delight, 
summed up in another proverb: 

In addition to mourning the human dead, people felt and expressed a real 

Yfyou want 
to be happy for life. . . ’ 

Antonio Presti with Tano Festa’s 
Mominzento per uii poeta morto. 
(see pages 31-33.) 

If you want to be happy for a month, get married; 
If you want to be happy for a year, butcher your sheep; 
If pou want to be happy for life, plant a garden. 

A. G. 



Parks and gardens 
en route for 

the third millennium 
(with a glance backwards) 

Until the end of the seventeenth cen- 
tury, parks and gardens in towns or in 
their surroundings were built by rulers, 
aristocrats and religious dignitaries. 
The parks served purposes of represen- 
tation, delight, hunting, riding, enjoy- 
ment of a healthy environment and 
other ends. 

From the beginning of the nine- 
teenth century townspeople started to 
build urban parks and gardens in order 
to meet their ox7n requirements, for 
example H. Nebbien’s 100-hectare 
Folksgarten in Budapest. These new 
parks served as open spaces-‘to see 
and be seen’-for entertainment, rid- 
ing, coach-driving, strolling and com- 
munal social life proffered by the 
ensemble of natural and artificial ele- 
ments very carefully composed, taking 
aesthetic qualities into consideration. 

In the twentieth century the coaches 
of aristocrats and rich burghers and the 
splendid horsemen and horsewomen 
gradually disappeared from public 
parks. The wallways were flooded- 
especially on holidays-by the inhabi- 
tants of towns looking for leisure and 
entertainment. The demand for ‘seeing 
and being seen’ was still alive. When, 
however, many middle-class women 
looked for and found employment, ur- 
ban parks and their paths gradually 
ceased to be places for seeing and 
being seen. 

From the 1950s and 1960s, in re- 
sponse to new needs, ‘green projects’ 
were created to serve sports, recreation 
and active leisure. 

It has now become a major and 
comprehensive goal to organize a co- 
herent system of green spaces from the 
welter of urban parks, gardens and 
forests. In addition to maintaining and 
increasing the aesthetic qualities-in 
the interest of city-dwellers-advanta- 
geous ecological andatmospheric mea- 
sures have been enacted and enforced. 

In myview, public parks and gardens 
will have a much more significant role 
in the twenty-first century than they 

have had up to the present. The inhabi- 
tants of cities and park/garden profes- 
sionals will have to determine jointly 
the new functions and aesthetic com- 
position principles of the public parks 
and green spaces of the coming cen- 
tury. 

I am convinced that in the third 
millennium people will, somatically 
and psychologically, be able to create 
an environment offering welfare and 
delight, whose advantageous condi- 
tions will be greatly contributed to by 
parks, gardens and city resorts built and 
maintained up to modern standards, 
effective in  both the ecological and the 
aesthetic sense. 

On behalf of our profession, I am 
honoured-even moved-to think that 
iVIuseisai would suggest, and that the 
magazine’s editorial Advisory Board 
would agree, to devote a special num- 
ber to ‘Parks and Gardens of Delight’. 
Thank you! 

I should like to seize this opportunity 
to extend my greetings to Museum 
readers on behalf of IFLA and to ask 
them to support the highly motivated 
representatives of our profession in the 
interest of the (mostly citydwelling) 
people of the next century so that we 
can continue to serve our profession 
effect ive 1-17. 

Dr Mihaly Möcsényi 
President 

International Federation 
of Landscape Architects (IFLA) 

Reverence 
and neglect 

Since its publication in 1982, the Flo- 
rence Charter has been warmly 
received in a considerable number of 
countries. It has drawn attention to a 
discipline hitherto regarded as a minor 
art. After the General Assembly, held in 
Rome in 1981, unanimously recog- 
nized that historical gardens should be 
considered as monuments, it became 
necessaq‘, having regard to the special 
characteristics, materials and elements 
that go to make up a garden, to lay down 
common bases for the restoration of 
these monuments covering, in the first 
instance, the standards to be estab- 
lished and, secondly, the technical dis- 
ciplines involved in such work. The 
reverence that historical gardens 
inspire in us and the state of neglect in 
which they have been left for years 
meant that an energetic appeal had to 
be made-one that would have an 
impact on public opinion-in a docu- 
ment backed by the prestige and re- 
sponsible attitude of ICOMOS. 

During this period we have seen the 
wide circulation that the Florence 
Charter has enjoyed; it has been trans- 
lated into more than nine languages 
and has been referred to in many books, 
articles and publications and at all 
congresses and seminars on the restora- 
tion of historical gardens held during 
the past few years. 

It has also heightened the awareness 
of both public administrations, since it 
calls for guarantees and joint agree- 
ments in restoration projects, and of the 
universities which have begun to 
include special study courses in the 
different disciplines involved in the 
work of restoring historical gardens. 

Carmen Añon Felid 
President 

International Committee of Historic 
Gardens and Sites 
(I c OM O s-I FLA) 



lDisneyfication 19 

Some pros and cons of theme parks 
The rapid spread of theme parks in some parts of the world pinpoints serious 
issues, of method and content, for museum professionals and others concerned 
by museums, We are, therefore, pleased to present in this number of Museum two 
informed and thoughtful, but certainly not identical, points of view about major 
questions raised by these dizzyingly popular places of leisure, 

w 
n .- 

o 

Big Thunder Mountain Railroad at Walt 
Disney World. 

The Disney Character Hit Parade at Walt 
Disney World. 



“euer Land‘ 
O r  rrowZand? 

Margaret J. King Ciiltirral arzabst it2 American studies 
aizdpopiilar ciiltiire; did research at the 
East-West Center and Japan; served as 
Deuelopmeiit Director of the Please 
Touch Xziseiim in Philadelphia. dlarga- 
retki‘ng noto teaches at  Thomas Jefferson 
University. She is at work 017 a book on  
theme parks iia the United States aiid 
abroad. 

‘What is Never Land? A quite small 
island, very crammed, with hardly any 
space between one adventure and an- 
other.’ 

James Barrie, Peter Pan, 1904. 

James Barrie’s thumbnail sketch of 
Never Land in the turn-of-the-century 
novel written about the time Walt Dis- 
neywas born gave an unintentional but 
quite faithful preview-an operational 
definition-of the current yet enduring 
mode of today’s theme park. 

The Disneyparks, Disneyland in Cal- 
ifornia and Walt Disney World, Disney- 
MGM Studios, and the Experimental 
Prototype Community of Tomorrow 
(EPCOT) Centre in Florida, draw more 
visitors annually, well over 40 million, 
than any other American-and prob- 
ably international-attraction. (Tokyo 
Disneyland draws another 10 million.)’ 
The direct or indirect competitors 
include: scores of national shrines, cap- 
ital cities, sports events, historic prop- 
erties and museums. Compare, also, the 
average North American museum visit 
of fifty minutes to the eight hours spent 
on an average day in the Disney 
domains. The parks receive from 25,000 
to 150,000 guests a day, and recently 
Walt Disney World’s gates were forced 
to close in mid-morning due to capacity 
crowds-the dream of many a museum 
manager! 

For these reasons alone, theme parks 
mayproperlybe considered ‘total desti- 
nation resorts’ without equal. More 

important, however, besides having 
redefined amusement parks, Disney 
and his worldwide imitators are una- 
voidably setting the tone for the 
museum world. This is not surprising as 
there has been no more immediately 
successful or more ‘global’ cross-cul- 
tural and inter-artistic (all-encompass- 
ing) art form in human history. The 
bloodlines of the theme park are old 
and venerable: theatre, science and 
trade exposition, history park, world’s 
fair, as well as the museum itself, es- 
pecially the science museum and heri- 
tage park. 

Theme parks serve as contemporary 
museums and history parks, fulfilling 
even better than museums their man- 
date ‘to endow knowledge, incite plea- 
sure, and stimulate curiosity’, accord- 
ing to the 1984 Commission on 
Museums for a New Century. Through 
the device of ‘theming’ and its short- 
hand stylizations of person, place and 
thing, an archive of collective memory 
and belief, symbol and archetype has 
emerged. This is the ‘bank’ of popular 
culture from which much interest has 
been earned, both inside and beyond 
the business of entertainment. 
Museums of every kind can effectively 
draw on this account to prepare for the 
twenty-first century. 

Although often considered simply a 
form of highly successful mass enter- 
tainment, the theme park (or atmo- 
spheric park, as it has also been called) 
has generated an ever-widening circle 
of influence, stretching from town 
planning and historic preservation to 
architecture, mall design and merchan- 
dising to video- and computer-assisted 
education, home and office decor, ex- 
hibit design, audience survey and 
crowd management. Inspired by inven- 
tive applications of technology and the 
use of ‘themed’ motifs in decor, the 
extension of set design, and flights of 
fancy along archetypal routes in sym- 
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bolic architecture, the ‘Disney effect’ is 
making itself seen and felt across the 
cultural board and across the globe. 
Growing up and out of its original role 
in popular culture, theme parks ha17e 
matured and gained stature as the eager 
attention of marketing, planning and 
communications specialists has gradu- 
ally moved in to focus on a diversity of 
their features. 

What can museums leam? 

What can museums learn from theme 
parks? This is a question about the 
dynamics of and between education, 
entertainment and acculturation. What 
are the cross-cultural effects taking 
place in the ‘translation’ of theme parks 
and their technologies across national 
borders? The central issues are: What 
do theme parks do, and why have they 
been so enormously successful? What 
might they have to offer the rest of the 
world-the real world outside their 
gates-and in which particular spheres 
of interest? 

An appreciation of how various pub- 
lics are attracted, involved and edu- 
cated by theme parks, based on the 
application of theming to knowledge 
complexes, is generic to the innovative 
connections being made between 
entertainment and museology. These 
parallel the problematic cross-cultural 
encounters between formal and infor- 
mal education addressed in the work of 
George MacDonald and Stephen Als- 
ford at the recently opened Canadian 
Museum of Civilization, a prime exam- 
ple of a new-age museum. The great 
and gathering waves of world tourism, 
trade and migration lend an urgency 
and immediacy to understanding these 
questions never before felt. 

These emerging integrations offer 
exciting new opportunities and direc- 
tions for museums of all stripes and 
mandates in the coming century. At the 
same time, they represent an intellec- 
tual trend of growing importance in the 
world at large: the creative synthesis (or 
reunification) of popular with élite 
culture in myriad motifs, subjects and 
styles. As a case study, theme parks, 
rooted in the Californian and Florida 
prototypes, are also proposing some 
solutions, or problem-solving frame- 
works, for some of the central concerns 
of modern civilization, both Western 
and international. 

Even so, it continues to be a point of 
pride with many American intellec- 
tuals, whose shock-troops are so often 
self-selected into the ranks of museum 

management, that they have never (and 
refuse to) set foot in any of these places. 
This reflects a central source of tension 
in museums: the issues between the old 
guard cultural élite and the marketing 
perspective of the newer guard. 

The director of an ethnographic 
museum recently reported to me that 
he visited the Bishop Museum of Eth- 
nology in Honolulu while he shunned 
the Polynesian Culture Center theme 
park, the largest single attraction in the 
islands and the main source of popular 
impressions and beliefs about Polyne- 
sia. He returned home without ever 
experiencing the most important 
source of ideas on his museum’s subject 
area! Analysing the intellectual under- 
pinnings of both impulses has great 
potential for mediating this conflict, 
while holding out the promise to carry 
forward the whole enterprise of inter- 
pretation parks. Without some way of 
integrating these views, we are likelyto 
see one of two extremes: either the 
perpetuation of museuins as static, life- 
less and forbidding places with a falling 
level of public attention, or as sales- 
oriented storefronts whose appeal runs 
in sporadic bursts without providing 
experiences of enduring quality. 

There also needs to be further explo- 
ration of the issue of authenticity in the 
presentation of peoples, places, eras 
and artefacts. Romanticized or fiction- 
alized presentation, or ‘evocation’, as I 
like to call it, has long enjoyed arevered 
place in the arts of the novel, play, 
poem, painting and film; it deserves a 
re-evaluation as an effective approach 
for historical and cultural interpreta- 
tion. 

In a recent essay, historian Richard 
Snow, managing editor of Aiiiericnia 
Heritage, called Disney’s Main Street 
U.S.A. ‘a triumph of historical iinag- 
ination’. Moving toward the sanie aes- 
thetics of engagement are the surrogate 
artefacts that can be handled by the 
museum-goer in hands-on and inter- 
active exhibits, or shared between insti- 
tutions on laser-disc or as liolograms- 
favoured over the precious, fragile or 
irrreplaceable originals in the conwn- 
tional static hands-off exhibit. Disney’s 
sense of creative engagement, of inno- 
vation and of delight has had much to 
do with setting these wheels in motion. 

Innovating on a popular-culture 
stage rather than in an avant-garde 
studio, the Disney ‘imagineers’ have 
been prime instigators in researching 
and developing concepts in this mag- 
ical terrain between art and science. 
Examples are the arts of ‘audioani- 
matronics’, applications of computers 

1. A 1987 survey of the French population 
indicsted that 65 per cent plan to visit 
Eurodisneyland following its 1992 opening, a 
much higher percentage than even the 
American parlis attract. 



to problems in communication and 
exhibition, new uses of video-disc, 
electronics, and fibre optics, the remak- 
ing of historic artefacts by advanced 
engineering, the melding of space-age 
with neotraditional forms and func- 
tions, and the future-planning orien- 
tation of all park features. This exper- 
imentation has a very human 
dimension as well. The Walt Disney 
Seminars firm is a prominent player in 
management consulting, an ‘excel- 
lence’ company at the forefront of train- 
ing hotel, hospital and museum exec- 
utives as well as frontline workers in a 
variety of other service industries. 

In this vein is EPCOT (Experimental 
Prototype Community of Tomorrow) at 
Walt Disney World in Florida. Orig- 
inally planned as a residential commu- 
nity of 20,000, EPCOT combined some 
of the most advanced thinking in con- 
sumer science and ergonomics. As 
Architect Peter Blake remarked: ‘Not 
eve11 Le Corbusier at his brashest ever 
proposed anything so daring.’’ By their 
interest in technology and approaches 
to education as a kind of enrichment 
available to everyone, the theme parks 
are probably closest on the evolution- 
ary scale of public parks to the science 
museum or centre: for example, the 
Exploratorium in San Francisco.’ They 
are, on the other side, a relative of art 
museum and history park. It is this 
multi-relationship heritage that makes 
them such fascinating places, for they 
are survivors as well as progenitors, 
both a curious vanishing point and a 
vital wellspring for our beliefs and the 
images of those beliefs. 

Ready for the next 
centu y? 

Eveqwhere there is a great need for 
effective and efficient ways to organize 
and process information. The know- 
ledge clusters in Disney exhibits such 
as science (Liuing Seas, The Laud, 
WorZd of Notion), and communications 
(Comm iosicore), and the new Wonders 
of Life Pavilion, send out a tactile, visual 
and kinetic message about recent sci- 
ence information-as does, in a very 
effective manner, the monorail, Uni- 
uerse of Eizergy and Space Notintaiia. 
In the wake of the ‘Disneyfication’ of 
American (and international) public 
places come the pressures on 
museums, such as the Boston Museum 
of Science, to mount iacreasinglyextra- 
vagant blockbusters, simply to keep 
pace with the likes of EPCOT. This 
pressure mirrors the tension between 
purist and consolidationist. 

Theme parks offer a kind of stability 
in a world where change has become 
the rule, not the exception-and where 
the pace of change has accelerated at 
mind-bending rates. In the theme park, 
historical and cultural archetypes are 
set in place as a framework of reas- 
surance, creating a zone safe from the 
barrage of change. Vital to our mental 
health is coping with the great terra 
iizcognitcl of the future (including the 
near future). Museums are taking their 
cue here, as well, from Disney’s re- 
sponse in a form of subconscious but 
effective change management. 

The wide acceptance and support of 
Disney’s lands is an indication that they 
are connecting on too many levels and 
at too many points to be a mere diver- 
sion. We all feel to some extent like 
aliens in our own age and country. 
Theme parks and museums alike seme 
as stabilizers in the mad flux of modern 
change. As the future creeps up on us, it 
is interesting to note, certain features 
must in fact be updated: therefore, 
Flight to the iUoon (Disneyland) 
became Missioii to Mais after the moon 
landing became history, and The House 
of the Future in Tomorrowland closed 
ten years after its debut in 1957, when 
that future started to look too much like 
today. 

The Disneyland experience is one 
that continues to influence much else 
in American and (with Tokyo and 
Eurodisneyland) international life, 
including the look and feel of our 
cities, public places and learning en- 
vironments. Already, heritage parks are 
a national priority in the Philippines, 
Thailand, Indonesia and Japan (with 
the Little World Museum of Mankind at 
Nagoya, for example). The Ubersee 
Museum is developing projects in de- 
veloping countries, and the Nether- 
lands’ Tropenmuseum is setting the 
tone for museums of ‘cultural under- 
standing’. The contemporary grand 
tour around the global village is a 
procession from theme park to theme 
park, while the Jason Project links 
museum to museum by satellite net- 
work. This new globalization of them- 
ing along with the integration of televi- 
sion into every aspect of dailylife, is the 
backdrop against which all other attrac- 
tions must be plotted. Given this prem- 
ise, there is no practical sense in talking 
about museum-going, formal edu- 
cation, government programmes, or 
any other communication-rich institu- 
tion as separate from popular culture or 
its demands and effects. 

The 1989 Museum of the Future 
conference in Barcelona, anticipating 

the 1992 Olympics, evoked the image 
of the twenty-first century museum as a 
vital hybrid of museum and theme park. 
Despite the assured inevitability of this 
image, there are still many museum 
managers who are not readyfor the next 
century, whose response is shock and 
bewilderment in the face of an institu- 
tion that is probably changing faster 
than any other. Museums are moving, 
some with alacrity, some with alarm, 
from the private club aiid cloister of the 
eighteenth century to the sleek public 
dynamo of the twentieth and twenty- 
first. It is an exhilarating ride to be on, 
and should be taken by everyone inter- 
rested in the museum of tomorrowwith 
an open mind-and notebook. 

2 .  Peter Blake, in Brcbitecturd Forum, June, 

3. See Xuseunz, No. 163.-Ed. 
1972, p. 28. 
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Love Vour machines 
J 

Neil Postman 

T l ~ e  follouiiiig ~eniarks are excerpted 
pon1 ci keyiBote address deliwrecl to the 
fiyteenth General CoPUgreiice of the Iizter- 
Pzational Council ofMiiseims (ICOM) in 
The Haglie iri August 196’9, O m  dejïilzi- 
tioiz of Dr Postman, LL>/JO is f ioin the 
United States, might be ‘controversial 
thinker-’. 

In the case of America, which is the 
place I know best, we have a society 
that . . . most certainly can be improved 
by a museum. What kinds of museums 
does it need? Let us take a look at what is 
perhaps America’s most popular 
museum-the Experimental Prototype 
Community of Tomorrow, popularly 
known as the EPCOT Center in 
Orlando, Florida. I assume I do not 
have to justify my calling it a museum. 
Like Colonial Williamsburg in Virginia, 
EPCOT is an attempt to create a living 
portrait of what it means to be human in 
a particular time and place. It is, so to 
speak, the world’s largest animated 
diorama. 

Unlike Disney World, which is 
located adjacent to it, EPCOT is not 
intended to be merely an amusement 
park. Like all great museums of the 
world, EPCOT wants to fascinate and 
enthral, but it clearly has an edu- 
cational agenda, and lias had one from 
its beginning. It wants to tell part of the 
story of human intelligence and cre- 
ativity, and wishes its visitors to leave 
feeling inspired a i d  instructed. If any 
or you have visited EPCOT, you niay be 
thinking that this dual purpose is not 
quite achieved, that EPCOT is surely 
more amusement park than museum, 
and I would not dispute you. A few 
years ago, I was one ofthirty consultants 
brought to Orlando by EPCOT’s direc- 
tors, who wanted us to make recom- 
mendations to enhance EPCOT’s edu- 
catioiial functions. Indeed, it is worth 
remarking that the consultants were 
told many times that it was never Walt 
Disney’s intention to create in EPCOT 
one more of his amusement parks. This 

was, in fact, to be his greatest moilu- 
ment-a museum celebrating the pos- 
sibilities of humanity’s future. The fact 
that EPCOT has strayed from that inten- 
tion is why the consultants had been 
summoned. 

‘Technology über alles’ 

But from my point of view, the task was 
hopeless. The problem is not that 
EPCOT has become more amusement 
park than museum; the problem is that 
EPCOT is a museum providing a mis- 
timed truth to a people in desperate 
need of moral and civic guidance. It is 
like trying to enlighten a miser by 
putting forward the ideal that a penny 
saved is a penny earned. The miser 
already knows this; indeed lives by that 
philosophy. He will learn nothing from 
your restating it. What the miser needs 
to consider is soniething along the lines 
of the Robert Herrick poem that begins, 
‘Gather ye rosebuds while ~7e may’. To 
quote André Gide. ‘That education is 
best which goes counter to you.’ He 
meant we learn by contrast and compar- 
ison, not by redundancy and confirma- 
tion. 

The theme of EPCOT is ‘Technology 
iibei- alles’. In every exhibit, in every 
conceivable way, EPCOT proclaims 
that paradise is to be achieved through 
technological progress, and only 
through technological progress. The 
message includes the idea that new is 
better than old, that fast is better than 
slow, that simple is better than com- 
plex, and if they are not, we must 
change our definition of ‘better’. To the 
question, ‘What will it mean to be a 
human being in the future?’, EPCOT 
answers, ‘You will find fulfilment in 
loving your machines, as people once 
loved their God, their community or 
their family.’ Of course, people who 
flock to EPCOT warm to this message, 
as a miser will warm to being told that a 
penny saved is apennyearned. But they 
will learn nothing from it. 

To be sure, there certainly are places 

in the world where the advice to seek 
salvation in technology may be useful. I 
have visited a few such places in my 
travels, and have thought that 3 large 
dose of EPCOT’s philosophy would go 
a long way in eliminating some un- 
necessary inconvenience and misery. 
Indeed, in America itself this philoso- 
phy was inspiring and useful in the 
nineteenth and early twentieth centu- 
ries. It helped us to build a new colos- 
sus. It gave us confideilce and wealth 
and vitality and power. But for a society 
that has now totally committed itself to 
the idea that technology is divine, there 
couldn’t be a more mistimed vision of 
the future than this. What can EPCOT 
teach Americans, or inspire us to think? 
We have already organized our society 
to accommodate every possible techiio- 
logical innovation. We have deliri- 
ously, willingly, mindlessly ignored all 
the consequences of our actions. And 
have, because technology seemed to 
require it, turned our backs on religion, 
family, children, history and edu- 
cation. 
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225egardens ofparadise 

841rch ofIslanzìc art has been giuen over 
to depicting naturc?, particularly as 
composed and arranged in  the form of 
gardens. At the end of 1989 and the 
beginning of 1990, the Lomre  reilealed 
t?Je woiider-2 uariety of these f o r m  of 
expression in an exhibition entitled 
Arabesques and Gardens of Paradise. 
Katerina Delouka, a n  intern with 
Museum, visited it for our readers. 

In the artistic vocabulary of the Islamic 
world, nature is a preponderant source 
of decorative inspiration, keeping alive 
in people’s minds memories of the 
splendour of the Hanging Gardens of 
Babylon. The great royal parks of Sassa- 
nid Iran were called firdaws (paradi- 
ses) and it is no accident that the two 
religions born in one of the most arid 
parts of the world should have imag- 
ined paradise as a luxuriant garden (for 
Christians it was the point of departure, 
whereas for Muslims it is their destina- 
tion). Yet another legacy are the patios ~ l l  photographs O hfusees Nationaux de France 

of Spanish houses and the little court- 
yards in the humblest of oriental dwell- 
ings, adorned with a fountain and a few 
plants, where anything may be used as a 
receptacle to put them in. 

How does Islamic art depict nature? 
This, broadly, was the question that the 
Louvre exhibition was trying to answer. 
In order to do so, it presented examples 
of the naturalist art that spread right 
along the great crescent extending 
from India to Spain from the eighth to 
the eighteenth century of our era 
(and continued thereafter in other 
forms). A wide, indeed astonishing, 
range of techniques and materials was 
represented in the exhibition-ceram- 
ics, metalwork, jade, enamelled glass, 
ivory, wood and textiles, and of course 
carpets. Why ‘of course’? The point is 
that nature in the Islamic tradition, 
perhaps more than anywhere else and 
more than ever before, was to become 
the symbol of the rich variety of life. By 
contrast with an often bleak landscape, 

Animals-here a peacock-are often 
treated with gentle humour. (Iznik, 

Turkey, second quarter of the sixteenth 
century. Musée du Louvre, Paris.) 

... . .. . - ..... ~. . 
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Princely reception in a landscape. (Iran, 
beginning of the seventeenth century. 
Musée du Louvre, Paris.) 

Nature-the perfect context for human 
activity, be it hunting, amorous 

day-dreaming or the quest for the 
absolute. (Iznik, Turkey, beginning of 
the seventeenth century. Musée de la 

Renaissance, Ecouen.) 

carpets were a way of creating an in- 
terior garden inside houses or tents. 

Nature, then, is omnipresent in 
Islamic art and reflects a certain unityin 
the conception of art even if it is 
represented very differently according 
to the various styles, traditions, periods 
and countries. This unity and diversity 
intermingle in a process of creation 
ranging from the most simple motif 
taken directly from real life (the palm 
frond, for example) to the most sym- 
bolic representation (the garden, 
hence paradise), from the natural to the 
stylized, both within strict patterns 
(like the diamond motif) and in more 
flowing-if complex-compositions 
(floral designs, for instance) which 
enable the artist to give freer rein to the 
imagination. Animal figures, even 
when stylized, are treated with a keen 
sense of movement and, very often, 
humour and gentleness. 

The scenes depicted became more 
complicated as nature became the sub- 
ject of scientific study, and their func- 
tions, both private and public, were 
also to undergo change. Nature thus 
became the accomplice of amorous 
daydreaming, the companion in hunt- 
ing parties or the ornamental backdrop 
to sumptuous banquets. 

The complex representations of 
nature may also be an allusion, not to 
say a hymn, to spiritual, religious and 
even mystical life. Animals like the 
sphinx and the phoenix and flowers 
like the rosette become emblems 
charged with esoteric meaning. All 
these elements, taken together, go 
towards creating a garden of paradise 
where calm and peaceful joy prevail. 
Nature becomes an ideal refuge for the 
soul in search of the absolute. c 

Carpets-a way of creating an interior 
garden. (Tabriz, Iran (?) , between 15 24 
and 1576. Musée des Arts Décoratifs, 
Paris.) 



The gardens of Eastern Europe 
Patrick Bowe 

Potlogi Palace, Bucharest, Romania. The 
dappled shadows thrown by the 
vine-wreathed cast-iron pergola. 

Readers are nozu inuited toput  on apair  
ofstoutshoes forastroll in time andspace 
tbrozigb some remarkable gardens of 
Eastem Eiirope, almost all little knoiuiz 
beyond their coiintries 'frontiers, or even, 
in sonle cases, oiitside their oiun locality. 
Onr  leader is the Irish architect arid 
garden designer Patrick Bowe zvho has 
been coizstilted on aiid helped restore 
gardens iii  Ireland and the United King- 
dom, written extensively on historic and 
otherga~-detisandlectiiredongardeizs in 
France, Spain, Portzigal, Ita& Ireland, 
E ~ g l a i ~ d  and Kashmir. IVheiz they 
become footsore, readers majl take a seat 
and admire the photographs qf Eastern 
European gardens taken bjl Margaret 
Riitberford JaJl in  I924 (the colour luas 
added Inter, perhaps by the photographer 
herselfl, a d  published here for  the first 
time. 

Eastern Europe has always formed the 
gateway between East and West. In its 
gardens, for example, the patterns of 
Islamic design are overlaid on more 
conventional European gardening tra- 
ditions. The first solid evidence of 
ornamental gardening in the region, 
however, lies in the excavated ruins of 5 
classical Roman villas. The chain of 1 
great villas, including that of Diocletian 
at Split, which lies along the Adriatic zj 
coast of Yugoslavia, contains terraces, - s 
courtyards, formal pools, mosaics and A x 

5 

zj 
Istrum in Bulgaria. .- LI 

After the collapse of the Roman 

other garden fragments which enable 
us to reconstruct their gardens' design. 
Similar remains survive in the exca- 
vated towns of Oescus and Nicopolis ad A 

E 

Empire, classical gardening traditions % 
were kept alive only in Serbia and 8 
Macedonia (now part of southern E 
Yugoslavia) which were then under the $ 
influence of the Byzantine Empire. By 5 



the more settled eleventh and twelfth 
centuries, iiionks from Western Europe 
were migrating eastwards, building 
monasteries and creating small cloister 
gardens of geometric layout filled with 
vegetables, fruit, herbs, medicinal 
plants and a scattering of flowers. Such 
gardens are frequently represented in 
the background of medieval altarpieces 
in Hungai-y and Poland, and in the 
painted murals on monastery walls in 
Romania and Bulgaria. Few original 
layouts actually survive. However, the 
Franciscan monastery (1317) at 
Dubrovnik guards within its cloister an 
exceptional design of a central path, 
flanked by rows of stone benches and 
terminated by a fountain, which is quite 
different from the usual cross-walk 
plan. 

Turkish in IZO vatio ns 
The peaceable pursuit of gardening 
was interrupted in 1242 by the Mongol- 
ian invasion of the eastern part of the 
region. The later expansion of the Otto- 
man Empire into the region had a 
lasting effect on both its architecture 
and design. In Bulgaria, where Otto- 
man rule lasted from 1391 to 1878, 
Islamic gardens were created in the 
courtyards of many mosques, and in the 
palaces of the beys and agas. The pre- 
sent City Park of Sofia derives from the 
garden of the last Turkish uali, Makhzar 
Pasha. In the provinces of Bosnia and 
Macedonia in southern Yugoslavia, the 
opulent creativity of the period is still 
visible in the courtyards of the mosques 
and in Muslim graveyards such as the 
one at Alifakovac near Sarajevo with its 
elevated position, exquisite tomb- 
stones and its original spiral arrange- 
ment. The Turks also introduced to 
Europe many new garden plants. Citrus 
fruits, pomegranates, many exotic 
shrubs, herbs and flowers, particularly, 
tulips in a11 colours, including green 
and lilac, are first mentioned in Hun- 
gary, for example, during the period of 
Turkish rule (1541-1686). 

Those areas not under Turkish rule 
still looked to Western Europe for cul- 
tural inspiration. The Italian Renais- 
sance, at its height between the fif- 
teenth and sixteenth centuries, was an 
overwhelming influence. Before the 
Turkish invasion of his countiy, the 
great Hungarian king, Matthias Corvi- 
nus (1158-90) invited Italian scholars 
and artists to his splendid courts at 
Buda and Visegrad. Ornamental avi- 
aries, fountains, terraces, parterres, 
even labyrinths, of Renaissance design, 
as well as many plants imported from 

Dobris, Czechoslovakia. The garden was 
laid out by the architects de Cotte and 
Servandoni between 1745 and 1770, 
and restored by the French architect 
Touret in 191 1. 

Konopiste, Czechoslovakia. The baroque 
garden of 1750 was re-created as an 
Italian garden in 19 1 O under the 
direction of its then owner Duke Francis 
Ferdinand d’Este. b 

4 
Kutna Hora, Czechoslovakia. One of the 
finest medieval churches in Europe was 

enhanced by a ‘floral’ carpet of 
colourful but tender plants when it was 

photographed by Margaret Rutherford 
Jay in 1924. 

Park Carol, Bucharest, Romania. A 
minaret dominates the ‘natural’ design 

of the lake at the focus of this park 
called after King Carol. 

.. . . ... - .. . . . -. . - -. . . . . . . 
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Italy, are recorded in the gardens of 
both palaces. Close ties with northern 
Italy during the height of its humanist 
culture were maintained by the Repub- 
lic of Dubrovnik (then known as 
Ragusal. Coastal villas with terraces, 
pergolas and pools connecting the gar- 
den with the sea, followed closely on 
Italian models. The best preserved of 
these is the Gothic-Renaissance Sorko- 
cevic villa at Lapad. Of the dozen or so 
Renaissance gardens remaining in 
Poland, those at Baranow, Pieskowa 
Skala and Brzeg have been recently 
restored though that at Mogilany (c .  
1560) with its modest classical layout, 
its hillside setting and its distant view of 
the Tatra mountains, is the most evoca- 
tive. 

In the succeeding century, gardens 
became more elaborate and grandiose 
in design. The Emperor Rudolph II 
graced his spectacular court in Prague 
with a complex of formal gardens richly 
decorated with statuary and fountains 
designed by the influential Dutchman, 
Vredeman de Vries (1527-1606). The 
nearby Valdstejn garden of 1626 has an 
equally sumptuous garden with a sala 
ferrena designed by the Italian archi- 
tect Pieroni and statuary by Adrian de 
Vries. 

French iiafZuence 

A period of great expansion and pros- 
perity began in much of Eastern Europe 
after the defeat of the Turkish army at 
Vienna in 1688. The popularity of the 
baroque style of gardening, developed 
by the French and epitomized by the 
royal park of Versailles, spread through 
Europe reaching Czechoslovakia, Hun- 
gary, Poland and Slovenia, the northern 
part of Yugoslavia which was then part 
of the Austro-Hungarian empire. The 
style was judiciously adapted to suit the 
drier climate of these regions by avoid 
ing the many fountains and other com- 
plex water-features which were charac- 
teristic of this style of gardening in 
France. In Hungaq more than 100 such 
gardens were made but most were 
subsequently altered or have disap- 
peared. The largest remaining example 
is Esterhaza at Fertod which, though 
almost totally destroyed in the last war, 
has been splendidly restored. Many in 
Czechoslovakia have likewise disap- 
peared and are only knom7n through 
engravings. Buchlovice in the Chriby 
hills of South Moravia is a beautiful 
surviving example-its terraces, steps, 
pools and statues all unchanged and 
well maintained. Dobris and Kono- 
piste, both in central Bohemia, also 

Cotroceni Monastery, Bucharest, 
Romania. A stone pergola overlooks a 
garden devoted to the variety of 
perennial flowering plants. 

Sinaia Palace, Romania. The light-filled 
parterre, decorated with flower-filled 
urns is effectively contrasted with the 

sombre conifer woodland behind. 

survive in their original classical 
French form. Magnificent embroidered 
parterres, numerous sculptures and 
clipped trees still decorate the gardens 
of Nieberow near Lowicz, and at Bi- 
alystock and Wilanow near Warsaw in 
Poland. Although many baroque lay- 
outs were created in Yugoslavia on the 
Pannonian plain between Styria and 
Vojvodina, the most magnificent is at 
Dornava near Ptuj in Slovenia. Here 
a 1.8-kilometre-long axis stretches 
through the house to be terminated by 
sculpture at either end. An immense, 
four-part parterre is centred on a foun- 
tain figure of Neptune and its rich 
sculptural programme mostly remains. 

Beyond baroque 

The complex formality of such baroque 
garden layouts began to be seen as rigid 
and anachronistic to the romantic sen- 
sibility which was developing in Eu- 
rope in the eighteenth century. The 
more naturalistic effects of the English 
landscape garden with its extensive, 
undulating lawns, winding paths and 
informal sheets of water, better suited 
the prevailing temperament. In Hun- 
gary, a multitude of flowering trees and 
shrubs were planted in this manner to 

present charming and informal vistas at 
Tata, Martonsvar (home of Beethoven’s 
friends, the Brunswick family) and 
Varosliget, the latter two laid out by the 
famous German designer, C. H. Neb- 
bien (1778-1841). In Czechoslovakia, 
the supreme example of the style is 
Lednice in South Moravia. Of truly 
international significance, this park 
created by the Liechtenstein family, 
boasts a 34-hectare lake with no less 
than fifteen islands, a host of romantic 
park buildings including a minaret 
(1791) and a curvilinear iron conserva- 
tory (1843) by the English architect, 
G. Devien. In Poland, classicizing tend- 
encies emerged in conjunction with 
the landscape style. Temples and rotun- 
das grace the four great parks-Arkadia, 
Lazienki, Lancut and Pulawy-which 
are open to the public. Pulawy is of 
particular interest as it was laid out for 
Izabela Czartoryska (1746-1835) author 
of the standard work in Polish on the 
English landscape garden, Varioiu 
Thoughts OPL the Creation of Gardens 
(Wroclaw, 1805). 

From the middle of the last century, 
the growing public interest in botany 
resulted in the creation of many collec- 
tions of decorative plants, some eventu- 
ally becoming arboreta of international 
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significance. Most notable are those of 
Koriiik and Goluchow in Poland and 
the famous collection of Count 
Ambrozy-Migazzy at Malonya, then in 
Hungary but now in Czechoslovakia. 
New botanical gardens like those at 
Cluj in Transylvania and zoological 
gardens like those at Pozrián in Poland 
were established. Increasing concern 
with public health and recreation led to 
the founding of public parks in cities. 
Park Carol in Bucharest is one of the 
best examples. Many of them .yere laid 
out on the ruins of the fortifications 
which had been built to encircle many 
old towns and cities. The parks at 
Jindrichuv Hradec in Czechoslovakia 
and Krakow in Poland are of this type. 
Health concerns were also responsible 
for the creation of spa resorts like 
Marienbad and Francenbad which had 
extensive landscape and flower gar- 
dens in which the spa’s clients would 
exercise. Bright colour was usuallypro- 
vided by half-hardy or tender annuals 
just then being imported from South 
America, South Africa and the tropical 

areas of South-East Asia. The floral 
‘carpet’ in front of the great medieval 
church of Kutna Hora (c .  1380) in 
Czechoslovakia vas  an important ex- 
ample of this kind of flower gardening. 

As well as these large-scale devel- 
opments, domestic gardens of smaller, 
flowering plants were being made. It 
was these that were photographed in 
1924 by the AmeriCdil landscape archi- 
tect, Margaret Rutherford Jay and which 
are used to illustrate this article. The 
royal family of Romaniawas foremost in 
introducing these flower gardens into 
the country. At the palace of Sinaia, a 
loggia was wreathed with wisteria; ter- 
races, statuary aiid parterres were given 
a delicate clothing of perennial flower- 
ing plants. At Potlogi Palace, the vines 
on an ironwork arcade throw dappled 
shadows onto the walk beneath. At the 
Cotroceni inonasteiy near Bucharest, a 
deliberately archaic arrangement of 
narrow beds of herbs and flowers was 
overlooked by a pergola. 

In the early part of this century, the 
modern movement in art and design 

Sinaia Palace, Romania. A fountain- 
screen with figures of Neptune and 
other sea-gods delicately clothed in a 
single colour scheme of orange-yellow 
flowers. 

Sinaia Palace, Romania. A wisteria- 
clothed loggia. 

inspired a series of city villas with 
architecturally designed gardens of 
high quality, such as the gardens of Jan 
Kotera and Adolf Loos in Prague, the 
Villa Tugendhat by Mies van der Rohe 
in Brno and the modifications to the 
palace gardens in Prague by the Sloven- 
ian architect, Plecnik. Current devel- 
opments include the creation of parks 
and nature reserves in the environs of 
the larger towns for public recreation 
and education. The growth of mass 
tourism has resulted in large-scale 
landscaping works in the Black Sea 
resorts of Bulgaria and along the shores 
of Lake Balaton. Meanwhile, many 
neglected historical gardens are being 
reconstructed and restored. 

Margaret Ristt3eiford Jaj1, who in  3924 
took all the hitherto z~iipztblished 
photos illustrating this article, was oiie 
of a number oj’wonaen zubo were 
responsible for the renaissance of 
gardeEeli design in the Ufiited States iii 
the earQ decades of this century. A t  
the tiin e major uiz ivei*sity progt-an? na es 
were closed to thetn, so they trained a t  
special alternative schools such as the 
Cambridge School of Arc-cbitecture and 
Landscape Architecture fo r  IVonien 
and  the Loruthoqe School of 
Landscape Architectitre, Gai-de?ii?zg 
aizd Horticultuse for  Women. 
E m  ergingfioni prograniines like 
Loiuthoipe niid Cambridge in 
uiiprecedented nuinbers, young 
graduates etacotuztered much 
resistance in  a male-dominated 
professiorz. Allfemale officesplayed a 
crucial role in the exti-aordinarj~ 
success of hergeizeration of iuow2eiz 
laiidscape arckitects, ruho ioei-e 
routinely i-efzrsed wo7-k in 
male-ozoized offices. 

All the hotographs 3re from the hlargaret 
Kuther8rdJay Collection at the Architecture Slide 
Library, University of Cnlifornia at Berkeley. 
~zrse trnr  wishes specially to thnnk Librariin ~ a r y ~ l y  
Snow for her timely help in procuring them. 
Q Mnrgaret Rutherfwd Jay Collection 
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lNDOORS/OUTDOORS-DELAWARE’S WINTERTHUR 

A bzige mansion, a large farm, aizd gardens that are a iiniqtiely American bleiid 
o fse veral Ez I rop ea n tastes- these a re the ni a in conipota en  ts of the Win terthu r illiise I I  ni 

and Gardens, laid ozif along the Brmztll,uv3ae River ita the state of Delaware, 
United States. I n  this.featirre, Wintertbzrr’s maiaager of medicì ~elations, Lyniz Dazlis, 
tells the story of tbe gai-dens while laiidscalpe cuvatov Denise Magnani takes readers 

indoors to become ncqiiniiited with the horrse. 

I I  I I I 

with turopean roots 
Winterthur in the 1920s, when it was 
still a working farm. 

Lynn Davis 

The notion of a truly American garden 
may seem like an contradiction in 
terms; after all, as with most aspects of 
culture in the United States, gardeners 
have long taken their cues from estab- 
lished European traditions. Not until 
the twentieth century did American 
gardens progress through imitations of 
French and Italian styles and interpreta- 
tions of the English landscape to arrive 
at a style that is uniquely American: a 
fusion of influences from almost every- 
where. 

The entire landscape at Winterthur 
reveals the quintessence of the Anier- 
ican garden. By yielding to the charac- 
ter of its site and achieving a balance 
between the science of horticulture 
and the art of landscape design, the 
Winterthur garden appears as if it has 
always been there. In fact, it is a rela- 
tively j7oung garden-and one that is 
constantly evolving. 

When Henry Francis du Pont inher- 
ited Winterthur in 1927, he assumed 
responsibility for the garden. Like other 
members of his family, du Pont had a 
strong attachment to nature and a life- 
long love of plants and flowers. 
Through his studies at Harvard Uni- 
versity and on annual pilgrimages to 
Europe, he vas  exposed to a number of 
schools of garden design. The result of 
his interest and knowledge was a per- 
sonal and masterful garden composi- 
tion, one that reflects a number of 
influences without deferring to a Eu- 
ropean style. 

Revolution arid flowers 

A French influence is nor always obvi- 
ous on a walk through the Winterthur 
garden. There are ve137 few of the man- 
icured shrubs, parterres, and axial 
designs that have come to define the 
‘classic’ French garden. In fact, by the 
time the first du Pont left France for the 
New World, the French passion for the 
large-scale, geometric chgteau gardens 
designed by Le Nôtre and his disciples 
in the seventeenth and earlpeighteenth 
centuries had dwindled. As early as 
1750 news came from England about 
natural-looking gardens, and mission- 
aries stationed in the Far East wrote 
about the splendours of Chinese gar- 
dens, with their asymmetrical designs 
and exotic plants. 

After their Revolution, the French 
developed a new passion for flowers 
and trees. ‘No one is concerned with 
affairs of state,’ wrote the botanist Louis 
Lelier in 1802. ‘Everyone is concerned 
with agriculture, it is the rage.’ Paris 
became a lively centre for botanical 
study, with the Jardin des Plantes at the 
centre of the excitement. Ayoung print- 
er named Eleuthère Irenee du Pont was 
a regular student at the botany classes 
offered there. Although Eleuthère was 
an enthusiastic plant lover, he studied 
at the Jardin des Plantes for a practical 
reason, too: he and his father were 
planning to emigrate to the United 
States. They dreamed of a carefully 
planned colony in the wilderness 
where survival might depend upon liv- 



that occupied my time.’ 
Although he was not a professional 

botanist, Eleuthère listed his vocation 

influences are subtle-a conservatory 
attached to the northern façade of the 
house, used as a showplace for exotic 

tectural features characteristic of the 
gardens of Italy-terraces, staircases, 
balustrades and statuary. 



their cue from the landscape in an 
attempt to ease the regular symmetqrof 
the formal garden. Proponents of this 
new style favoured winding paths, ir- 
regular lakes, and picturesque group- 
ings of trees over the artificiality of 
intricately patterned knot gardens and 
topiary displays. 

‘In defining the shape of land or 
water, we take nature for our model, 
and the highest perfection of landscape 
gardening is to imitate nature so judi- 
ciously that the influence of art shall 
never be detected,’ wrote Humphrey 
Repton, a designer and advocate of the 
landscape style. At Vinterthur, the in- 
fluence of the landscape school is most 
evident in the views from the Lookout 
and Oak Hill, and in the winding, 
tree-lined front drive that serves as the 
entrance to the estate. The carefully 
planned lawns, lakes and trees comple- 
ment the rolling hillside of the Brandy- 
wine valle~7, which is itself reminiscent 
of the English countryside. 

In the nineteenth-century, English 
garden design became increasingly 
romantic in concept, eclectic in charac- 
ter, and complicated in detail. Garden 
designers such as William Robinson 
and Gertrude Jekyll changed the direc- 
tion of gardening yet again. By shun- 
ning the pretension and excess that 
resurfaced during the Victorian era, 

they advocated a skilful combination of 
proportion and design with the precise 
use of colour. ‘We should not have any 
definite pattern to weary the eye,’ wrote 
Robinson in 1871, ‘but we should have 
quiet grace, and verdure, and little 
pictures month by month.’ 

Such principles had a profound influ- 
ence on H. F. du Pont as he was planting 
the garden at Winterthur. Like Rob- 
inson and Jekyll, du Pont blended 
plants in naturalistic, yet carefully 
planned, schemes. He had a keen 
appreciation for the juxtaposition of 
colour and texture and was known for 
his adventurous, yet striking, pairings. 

One of du Pont’s favorite colour 
combinations, yellow and lavender, 
plays an important role in both the 
spring and autumn gardens at Winter- 
thur. In April, the garden glowswith the 
soft yellow of winter-hazel and laven- 
der Korean rhododendrons. In the 
autumn, du Pont recreated this colour 
combination by contrasting the purple 
fruit of the beautyberrywith witchhazel 
and also by using the purple flowers of 
colchicum to set off the yellow fruit of 
hardy orange. 

But the Winterthur garden is more 
than just an aggregate of historical 
styles. With its layers of vegetation, 
innovative colours and forms, indige- 
nous plant materials and majestic scale, 

the garden is a tribute to both the 
American landscape and the American 
spirit. Thanks to the vision of Henry 
Francis du Pont, the twentieth-century 
American style exemplified by Winter- 
thur deserves a place in the garden 
history of the future. 

The Henry Francis du Pont house 
museum. 

“II 
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The Sundial Garden, one of the Tare 
semi-formal areas at Winterthur. 

Visitors to Winterthur Museum and Gar- 
dens search in vain for the imposing 
flight of steps and marble pillars that 
greet them at many major American 
museums. Instead, they drive for almost 
a kilometre on a road that winds among 
gently rolling hills, past groves of trees, 
streams, and a pond with Canada. geese 
cavorting on its banks. Farm buildings, 
where heifers were raised when \Vin- 
therthur was still a working farm, are 
visible from the road. 

One curator of an Italian art museum 
felt a shock of recognition, exclaiming: 
‘Oh, it’s like a Wyeth painting.’ In fact, 
Andrew Wyeth lived, as other artists of 
the Brandywine school do, just a few 
kilometres away. 

When visitors arrive at the museum, 
they are often surprised that the nine- 
storey, 196-room building does not 
appear more commanding. Nestled 
into the side of a hill, the building is 
actually dwarfed by the ancient trees 
growing in the nearby woods. The 
museum, and all the ninety-five other 
buildings on the property are painted in 
beige, informally known as ‘Winterthur 
mud’. 

This understatement, the celebration 
of the pastoral, and the careful integra- 
tion of house and garden are by design. 

Denise Magnani 

The museum’s founder, Henry Francis 
du Pont, was gratified that connoisseurs 
believed he had amassed the world’s 
première collection of American decor- 
ative arts. But he also wanted visitors to 
enjoy Winterthur’s natural beauty. 

‘In fifty years,’ he said, ‘people won’t 
know what a working farm is like.’ 
During his lifetime, Delaware school- 
children came to see the newborn farm 
animals each spring, and thousands of 
people walked through the ever-evolv- 
ing garden. 

‘I was born at Winterthur and I have 
always loved everything about it,’ du 
Pont said in an interview. The estate 
was his family home and life’s work, the 
place where he managed a farm and 
world-renowned dairy operation, pur- 
sued a life-long interest in horticulture 
and landscape design, and assembled a 
famous collection of Americana. To 
H. F. du Pont, the farm, garden and 
museum were three parts of a coniplex 
whole, inextricablylinked to his love of 
nature, extraordinary attention to 
detail, and a taste for the subtle and 
harmonious in colour and design. He 
brought the three into a delicate bal- 
ance that is today the hallmark of Win- 
terthur. 

Du Pont’s fondness for the &’inter- 

c_michotte
*
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Hippocampus on guard at the Reflecting 
Pool, the most formal garden area of 
Winterthur. 

All photos by courtesy of the Winterthur Museum 
and Gardens 

thur landscape developed during an 
idyllic childhood spent in the woods 
and meadows of his home. Like many 
members of the du Pont family, his 
father, Colonel Henry Algernon, was 
interested in scientific agriculture and 
ran an estate that resembled a small 
village. His mother, Pauline, passed 
along a love of flowers to her son and 
daughter Louise. After university, rather 
than enter military service or pursue a 
business career, du Pont enrolled at 
Harvard’s Bussey Institution to study 
practical horticulture. 

FOrtJJ-eight shades of green 
When du Pont’s mother died suddenly, 
he gave up his studies and returned to 
Winterthur to oversee the estate, allow- 
ing his father, a newly elected senator, 
to live in Washington, D.C. Perhaps as a 
distraction from his recent loss, du Pont 
began an ambitious series of horticultu- 
ral and landscape-design experiments. 
He meticulously documented the 
blooming time, cultural considerations 
and aesthetic characteristics of thou- 
sands of plants. These lists became the 
basis for the lyrical colour combina- 
tions that appear throughout the sea- 
sons in the great naturalistic garden he 
left as his legacy. The task of directing 
the varied activities of the farm, garden 
and house over the next twenty p a r s  
had enormous implications in the for- 
mation of his collecting aesthetic and 
in his creation of Winterthur’s unique 
synthesis. 

In the museum, the rooms that were 
once du Pont’s suite offer a clear exam- 
ple of the importance h e  gave to the 
indoor/outdoor relationship. The view 
from his seventh-floor bedroom win- 
dow, directly on axis with the Italian 
Renaissance style garden below, pro- 
vides the best possible grasp of the 
estate. The study where he held early- 
morning conferences with his estate 
supervisors was filled with whimsical 
references to the pleasures of country 
life. From the adjoining porch, du Pont 
had an amazingly clear view of farm, 
woodland and garden. 

In his wife’s room (and in a number 
of other rooms), textiles were changed 
each season to harmonize or contrast 
with the colours in the landscape. In 
May, the dark pink and white floral 
design of the slipcovers and valances 
complemented the colour scheme of 
white flowering dogwood, pink and 
white Japanese kurume azaleas, and the 
pastel wildflowers that carpet the 3.25- 
hectare Azalea Woods that bloom on an 
adjacent hillside. 



In the garden, du Pont learned to 
mass light colour against a green or 
brown background for greatest effect. 
In the museum, a number of rooms and 
hallways are painted in those colours. 
The painters on the estate keep forty- 
eight shades of green on hand for 
touch-ups. Oriental wallpapers depict- 
ing idealized landscapes create garden 
rooms out of interiors. Numerous land- 
scape paintings and examples of 
needlework with floral motifs adorn the 
walls. Guides and curators encourage 
visitors to look outside to see what is 
blooming and how it relates to the 
interior. 

After visitors become familiar with 
the indoor/outdoor connection, the 
designs of the rooms invite a closer 
inspection. For example, the Blue Bed- 
room has windows on three sides and 
walls painted in a muted grey-blue that 
seems to merge with the sky. Above the 

mantelpiece hangs a landscape scene 
with sheep in the foreground, juxta- 
posed with an earthenware ram, ewe 
and reclining lambs that rest on the 
mantelshelf. Through the large win- 
dows on either side of the fireplace, 
visitors gaze upon land that m7as once 
pasture. 

Although the farming operations at 
Winterthur ended soon after du Pont 
died in 1969, and although the family 
no longer lives on the estate, visitors 
still experience a feeling of liveliness, a 
strong sense of place. Henry Francis du 
Pont spent a lifetime collecting and 
arranging beautiful furniture and plants 
in order to share them with others. His 
gift to museum-goers, inherent in the 
collections and the Winterthur land- 

nature and art. on sunny da$. 
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Chapultepec: 
a welcome haven amid 
the pollution 

LUZ Elena Zavala Grisi 

Luz Elena Zawla Grisì, a baizk tnaizager 
andpaintet; oiuizs a stnall cozintsy hoilse 
.far niuayfiom the horrible pollirtioiz t l~at 
is sirffocatiizgililexico City. This in no tuay 
ditrziiaishes the affection zilitb iuhicb she 
intsodiices Museum readers to Chapztlte- 
pec, oize of the oldest urbanparks in Latin 
Ani erica. 

All photos by courtesy of the author 

I t  is impossible to imagine hlexico City 
without Chapultepec Park. To speak of 
Mexico City is to speak of Chapultepec, 
by virtue of the tradition and sense of 
history that it embodies. Located in the 
south-east,veryclose to the Zócalo (the 
city’s pre-Columbian and colonial cen- 
tral square), the park dates back more 
than 800 years and is the most out- 
standing historical, cultural, edu- 
cational and recreational centre in the 
Mexican Republic as well as one of the 
largest, oldest, loveliest and most fre- 
quented public municipal parks in the 
world. It occupies an area of 643 hec- 
tares and is visited by approximately 1.2 
million people every Sunday. 

Its name is of Nahuatl origin and 
means ‘hill of the crickets’. It refers to a 
volcanic hill rising nearly 45 metres 
above the level of the valley of the 
Sierra de las Cruces; at its foot there 
were once springs-now dried up- 
that supplied some of Mexico City’s 

drinking water; the hill is surrounded 
by a wood of the same name. The main 
entrance to Chapultepec Park is sit- 
uated on the Paseo de la Reforma 
(Reform Boulevard), built in 1864 by 
the Habsburg Emperor Maximilian and 
then known as the Calzada del Empera- 
dor (Emperor’s Highway). 

Following the decline of the Toltec 
culture and the abandonment of the 
city of Tula early in the twelfth century, 
some Toltecs reached Chapultepec in 
1159 and remained there until 1162. It 
was then that Chapultepec began to 
take its place in history. 

Acenturylater, in 1280, sixteen Aztec 
families arrived in the wood from 
Aztlán. The crest of the hill with its view 
of the lake and the surrounding area 
served as an excellent look-out from 
which to observe an approaching 
enemy. The Ramírez manuscript tells 
us that ‘they were surrounded by many 
peoples, none of whom showed them 

Chapultepec Castle: a 
residence, an observatory 

presidential 
and, finally, 
a museum. 



Chaprtltepec: n welcotnt' bntlt.11 nniid thepolliition 23 

A lung in the city centre. 

goodwill'. The reasons for this hostility 
were the fact that the site was greatly 
prized by neighbouring peoples 
because of its springs, and differences 
in customs, religion and rites, and their 
use of an unknown weapon, the bow 
and arrow. They were eventually 
attacked and expelled from Chapulte- 
pec in 1299. A handful of Aztec survi- 
vors fled, seeking shelter among the 
reeds of the lagoon. It took them hven- 
ty-six years to re-establish themselves, 
and they founded Tenochtitlán, now 
Mexico City, in 1325. 

The first aqueduct 

Chapultepec became a sacred place for 
the Aztecs. In about 1428, Nezahual- 
coyotl, king of Texcoco and an ally of 
the Aztecs, built a mansion at the foot of 
the hill on the eastern side (a site that 
was tobecome the Cliapultepec Restau- 
rant, later the Wildlife Museum, and 
which now houses the National 
Museum of Modern Art); he enclosed 
the wood, added Montezuma cypresses 
to the flora and new species to the 
fauna. Montezuma I, the fifth Aztec 
emperor, built the first known aque- 
duct which conveyed water from the 
springs of Chapultepec to the city gate 
(1465/66). It \vas three kilometres long 
and consisted of two canals of stone and 
mortar running above a purpose-built 
road. One of the greatest hardships that 
the Aztecs had to bear during the Span- 
ish siege of Tenochtitlánwas the lack of 
drinking water, since Cortés had had 
the aqueduct destroyed. 

After tlie fall of Tenochtitlán, 
because of the importance of the 
springs that supplied the whole pop- 
ulation with water, Chapultepec m m  
handed over to Mexico City in perpe- 

tuity by Royal Letters patent issued by 
Charles V on 25 June 1530. In 1779, 
Viceroy Bucareli completed the rebuil- 
ding and cleaning ofthe aqueductwhich 
ran alongside the Chapultepec road as 
far as tlie waterfall. It m7as 4,636 yards 
(3,963.5 metres) long, and comprised 
904 arches. A mere twentytaro arches, 
rising four metres above Chapultepec 
Avenue, are all that now remain. 

The initial project for Chapultepec 
Castle was the brainchild of Viceroy 
Matias de Galvez, and it was his son and 
successor, Viceroy Bernardo de Galvez, 
who carried out the entire project. The 
plans were drawn up by tlie engineer 
Manero, and building was supervised 
by Augustin MascarÓ, an infantry cap- 
tain. It was begun in 1785 and com- 
pleted in 1787. Viceroy Horcasitas 
(1789-94 saved it from public auction 
and arranged for the castle to be 
handed over to the General Archives of 
the Vicerojralty. 

Chapultepec was once more in the 
thick of historical events when, in 1847, 
as headquarters of the Military College 
during tlie North American invasion, 
the castle was the last bastion defended 
by the college's cadets aged between 13 
and 19, all of whom perished in this 
heroic act. To commemorate it, Presi- 
dent Alvaro Obregón built the hlonu- 
mento a la Patria (Monument to the 
Nation), which was inaugurated on 27 
November 1924. 

The beauty of the castle and its wood 
led the Emperor Maximilian to choose 
Chapultepec as his residence and to 
undertake expensive renovations. The 
residential quarters were situated in the 
easternmost wing of the castle. Terraces 
were built, as  ell as the ramp encir- 
cling the hill and various roads through 
the wood. 

Every Sunday, there are 1.2 niillion visitors. 

The Presidentwho resided longest in 
the castle and made the most extensive 
alterations to it was Porfirio Díaz. He 
replaced tlie second floor m7ith a large 
reception room and a long gallei-ywith 
leaded stained-glass windows. He con- 
nected the two levels of the building by 
means of a large white marble exterior 
staircase with a glass canopy and an 
interior staircase of carved wood, and 
had a shaft tunnelled through the rock 
of the hill for a lift which was entered 
from the ramp. Trees and flowers were 
planted in tlie gardens surrounding the 
tower and an astronomical observatory 
was set up there in 1878. 

By a decree of 31 December 1938, 
General Lizaro Cárdenas ordained a 
new fate for the castle. He gave instruc- 
tions for it to be handed over to the 
inhabitants, and had it converted into a 
museum, which was inaugurated on 27 
September 1944. Thus it returned to its 
original purpose as a park for the enjoy 
ment of the people and all who wished 
to visit it. 

Poets, pagoda and litter 

Chapultepec Park itself was tidied up 
between 1898 and 1910 on the initiative 
of José Ives Limantour, Minister of 
Finance. An extensive area was added 
to the north, the main avenues were 
paved, new roads, clearings and espla- 
nades were opened and tm70 lakes were 
made, the smaller with piers and skiffs 
for hire, and the larger with a fountain 
in the form of a rock and a wooded 
island on which a replica of the Winged 
Victory of Samothrace was placed. On 
its western shore was constructed the 
Casa del Lago (House of the Lalie), the 
presidential summer residence which 
later housed the Institute of Biology 
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Foursquare in ancient Chapultepec, 
the art of today. 

and is todaya cultural centre belonging 
to the National Autonomous University 
of Mexico. 

Without a doubt, the recreational 
centre that attracts the most visitors is 
the Alfonso Herrera Zoo, named after 
the biologist who founded it. It was 
begun on 6 July 1923, contains 2,562 
examples of 311 spy ie s  and occupies 
an area of 136,458 m’. It also contains a 
small scenic railway which is the 
delight of young and old alike. 

There are numerous monuments 
scattered throughout the park, includ- 
ing very worn remains of effigies of 
King Montezuma I and his adviser Tla- 
caélel. Near the smaller lake may be 
found the Juventino Rosas amphi- 
theatre, avenue for public concerts and 
the starting-point of the Poets’ Road 
with granite busts of Antonio Plaza, 
Manuel AcuBa and Sor Juana Inés de la 
Cruz among others, resting on stone 
pedestals. Also to be seen are the huge 
pre-Hispanic monolith at the entrance 
to the National Museum of Anthropol- 
ogy, the carved wooden totem pole 
donated by the Canadian Government 
and the pagoda presented to Mexico by 
the Republic of Korea in 1968. 

The second section of the park was 
inaugurated on 24 October 1962. It 
occupies 127 hectares and is composed 
of nine areas of woodland meadows and 
two lakes. The third section, inaugur- 
ated in 1974, covers a surface of 286 
hectares, of which 7.4 have been land- 
scaped. 

Chapultepec Park is an ideal cultural 
centre, since it contains seven of the 
country’s most important museums: the 
National History Museum, the ‘Caracol’ 
Museum, the National Museum of 
Anthropology and History, the Museum 
of Modern Art, the Rufino Tamayo 
Museum, the Natural History Museum 
and the Technological Museum. 

In an interview which she was kind 
enough to grant me, Ms Luisa Mendoza, 
the park’s general co-ordinator, spoke 
of the main problems that it poses, 
some caused by the age of the park itself 
and the erosion of the soil, and others 
resulting from the scarcity of resources, 
lack of water, litter thrown down by the 
many visitors and hawkers, and misuse 
of the facilities and wooded areas by the 
crowds of visitors who, because of the 
inordinate growth of Mexico City and 
its atmospheric pollution, come to the 
park to escape. 

In order to solve these problems, a 
Chapultepec Park Campaign has been 
launched to raise funds to cover the 
innumerable expenses, to seek contri- 
butions in the form of time, labour and 
cash, and to organize educational and 
promotional activities. Ms Mendoza, 
with characteristic energy and enthusi- 
asm, has very ambitious plans for the 
park, such as continuing the reaffor- 
estation of the wooded areas, oxygenat- 
ing the lake water, installing water- 
sprinklers and planting fruit trees. 

So it is that Chapultepec Park has 
been present throughout the city’s his- 
tory, close to the heart of citizens from 
all walks of life who find in it what they 
need; this includes recreation on its 
lakes and in its sporting facilities, cul- 
tural information in its museums and 
libraries, education in the workshops, 
and the welcoming haven of a wood 
which is part of Mexico’s heritage. 



A ‘lung’ just outside Paris 

Alexandre Delarge 

An eleventl~-ce?zticiy cbâteau, j’l0i-n and 
fauna wbich are still rusal in character, 
craftsmen. (and arts and crafts) on the 
way to reuival, a conimercial iiieui of the 
products awd seroices thnt will balance 
tbe budget of a fisst-of-its-kind ~niiseiiiw, 
and walkers who are not content just to 
put  one foot i7 i  Ji-oizt of tbe other--these 
are all ingredients (aloizg witl! otbei-s) of 
a iiew ?zing: a natut-alpark, forty min- 
utes L?)) train from tbe centre of Paris. 
Such at all events, was whathluseum was 
told ouer tbe telephone. So we went to see 
for ourselves and came back convimed. 
To describe this niany-faceted ~vnt t ire  we 
sought the services of its resident niuseol- 
ogist, Alexandre Delai-ge, L L ~ ~ O  is 33 years 
old and a man of imny  taleizts since, a t  
one aiad the saine tirrie, be holds a degree 
in ethnology, organizes exl!ibitionsand is 
a ceramist andpuppeteer. 

Some 30 kilometres froin the French 
capital, the suburban tentacles of Paris 
curl round the northern edge of a small 
area called the Regional Natural Park of 
the Upper Chevreuse Valley. One of 
these tentacles is the new town of 
Saint-Quentin-en-Yvelines and the 
park was formed by nineteen neigh- 
bouring communes in 1985 in order to 
protect their land from the encroaching 
concrete. 

The thirteen communes in the north 
all lie in the Upper Basin of the River 
Yvette, known as the Chevreuse Valley, 
the llame Upper Chevreuse Valley 
being coined for the remaining com- 
munes that lie in another basin. The 
choice was not a neutral one since this 
quite hillyarea is,without doubt, one of 
the most attractive in the Ile-de-France. 
It is formed from a succession of valleys 
and plateaux, among which nestle 
small, traditional villages; more than 
half of it is covered by woodland. 

This ‘other world’ of nature just out- 
side Paris, and its rich historic heritage 
with the Ch2teau de Dampierre, the 
Abbey of Vaux de Cernayand Port Royal 
des Champs, are what people, mostly 
from the Ile-de-France region, come to 
visit on weekend outings. As well as 
being visited by people from the 
region, the Chevreuse Valley has 
acquired international fame and it is 
said that airline pilots on transatlantic 
flights point the area out. 

It has been attracting tourists since 
the seventeenth century, when the 
young Racine roamed its lanes and 
wrote youthful verses: ‘Li?, le chevreuil, 
chantp8tre et  dotlx boizdit aussi dessous 
les boza [There, the roe-deer, pastoral 
and tender also leapt beneath the 
holly].’ Then came the nineteenth- 
century and its landscape painters at 
Cernay, who went there to merge them- 
selves into the picturesque surround- 

ings. In the twentieth century, we see 
hordes of invading motorists swarming 
over it in search of an Eden where the 
exuberance of nature blends with the 
beauty of ancient buildings. 

Racoom aiadjudo 

That, in a few words, is how this 
Regional Natural Park came into being. 
After it had been established, I was 
asked to consider the possibility of 
establishing a museum there, to be, as 
seemed obvious, a Museum of Popular 
Art and Traditions. I then discovered 
that things were not as simple as they 
seemed, and I had to ask myself 
whether it was indeed possible to put a 
museum in the middle of the park, like 
an elephant in a china shop, without 
first thinking what the consequences 
might be. 

The first question to ask was: ‘Should 
there be a museum?’; and the replywas: 
‘Yes, if it is given specific objectives, 
especially in ternis of local develop- 
ment, and provided these objectives are 
consistent with the Charter of the 
Regional Natural Park.’ I then set off to 
discover the area in order to iron out all 
the questions raised by the idea of 
having a museum. A list of points to be 
settled imperceptibly took shape, a 
simplified version of which is set out 
below, rather in the spirit of Jacques 
Prévert.‘ 
How should exhibits of a heritage con- 

sisting mostly of written or spoken 
materials be displayed? 

How do you talk about things modern? 
(You have to as this museum is 
intended to be in contact with life.) 

1. The twentieth-century French poet who 
very much enjoyed conipiling lists that waxed 
niore poetic the longer they got.-Ed. 



Seen from the valley, the Château de la 
Madeleine is the veritable ‘high point’ of 
the park. 

How should all the natural environ- 
ment and buildings be preserved 
since they are spread out and often 
small in size? 

How do you talk about racoons? 
How do you get the public to play a part 

in the museum? 
How can you give an impetus to the 

cultural life of the area? 
How can you ensure the stability of a 

population which frequently moves 
for reasons of work and because it is a 
long way to travel to Paris? 

How can you work with racoons? 
How can you get people to discover 

what the park is really like? 
How can you avoid the vulnerable 

natural environment being spoiled 
by too many visitors? 

How are visitors going to move around 
the park, since too many cars are a 
source of harm and damage to the 
environment? 

How do you make racoons feel at home? 
What do you do so that the area does not 

lose the varied, open and rural land- 
scape which attracts people to it? 

How do you obtain recognition for the 
Regional Natural Park of the Upper 
Chevreuse Valley? 

How can you avoid galloping urban- 
ization? 

How do you combat racoons? 
How is economic life to be developed? 
How is the budget of the museum to be 

This list is enough to make a person 
dizzy. It seems difficult, at first glance, 
to solve problems as contradictory as 
opening an area to visitors from Paris 
and its suburbs, and avoiding damage 
to the environment in question; devel- 
oping an area of natural beauty outside 
Paris, and avoiding urbanization; or, 
again, having an ambitious museum 
policy and balancing budgets. To over- 
come this difficulty, we proposed 
adopting the attitude of the judoka, 

balanced? 

who uses the weaknesses of his oppo- 
nent to win the contest. The tone was 
thus set! 

This was a real challenge, a project in 
which irreconcilable opposites had to 
be brought together, or so it seemed. In 
addition, the project was going to be 
the responsibility of a museum, and on 
reading through our list we may well 
wonder whether certain issues were its 
responsibility or whether all the issues 
in question did not more properly cor- 
respond to the objectives of the 
Regional Natural Park itself. Could the 
museum have gone too far, even before 
it started? To arrive at the truth of the 
matter, we shall take a detailed look, as 
an example, at two of the questions 
raised, namely: ‘How can you get peo- 
ple to discover what the park is really 
like?’ and ‘How is the budget to be 
balanced?’ 

Hou? can you getpeople to 
discover what thepnrk is 
really like? 

Any given area is an extremely complex 
entity which has such varied aspects 
that it is impossible to represent it fully 
in a museum, short of adopting the idea 
of Borges, the Argentine writer, and 
reconstituting the area inside the 
museum on a one-to-one scale. Taking 
this idea as a starting-point, however, 
we could perhaps envisage sending 
visitors out into the area itself, which 
would, at one and the same time, be 
more genuine and more lively. 

The museum would then be con- 
sidered as a series of points spread out 
over the area. There would, of course, 
be places more easily identifiable as 
museum-like (from the street name- 
plate giving two lines of information, to 
the traditional museum and the discov- 
ery trail). Each part of the area, whether 
natural or cultural, would, however, 

Nestling within the château, with whose 
architecture it does not clash, the Park 
House is the nerve centre of visitor 
orientation and park management. 

All photos by courtesy of the author 
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speak for itself. If we want the small 
components of the museum to be visi- 
ted, however, they need to be discov- 
ered on foot, at a pace at which there is 
time to stop and look at those details 
which give an area its particular charac- 
ter. A policy for constructing paths 
therefore needed to be drawn up since 
paths would form the framework of the 
museum. 

A word of warning none the less, 
since we have to be aware of the risk 
that car parks would have to be pro- 
vided at the start of every path, unless a 
public transport service linking the 
Regional Natural Park to the railway 
stations was envisaged. The three 
ingredients-network, walkers and 
public transport-as just described, 
would permit both wide distribution 
throughout the area and effective pres- 
ervation of the environment. None the 
less, the effort made to break the 
museum down into scattered elements 
had to involve giving thought to the 
exhibits which, provided they were of 
great interest, would encourage the 
visiting public to fan out widely. The 
ways in which this could be achieved 
would be, first of all, by having a variety 

of museographic sites, making it pos- 
sible to mount a variety of styles of 
permanent exhibition and, secondly, 
by putting on temporary exhibitions as 
well as events and performances. 

Where performances are concerned, 
puppets seem to offer interesting 
prospects, since the medium is original 
and competes hardly at all with the 
shows staged in the capital. They need 
only limited facilities, can be the partial 
responsibility of the visiting public, 
enable exhibits to be created for dis- 
play, make use of the oral and written 
heritage, and, lastly, make it possible to 
deal with topical subjects of general 
interest. 

Before finishing with this topic, I 
should like to deal separately with two 
technical aspects, starting with the visi- 
ting public. Only one study has been 
carried out thus far on the park area’s 
visitors. It was carried out almost ten 
years ago and was not done in connec- 
tion with the scheme we are outlining 
here. It none the less deserves credit for 
having identified the socio-cultural 
classes of the area’s visitors (middle to 
upper), their preferences (nature first 
of all and then places of cultural inter 

est), and where they come from (90.9 
per cent from Paris and its suburbs). In 
addition, a general study on hiking in 
France concluded that, in 1981, almost 
3 million of the Ile-de-France’s inhabi- 
tants mere interested in rambling, and 
that they tried to make their walks serve 
some purpose. After comparing the two 
studies, we think we have come up with 
something that should satisfy the 
deniaiid. 

A study is now being made that 
should show how valid our ideas are. 
However, we must also pay attention to 
the construction of the paths, which 
will be both places where visitors are 
made to feel at ease and the means of 
access. This is why great attention has 
had to be devoted to the ‘trivial’ side of 
things. First of all, for visitors to be 
satisfied, the paths must either be circu- 
lar, 4 to 10 kilometres in length, or must 
connect two railway stations. The 
routes have thus got to be decided on, 
the paths must enjoy public right-of- 
way, and the local mayors must give 
their consent to the paths being opened 
officially. The area must then be sur- 
veyed to determine the state of the 
paths, the interest of the routes, and the 
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services available on the way round; 
then it has to be decided where the 
welcoming and information panels and 
the signposts are to be put. Visitors 
indeed need to be welcomed and given 
guidance in order to relieve them of the 
fear of getting lost. We have therefore 
prepared specific maps, to be mounted 
on the panels, which can be read easily 
and provide a fairly practical and attrac- 
tive view of the places to visit. Unfortu- 
nately, things do not always go 
smoothly along the paths. There are 
problems such as reluctance to allow 
certain paths to be opened, the diffi- 
culty of keeping them in good repair 
(damage caused by cross-country vehi- 
cles and horses), and mistakes in sign- 
posting owing to the complexity and 
newness of the path network. 

It would seem that the area in ques- 
tion can thus be discovered only by 
spreading the public out over it. It is an 
extensive and expensive project in 
terms both of investment and running 
costs. It presents us with an undeniable 
challenge, but it is up to us to show that 
the greatest challenges are those which 
are met. This is also the subject of our 
second question. 

How is the budget 
to be balanced? 

This is a difficult question, for 
museums with balanced budgets are 
rare. It must first be said that the park is 
a local government body and is there- 
fore ready to invest (even if it does so in 
the context of a partnership). None the 
less, the operating budget has to be 
balanced. The idea is first of all to build 
up a strong image based on sightseeing 
on foot, so that hikers in the Ile-de- 
France will immediately think of the 
park. This calls for a policy encompass- 
ing graphic images, proper facilities, 
specific products, advertising, etc. The 
various people and bodies involved 
must also be determined to preserve 
the open and rural nature of the land- 
scape. In addition, the economic activi- 
ties of the area must be associated with 
the project, that is to say, the farmers, 
craftsmen, traders, people providing 
services, and businesses, each indi- 
vidually benefiting from the reputation 
of the Regional Natural Park and the 
visitors to it, and each becoming an 
ambassador for the area vis-ci-vis their 
customers. 

Lastly, at the risk of rousing a sleep- 
ing mdnster, let us touch briefly on the 
idea that culture and Mammon are 
irreconcilable brothers. Right from the 
planning stage, a museum must be 
conceived in economic terms, and this 

is the only way in which culture can 
find its financial feet. After all, publish- 
ers have never been criticized for mak- 
ing money! The museum thus has to be 
planned like a business offering natural 
and cultural leisure activities, services 
and consumer products. As much as 
possible, every museum section of any 
appreciable size should have a com- 
mercial unit like a shop, restaurant or 
tea-room attached to it. None the less, 
steps must be taken to restrict staff 
levels and to secure payment for visits 
and cultural offerings. 

The museum thus forms the back- 
bone of a tourist economy providing a 
means of livelihood for each person 
concerned and, in return, deriving its 
income from the economy that it gener- 
ates. Let us take a closer look at how this 
works. The museum, with its collecting 
activities, research and exhibitions, is 
unable to balance its budget. Particular 
attention should therefore be paid to 

A museum path can be as odd as a town 
hall-cum-church and. . . 



services (e.g. hotels, catering, nurs- 
eries, transport, information about 
activities on Ceefax) aiid consumer 
products (items specially created for 
tlie museum, local products, arts aiid 
crafts, and various shops). Secondly, 
efforts must be made to associate with 
the museum businesses which may 
wish to act as sponsors or provide 
facilities, or which may expand their 
commercial interests in a direct way, 
such as by opening a combined 
museum and restaurant. Work with 
businesss may also lead to original 
products linked to tlie museum, such as 
tlie revival of a traditional drink no 
longer being made, and tlie devising of 
gaines based on themes connected with 
the museum. For tlie museum to ben- 
efit, the businesses would obviously 
have to pay back, directly or indirectly, 
a proportion of their profits, as these 
derive indirectly from the museum. 
This is only possible, however, if the 
museum’s contribution can be yuanti- 
fied. 

One solution might be the use of 
‘smart cards’ which would entitle visi- 
tors to reductions. This system would 
enable the number of employees to be 
reduced, would ensure that visits to 
small museum sections were paid for, 
that people became regular visitors to 
the museum and that it became better 
known. The very composition of our 
museum niakes it possible to envisage a 
balanced budget. The great number 
and variety of the museum’s constituent 
parts mean that there can be a slower 

. . . as picturesque as the Iron House 
(restoration just being finished). 

turnover of exhibitions, while the small 
size of these constituent parts associ- 
ated with the type of visits makes it 
possible to reduce or even do awaywith 
surveillance without, however, taking 
away all human contact. Planning the 
museum with definite objectives aiid 
providing specific facilities for the pub- 
lic should succeed in attracting a large 
porportion of potential visitors. A study 
is being conducted at the present 
moment which should establish the 
validity of this approach, which pro- 
poses that the park museum should be 
conceived in economic ternis so that 
each participant will derive benefit 
from it. 

Fa P E  ciful nia d ìmm o de y a  te? 

This leads me to the conclusion that our 
museum is realistically fanciful. What 
we aim to show is that we can win even 
if we do not always swim with the tide. 
The corollary is that we need influential 
associates and the involvement of all 
possible partners, including govern- 
ment and financial circles and associ- 
ations. The underlying idea must be 
original, impressive and ambitious, 
these being tlie characteristics which 
will make it very well known. The time 
needed to set everything up must be 
relatively short as otherwise the public 
will be disappointed to find things 
dragging on unfinished. There must be 
innovation, but at the same time we 
have to be very much in tune with what 
the public wants. 

4 museum path and 
ts ten wonders 

start out from Maincourt, where you 
:an admire the extraordinary building 
i f  the combined town hall and church. 
2ontinuing your walk, you can branch 
i f f  and follow an educational trail 
mhich demonstrates the various 
.eatures of the valley. Walk along the 
3iver Yvette and past the 
.welfth-century wash-house and 
2attle-trough. Further on, after 
sassing the beech trees covered with 
:arved messages from the last 
:entury, you can walk alongside the 
fane, a Gallo-Roman temple. Going on 
sast the mill and across the valley, 
{ou come to the village of Dampierre. 
There, take a steep road and halfway 
JP it to your left you can look down on 
lhe Château de Dampierre, built by 
Mansart, with gardens by Le Nôtre. Be 
jure to visit it and its adjoining floral 
oark. Continue up the road to the top 
vYhere you will find the Iron House, a 
Duilding that can be taken to pieces, 
arected by a classmate of Gustave 
Eiffel and said to have been used as a 
ticket office during the 1890 Universal 
Exhibition in Paris. This house has 
oeen converted into a hostel and 
stands in a nineteenth-century garden 
vYhich is now being restored. Once 
through the forest you will be able to 
look down on the valley and the little 
village of Maincourt where you started 
out from, II you have enough time, 
visit the cemetery with the three 
quarrymen’s graves, touching 
creations which are reminiscent of the 
works of Jean Arp and which stand 
among the primroses. All along this 
path, you will have been able, with the 
help of a guidebook, to discover the 
four forest milieux typical of the Upper 
Chevreuse Valley. You are now back 
at the combined town hall and church, 
having covered 5 kilometres, a walk 
lasting one hour fifteen minutes, not 
counting stops. A nice ramble, wasn’t 
it! 



Paris 2 x 
In Paris there are two Japanese gardens, 
this one at the Espace Départemental 
Albert Khan (photographed here by 
Auguste Léon in 19 1 1) and another one 
located at Unesco Headquarters. 

And there are two vineyards, this one 
recently planted in the Georges Brasse1 
Garden, and a much older one on the 
slopes of Montmartre. 
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S I C I L Y  A S  S C U L P T U R E  G A R D E N  

‘Thii7k big’ could have been a subtitle 
for  these articles, but even that 
irzjurictioii is too diminutive foi- our 
larger-t.ban-life subject: a determined 
man, bis bai-reiz regìon, arad bupe 
sculptwe. To do this astorzisbiiig 
ni.ixture justice, ule asked Agilese de 
Do~a to ,  tubo has many years’ 
experience zuriting about art for 
L’Europeo, Tempo Illustrato, Paese Sera 
arid otherperiodicnls, f o r  a report. An 
additional dimension is provided in a 
secoiid accouirt by Adele Cambria, also 
a jotirnalist. c 
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Italo Lanfredini’s Arinizna labyrinth N” 
(reinforced concrete). Castel di Lucio. @ 

LDOn AntÒy-the scale is immense 
Agnese de Donato 

Antonio Presti, a 32-year-old Sicilian, 
owner of a construction business and a 
bachelor, lives in Santo Stefano di 
Camastra; his identifying mark: a splash 
of delightful madness for art. Antonio 
Presti is not an art lover, even less a 
common or garden art collector. He 
devours art, and by art is devoured. 

When I met him for the first time, 
some six years ago, he had not yet had 
his first ‘collision’ with art; he was a 
charming youth of many qualities and 
extravagances: rich, handsome and 
lively. He had just lost his father and 
had inherited a fortune, namely an 
important construction business, a 
cement works and an asphalt factory. 
\ a s  this not more than enough for the 
young man? 

For anyone else it would have been. 
Anyone else would have taken a showy 
wife, smothered her in jewels and 
sables, driven her around in a Cadillac, 
escorted her to theatrical galas or ben- 
efit balls, would have had a yacht, 
would be kowtowed to by his peers and 
respected by the mafiosi potentates of 
his home region. No. Out of respect for 
his father, he continued the businesses 
left to him. In a gesture of great affec- 
tion he decided to honour his father’s 

memory with something visible, some- 
thing important, something everlast- 
ing. This something turned out to be a 
sculpture by Pietro Consagra, 20 metres 
high, made of reinforced concrete, put 
in a mythical site, in the valley of the 
Tusa river, a wide torrent which in 
summer runs dry revealing a riverbed of 
stones and wild flowers and, in winter, 
when its waters rush, they lap at the 
sculpture’s base.’ All this has now 
become history. But, I am getting ahead 
of my stoiy! 

An extraordìnayy 
adventure 

I inet Presti during a fashionable recep- 
tion, where immediately, despite our 
age difference (mother and son), we 
formed an extraordinary friendship. Re- 
ciprocal trust and even a kind of com- 
plicity were the building blocks which 
cemented our mutual understanding. I 
shall never tire of telling how fasci- 
nated I was by Antonio’s passion for the 
art world and artists, an unusual pas- 
sion, such as I have never encountered 
in other people. He is unique. I don’t 
think I am exaggerating: ~ 7 h o  else 
would dream of putting up gigantic 

works of art in the most remote (and yet 
most appropriate) places in Sicily, an 
area, and let’s admit it, that is God- 
forsaken and ignored even by human- 
kind? 

The artists he chooses must be or fall 
in love with Sicily, more precisely with 
his remote part of Sicily, a sweet-and- 
sour land backed up against the inoun- 
tains and bordering on the Cerulean 
blue sea of Tusa and Cefalh. Only then 
do the chosen artists fall into step with 
their own being, as well as with their 
own art and the way itwill fit. The artists 
go, in fact, to stay in Sicily, and life in 
the Presti house is not easy. It is a 
communal life shared with the work- 
men from his company. The artists then 
become completely convinced of Anto- 
nio’s vision of art: art, nature and daily 
life as one whole. Indeed, artists who 
go there eventually fall into perfect 
harmony with everyone and everthing, 
be they Milanese, American, Japanese 
or Roman. It has never been otherwise. 

1. As we go to press, dft2rseztnz has learned that 
Antonio Presti has been convicted of ‘violation 
of the building code and infraction of the 
norms of environmental management’ and 
ordered tu demolish Pietro Consagra’s 
sculpture. (.See photo on page 3 2 . )  



Amese  de Doiznto 

sculptors’, and the more recent unveil- 
ing of works by Piero Dorazio and 
Graziano Marini, Paulo Schiavacampo, 
Tano Festa, Antonio di Palma, Hide- 
toshi Nagasawa and Italo Lanfredini) 
were marked by the presence of numer- 
ous artists and personalities from the 
cultural milieu gathered there from all 
over the world in perfect fusion with 
the local population. 

Different, therefore suspect 
The most recent, chronologically 
speaking, of these happenings was a 
mammoth ‘three days’ crammed with 
treks from one sculpture to the next, 
country feasts joined in by thousands of 
local citizens who had come to take part 
and observe. The ‘three days’ were, 
however, marred by the arrogance of 
certain local authorities who arrived 
in the middle of the festivities: these 
funereal elders wanted to sequester 
and demolish the art-works with the 
excuse that theywere ‘illegal’. Isn’t that 

age-old beauty has been devastated by 
the construction of high-rise buildings, 
tiny houses, little villas, middle-sized 

Under the umbrella title of Fiuntara villas, even huge villas of the powerful, 
d’nrte (Art Torrent), artists and work- all built without regulation permits, 
men create these gigantic art-works, and draw your own conclusions. And 
experiencing together an extraordinary so? Why so much resistance to a man 
adventure-climbing among the hills, like Antonio Presti, who spends a great 
along the dry river beds, on the round deal of money and a great deal of his 
stones of the sea-shore. At last the time in such a precious cause? Why 
‘perfect’ spot is found as a site for the fight against him with such dogged 
planned sculpture, which oddly arrogance? I couldn’t possibly give a 
enough seems to be the only possible correct answer. 
choice, a choice made with great care, I know that the most cultivated and 
where the workwill be in harmonywith modern minds have fought against 
the landscape, the mrind, with the rising those attacks with documents and arti- 
and sinking of the sun. The work then cles; I know that there has been more 
begins, regardless of obstacles. than one parliamentary inquest; I know 

Presti donates the -sculptures that the Sicilian people are on Presti’s 
(whether they happen to be on his side. But, he is being blocked because 
property or not); even better if they are he is so di@erent, because he doesn’t 
on public property. It would be per- spend his money on diamonds and 
fectly simple to erect the sculptures on sables; he spends it on making things 
his own land, simply doing what other for the Sicilian people, a gesture thzt 
collectors on a lesser scale have done in questions the authorities in charge 
the past. But Presti’s obsession is that rather too closely, drawing attention to 
his land is so enriched, embellished their own negligence. 
and privileged by these sculptures that Another of Presti’s characteristics is 
he wants to be able to share them. He to ‘think big’. He cannot exist within a 
wants (and he battles like a lion for it) medium-sized format, let alone a small 
the inhabitants of the villages in the one. His scale is the immense, incon- 
area to be able to live with the art and ceivable for most mortals. When he 
draw profit from it, from its artists and comes to Rome, he doesn’t visit one 
from the world of culture in general. He gallery, he visits ten. A maquette 
has been successful in reaching that becomes a monument 30 metres high. 
goal. The most important phases of the He invites a friend to dinner and some- 
Fiunzara d’nrte project (the inaugur- how that friend finds himself or herself 
ation of Pietro Consagra’s sculpture, in the middle of a huge banquet. It’s 
the international competition for ‘new Antonio Presti’s rhythm. Down there at 

Pietro Consagra’s La materiapotevn 
non esserci (Matter Might Not Have 

river Tusa. 
Existed) (reinforced concrete). By the unbelieyable? Think of Sicily, whose 

home, in Santo Stefano di Camastra, 
‘Don AntÒ’ is loved by his staff of 
workmen. He spends his evenings with 
them as well as all his free time. But it is 
not enough to give satisfaction to his 
boundless artistic frenzy. He releases 
the brake, flies to NewYork or Paris, San 
Sebastián or Barcelona, all places 
where he meets new artists and visits 
new museums. In five or six years he 
has managed to do what most people 
can’t even do in a lifetime. 

If he didn’t exist. . 
Presti likes it when I tell him he runs his 
life over the speed limit and without a 
safety belt. I feel very close to him 
because of his vital fury. We have a 
working relationship. I have put my 
long experience in the art world at his 
disposal and introduced him to all my 
contacts. I organize his dealings with 
artists. He is very sure of himself; he 
never doubts his taste. That sometimes 
disturbs me and it makes me envious 
when I see the speed and lack of 
hesitation with which he chooses a 
work of art or an artist. 

Outgoing, extravagant, generous, 
brilliant, totally unconventional, Anto- 
nio Presti thinks of one thing and ends 
up doing a hundred. 

So there you have him-and his pro- 
ject. A huge outdoor museum. The 
utopia of art as an electrocution, as a 
damnation, as an amusement, as plea- 
sure, as joy. He will win at his game. 
Perhaps many years from now the name 
of that likeable madman Antonio Presti 
will be on everyone’s lips. And one can 
apply to him the advertising slogan 
which says: If it (he) didn’t exist, it (he) 
would have to be invented. 
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Only in Sicily? 
Adele Cambria 

‘It’s wrong to persecute a widow and 
orphans. Write that down, write that 
down.’ 

What pathos, unimaginable in any 
other part of the world, in that phrase 
spoken by Antonio Presti’s mother 
against a flowing yet motionless azure 
backdrop, the huge Onda mediterya- 
nea (Mediterranean Wave), a painted 
cement sculpture by today’s eizfaizt 
prodige Italian sculptor, Antonio de 
Palma. The sculpture, on a hilltop at 
Nlotta d’ilffermo, overlooking the 
equally azure Sicilian sea, had just been 
unveiled complete with all the fanfare 
for the occasion, banners and stan- 
dards, the mayor with tricoloured sash 
and happy children. 

Such things, 1 say to myself, happen 
perhaps only in Sicily, the land where it 
is possible to interweave the most out- 
rageous fantasy with the most tender 
and terrifying maternal love, such devo- 
tion to beauty with the horror that 
comes from a blind and Mafia-riddled 
bureaucracy. 

Some time later Antonio brings me 
up to date by phone: ‘All three court 
cases have been grouped together in 
the prefecture. I have been accused of 
building without a permit. The lawyers 
tell me not to worry, that a general 
amnesty will arrive before long. But I 
don’t want to be amnestied like a 
common thief. I have spent money from 
my own pocket; I in fact did request and 
obtain the permits required; I made a 
gift of those sculptures, as I have all the 
others, to my people, to the inhabitants 
of the island. So why in heaven’s name 
should I be amnestied?’ 

He is indignant, but in his character- 
istic mild way and he continues, ‘down 
there’ in the deep south, to invent 
projects and to create not ephemeral 
events but real, lasting ‘things’. ‘Now I 
am restructuring a hotel in Tusa,’ he 
goes on. ‘L’Atelier su1 Mare (Studio on 
the Sea), as I have renamed it, has 
forty-five rooms and each room will be 
painted by an artist among others: 
Vedova Perilli, Turcato, Corpora, San 
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!&we t l tm ilì ~ ~ Z J J  othei form of aytistic 
exprasioz, the need is felt today for a 
re?icwaI of sculpture’s language, pi-ecisely 
hrrccitise ofthe power sczrlpture bas always 
hari to speak directly to people. 

Nin o FT-aLz1i cbi?ita 

Maquette by Nino Franchina for 
Contl^ocon*mute (Against the Current), a 
25-metre-high steel sculpture now being 
built to full scale. 

Tomaso. And then, there is the water 
fountain project. Everyone says that in 
Sicilythere is nowater. I am planning to 
follow the map drawn up for me by the 
old people. I will dig 150 artesianwells. 
The public fountains linked up to them 
will be ‘reworked’ by artists. The third 
project: a retired people’s home which 
will be built on the cement factory site 
and decorated by young artists.’ 

Hieratic 

For me, the most intimate experience of 
his work Cif sculpture can be discussed 
in such terms) was the visit to Italo 
Lanfredini’s labyrinth. To begin with, 
the colours were striking. We reached 
the sculpture site just an hour before 
sunset. During the time it took to go 
through the labyrinth, the sky grew 
redder and redder, and the clay which 
marks the contours of the labyrinth 
reflected the hue of the sky. During the 
approximAtely forty-five minutes it 
takes to go through the inside of the 
labyrinth-eight turns made within 
eight irregular circles, arranged like a 
tunnel getting smaller and smaller, 
diminishing from the huge to minute 

within the seemingly unending walls 
-it felt to me as if the warm summer 
itself were crumbling off those walls 
and covering our shoulders and arms 
and becoming absorbed by our very 
blood. For me, a person from the south, 
those sensations evoke a torrid passion; 
who knows why? Perhaps because 
once, as a child, I unwittingly over- 
heard two lovers murmuring behind a 
wall still warm from the heat of the day. 

When Antonio comes to Rome, I 
always ask him how Lanfredini’s laby- 
rinth is bearing up, high on its deserted 
hillock face to face with the church of 
Castel di Lucio. I worry that, abandoned 
to its own devices without anyone to 
look after it, the labyrinth will be van- 
dalized, sullied. A r i a m a ,  the name 
given to the labyrinth by its sculptor, 
would not tolerate that. 

The memory remains intiiiiate and 
intense. We were at least fifty people 
going through the labyrinth at once; 
and yet, while we were each silently 
locked in our own thoughts, we also felt 
tied one to the other. Perhaps the effect 
was also caused by the singsong yet 
hieratic tone of our guide Maria Monti’s 
voice. 



Gigantomachy, or the Combat of the 
Giants. 

The Leaning House. 
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Bomarzo-readings 

Osvaldo Rodriguez-Musso 

If the Park of the Nomters of Bomarzo 
were a piece of music, it uloidd most 
probably be a niadrigal by the coinposer 
Carlo Gesualdo da Venosa, a contempo- 
ragi of the Duke of Orsini, that other 
Italian prince ioho designed the park. 
Strange form, daring inodulatioias and 
peruasiue dissonance are (ypical features 
of the zvorks of both. And so it was no 
accident thatbluseum should have asked 
a musician, tbe Cbilean composer of 
vocal music, poet and essayist Osualdo 
Rodriguez-iWusso (laureate of the French 
Charles Gros Academy and the Cuban 
House of the Americas), to explore this 
unusual garden. 

To a Latin American who has read the 
Argentine writer Manuel Mujica Lai- 
nez's novel Bomarzo,' the mere word 
'Bomarzo' has magical connotations of 
the kind that are associated with many 
leading works of Latin American litera- 
ture. The only difference is that 
Bomarzo does not depict a semi- 
realistic, semi-magical Latin American 
world but the life of a Renaissance duke 
tormented by his own physical defor- 
mity and hanted by the horrors commit- 
ted in his name. 

With this in mind I set out on the 
journey that was to take me to the park 
in the vicinity of Viterbo, one fine 
Sunday bathed in the autumn light of 
Italy. Having made myway along wind- 
ing country roads through the vine- 
yards, I came upon the crenellated wall 
beyond which lay the tranquil repose of 
a Renaissance garden. But I was greeted 
by a teeming throng of trippers from 
Rome, men with their wives and chil- 
dren and groups of teenagers listening 
to loud pop music blaring from por- 
table radios. The children were busy 
with all kinds of games and activities, 
under the watchful eye of their moth- 

ers, while the men were glued, chain- 
smoking, to a transistor radio tuned in 
to the commentary of a horly disputed 
football match. All this was going on in 
the midst of cool shady greenery from 
which emerged huge stone figures of 
monsters carved out of the rock. 

Turning my thoughts away from the 
fun and games going on unconcernedly 
around me, I tried to focus my mind 
on the words of the Argentine writer 
who had aroused my curiosity, and 
prompted my visit here. 

In Mujica Lainez's novel, the Duke of 
Orsini tells his life story in the first 
person. It is in fact an imaginary auto- 
biography, telling us all about his fasci- 
nating, turbulent existence and how, 
until about half-way through his life, he 
was to portray it through the sculptures 
he ordered to be carved in the gardens 
of his palace. According to Mujica Lai- 
nez, this esoteric garden 'like nobody 
but himself' was, in the mind of its 
creator, a book. A book of stones encap- 
sulating the innermost secrets of his 
troubled life. A life about which we 
know very little if we go by the history 
books, but about which we can imagine 
a great deal if we follow the paths 
charted for us by Mujica Lainez. 

It may well be asked whether it is 
logical or even permissible to base an 
explanation of something as tangible as 
the sculptures in this extraordinary 
park on the fantasy of a present-day 
Argentine author writing about the 
public and private life of a Renaissance 
duke. As I see it, though, some histori- 
cal licence under the guidance of a 
writer who does, if summarily, draw on 
fact, is as legitimate here as was the 
Renaissance painters' habit of clothing 
the Virgin Mary, her son Jesus and the 
Twelve Apostles in the elegant Italian 
tunics of their day, with little regard for 
the climate of the Sinai desert. 



of a park 
of monsters 

Dali tried to buy it 

But let us go back to the Duke of Orsini. 
This is how Mujica Lainez describes the 
thoughts that went through his mind 
when he imagined his garden: ‘A book 
of rocks, good and evil in a book of 
rocks, all the pain that has racked my 
being, anxiety, poetry and aberration, 
love and crime, the grotesque and the 
exquisite. Myself. In a book of rocks. 
Forever. And in Bomarzo, in my 
Bomarzo.’ 

One of the things that surprises the 
observant visitor most is that these 
enormous sculptures were not brought 
here from elsewhere. This would in fact 
have been impossible to do, judging by 
their size and weight. Theywere carved 
on the spot, out of the natural rock. This 
fact alone makes the park unlike any 
other. Mujica Lainez gives us an insight 
into the Duke’s cogitations: ‘Each rock 
held an enigma and each of these 
enigmas was also a secret belonging to 
my past and my character. They had to 
be unlocked . . . for a long time I 
wandered like a madman in among the 
rocks, observing them, touching them.’ 

It so happens that Manuel Mujica 
Lainez was not the only eminent intel- 
lectual to have visited the Sacred Wood. 
We know that André Breton, Jean Coc- 
teau, André Pieyre de Mandiargues and 
Salvador Dali were regular visitors. The 
last-named according to the American 
critic Paul Hume, tried in vain to buy 
the park from the Italian Government. 

It would be interesting to make a 
study of the influence that the monsters 
of the Sacred Wood very probably 
exerted on the work of these artists, in 
which monster-figures feature promi- 
nently-evidence of cross-cultural in- 
fluences over a long period of time. The 
Duke of Orsini’s wish to see his name 
and memory live on down the ages-in 
other words, his desire for immortal- 

The Elephant and Legionary. 

1. Manuel Mujica Lainez, Boniaiuo, Seis 
Barra1 Editores, 1980 (First edition: Buenos 
Aires, 1975.) All pfiotogmphs hy Arthur Gillette 
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ity-has thus been fulfilled, finding 
tangible expression in several works of 
art of our time. The novel Bomarzo has 
been the inspiration for an opera by one 
of the most renowned contemporary 
Argentine composers, Alberto Ginas- 
tera, which had its première in the 
United States in 1967. (In fact, Mujica 
Lainez was the opera’s librettist, and 
most of the situations described in the 
novel can be found in the libretto.) 

The opera Bomarzo by Ginastera and 
Mujica Lainez was described by the 
American critic Paul Hume as 
unrivalled among the music of its time, 
besides containing scenes ‘unparal- 
leled in the history of music’. He refers 
to a scene in which the Bomarzo mon- 
sters are trying to speak: 

Each singer in the chorus has to produce sema 
voce and in free, discontinuous rhythms the 
guttural sounds of the consonants L J G K P N 
for a period of twenty seconds, the sounds 
fading out at the end of the episode . . . the 
scene is that of the ghostly nocturnal prelude 
and we find ourselves in the middle of the 
gardens of Bomarzo where the gigantic stone 
monsters are trying to speak. But the only 
sound they can utter is an inarticulate froglike 
croaking . . . it is a scene of unparalleled 
fantasy in the history of music. 

The opera, which was first performed 
in Washington, was divided into two 
acts and fifteen scenes, lasting two 
hours and twenty minutes, with nine 
principal singers, and Paul Hume, in 

his review, compares it to Monteverdi’s 
Oifeo. 

But what do we actually know about 
the Duke of Orsini? Pier Francesco 
Orsini was born in 1523 and during his 
lifetime was known by the pseudonym 
‘Vicino’ after his grandfather, who had 
lived in Florence at the court of the 
Medicis-in other words, among philos- 
ophers and humanists. In 1544 he 
married Giulia Farnese, a member of 
another of the oldest Italian families. 
The couple took up residence in the 
Palace of Bomarzo and carried on the 
construction of that dwelling begun by 
Pier Francesco’s father. Legend has it 
that the young duke murdered his 
brother in a fit of jealousyand that, like 
Richard III of England, he was phys- 
ically deformed, with a hunchback and 
a withered leg. This did not prevent 
him from enrolling in the papal army 
that went to the aid of Charles V in his 
German campaign of 1546. On his 
return, he divided his time between the 
opulent court of Rome and his palace at 
Bomarzo, where he read Orlando 
Furioso, works by Petrarch and chron- 
icles of journeys to distant countries 
recommended to him by his close 
friends, the astrologer and philoso- 
pher Cardan and the prelate of Saboya, 
J. B. Drouet, chaplain to Cardinal Henry 
of Portugal, who was fascinated by 
astrology and wrote a poem about the 
Sacred Wood.’ 

Roman symbology? 

Work began on the garden in 1551, but 
the Duke spent two years fighting in the 
war in Flanders, where he was taken 
prisoner. During his absence, Giulia 
Farnese and her family completed the 
work on the Sacred Wood. 

Although there is no absolute cer- 
tainty about the name of the architect 
responsible for the Sacred Wood, most 
historians attribute it to the Neapolitan 
Pyrrho Ligorio, born in 1513. Ligorio, 
under the patronage of the family of the 
princes of Carafa, studied drawing and 
then left for Rome where he studied 
architecture according to the tradition 
of the day, whereby architects were 
given instruction in symmetry, mathe- 
matics, perspctive, topography and 
analogy, as well as history, philosophy, 
astronomy and musical theory. Ligorio 
became a follower of Raphael and 
worked at the Vatican, and subse- 
quently on the construction of the 
Château of Fontainebleau. Until 1551, 
the year in which work began on 
Bomarzo, he worked on the Cardinal of 
Ferrara’s gardens at Tivoli, and later, in 
1560, on the Quirinal Gardens. He 
replaced Michelangelo in 1565 as archi- 
tect of St Peter’s, Rome, and died in 
1585 while serving at the court of 
Cardinal Farnese. 

For want of any documentary evi- 
dence about the particular choice of 
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figures in the park and the presumed 
order in which they are to be visited, 
scholars have proposed interpretations 
based on documents written by Ligorio, 
such as his vast forty-volume work The 
Antiquities of Rome, in which he 
describes and interprets the use of 
mythological monsters in Roman sym- 
bology. Attempts have also been made 
to find clues in the works of Ligorio’s 
followers, who were presumed to have 
worked in the Bomarzo gardens- 
Simone Moschino de Orvieto, Raphael 
de Montelupo and Curzio Maccarone, 
of whom the latter two designed 
remarkable fountains at Viterbo and 
Tivoli. 

There are no doubt common features 
in all the parks designed throughout 
the Renaissance period, in keeping 
with the fashion of the time and the 
style evolved by architects or sculptors, 
but we cannot rule out the possibility 
that it was the Duke of Orsini himself 
who chose his figures and that, in one 
way or another, they reflect his own 
personality, his own way of interpreting 
his dreams, fantasies, torments or 
obsessions. 

A comparative study of contemporary 
trends in garden design would take up 
several volumes, but one example of 
the kind that arouses the traveller’s 
curiosity is worth citing. Not long ago, 
in the Federal Republic of Germany, I 
had occasion to visit a small hunting 
lodge belonging to the Princes of Würz- 
burg, where I wds able to admire the 
splendid baroque sculptures in the 
Park of Veitshöchheim, all of them 
s~ding‘  There, too, as at Bomarzo, 
there are dragons in profusion guarding 
the steps up to the esplanade of the 
lodge and the entrance to the grotto 
which represents hell. And there are 
also sphinxes-also with smiles on 
their faces! I wonder whether tlie archi- 
tect(s) or the sculptor(s) were respon- 
sible for this unexpected mirth; or was 
it the lord in his castle who decided that 
it should be so? 

Combat of the Giants; 
Leaning Ho use 

Let us dwell for a moment on what we 
can see from the photographs accom- 
panying this article. 

The Combat of the Giants, or Gi- 
gantomachy. An enormous rugged- 
featured figure is gripping the legs of a 
second-fende or androgynous-fig- 
ure which he is proceeding to tear limb 

from limb. Scholars have seen in this 
struggle the encounter between Her- 
cules, King of Etruria, and Cacus, who 
terrorized Latium. Or else it might be 
the struggle between good and evil. Or, 
again, it may be the arduous, painful 
labour of one who seeks pure 
knowledge and, in that search, con- 
stantly has to sift through the grossly 
physical. ‘The Gigantomachy of the 
Sacred Wood is, then, a warning to 
those m7ho are embarking on the quest 
for knowledge,’ observe F. X. Bouchart 
and Nadine Beauth@ac. To the charac- 
ter in Mujica Lainez’s no~7el, this sculp- 
ture represents Pier Francesco Orsini’s 
own struggle with one of his brothers, 
Maerbale, whom, in the story, he mur- 
ders. 

The Leaning House is an unusual 
building, about which historians are 
unable to agree. Most ofthem claim that 
its inclined plane is due to a landslide. 
But Giovanni Bettini maintains that an 
examination of the actual structure of 
the rock in which it was carved suggests 
that the house was designed in this 
way. 

According to Mujica Lainez’s charac- 
ter, tlie house was built with tlie follow- 
ing idea in mind: 

3 

I resolved to include a special tribute-a 
singularly caustic one, it must be said-to my 
intellectual friends. . . . Instead of a sculpture, 
I thought up the idea of a small building, 
exquisitely proportioned, but leaning to one 
side, rising up at an angle to the ground, 
making it difficult to move around in so 
confined a space. 

It would not be unreasonable to sur- 
mise that the idea of building this 
strange leaning edifice was thrown up 
by the Duke’s boundless imagination, 
as yet another of the eccentric features 
of his park, in imitation of other such 
constructions he may have met on his 
travels. I myself have seen at least three 
even more ancient structures of this 
kind in Italy, in Milan and Bardolino, 
quite apart from the famous Leaning 
Tower of Pisa, which was built at a 
particular angle to allow for subsidence 
at the base. 

There is nothing unique, either, 
about Orsini’s Elephant as an orna- 
mental feature of a place of recreation: 
statues of elephants are to be found in 
Catania; in Rome, on the Piazza Santa 
Maria sopra Minerva, there is Gian 
Lorenzo Bernini’s last work, produced 
in honour of Pope Alexander VII, bear- 
ing an inscription that refers to the 
strength of the elephant. The elephant 
in question is surmounted by an obelisk 
inscribed with the symbols of Egyptian 
wisdom. The inscription at the base 
says that it takes the intelligence and 
strength of an elephant to sustain the 
burden of sound knowledge. 

2. F. X. Bouchart and Nadine BeauthCac, 
Jardim fafztnstiques, Paris, CEP, 1982. 

3 .  Giovanni Bettini, Bonzamo-Parco dei 
dlostri. Ville delle mei-aviglie. Guida al Païco 
dei Alostri, Viterbo, undated. 

The Sleeping Nymph. 
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According to Bouchart and Beau- 
théac, the Duke of Orsini may have had 
in mind the esoteric legend to the effect 
that the wisdom of the elephant is 
mightier than the martial skills of a 
Roman centurion. Giovanni Bettini, for 
his part, recalls what Ligorio wrote 
about the elephant: the wisest of all 
animals, one that can ‘discern good 
from evil’, is magnanimous and proud 
and vows gratitude and love to the 
moon, before whose face it sends up a 
stream of pure water from the fountain 
in homage to Diana. This alone, adds 
Bettini, would justify the presence in 
the park of the greatest of all beasts. 
But, he continues, 

we must not forget that the ancients saw this 
animal as the incarnation of eternity; moreover, 
this particular elephant [the Bomarzo one] is 
depicted crushing a legionary as a reminder 
that the greatest army of antiquity’s most for- 
midable adversary was Hannibal, who de- 
stroyed the temple of Ferronia-very close to 
Bomarzo-and seized the treasure of the Etrus- 
cans. 

Ligorio, continues Bettini, may also 
have intended to allude to the fact that 
one of the first Roman pleasure gardens 
belonged to Scipio, the African, whose 
name was associated in sixteenth- 
century minds with the elephants he 
used in his armies. 

Mujica Lainez takes the sculpted fig- 
ure of the elephant mounted bya guide 
and trampling a solider underfoot as 
the inspiration and setting for a curious 
tale. Here the elephant, he maintains, is 
Annone, presented as a gift to one of the 
Popes and ridden by Abul, his young 
and beautiful African slave and guide, 
who was subsequently given to Vicino 

by one of his Medici cousins. At the 
beginning of Lainez’s novel it was Abul 
who, on the instructions of his young 
master, the Duke of Bomarzo, slew 
Beppo, the Duke’s brother, while they 
were out hunting, and then fled the 
court of Florence, never to be seen 
again. Chronologically, in Lainez’s 
novel, the elephant was the first of the 
sculptures to be hewn out of the rock in 
the park. 

The Dragon and the 
nymph 

Bettini tells us that the mouth of the 
colossal head of the Orco, a derivation 
of Orcus, one of the names given to the 
Lord of the Inferno, by analogywith the 
arca or killer whale, the most deadly of 
all whales, is inscribed with Dante’s 
words: ognipensiero vola (all thought 
fades away). Inside its cavernous 
mouth, the visitor is greeted with the 
curious sight of a serving-table and 
benches, as though this were some 
ancient tavern where the traveller 
could find food and rest. 

A reproduction of this gigantic 
marine creature was used as the stage 
setting in the opera Bomnuzo by the 
producer Ming Cho Lee as the central 
symbol of the Duke of Orsini’s tragic 
fate, for it is here that he retires to 
mediate as death approaches, having 
drunk a poisonous draught in the belief 
that it is the elixir of immortality. 

The sculpture of the Dragon in com- 
bat with three animals-a dog, a lion 
and a wolf, which, according to Bettini, 
symbolize spring, summer and winter, 
in other words ‘the present, the future 

The Sea Monster. 

The Dragon. 

and the past’-is probably one of the 
most striking sculptures in the park. 
Ligorio held the dragon to be the 
symbolic custodian of all that is sacred. 
Bettini expresses some surprise that the 
sculptor should have given the dragon 
‘butterfly’s wings’. In fact, wings 
adorned with filigree markings and 
rings were characteristic of Renais- 
sance representations of dragons, 
including those in the two allegories of 
St George by Paolo Uccello. 

Lainez takes a different view. In Vici- 
no’s mind, the dragon and the two 
canine figures (there are onlytwo in the 
novel) symbolize the Duke’s military 
career. The dragon represents Charles 
V and the two dogs the two campaigns 
he fought in the Emperor’s armies. 

Bettini, extrapolating from Ligorio’s 
writings, suggests that the Sleeping 
Nymph may be Ariadne drowsing be- 
tween two cupids representing mortal 
and divine love, or alternatively the 
nymph to whom Ovid refers and whom 
Ligorio calls simply Nife, or purity, in 
Greek etymology. Mujica Lainez’s inter- 
pretation is that the sleeping nymph 
represents Pantasilea, a beautiful and 
renowned courtesan who is said to have 
lived in Florence at the time of Pier 
Francesco Orsini and was reportedly 
instructed by Orsini’s grandfather to 
initiate the young duke in the arts of 
love. She also plays an important part in 
Ginastera’s opera. 

Bettini suggests that the enormous 
head of the Sea Monster supporting a 
sphere or symbol of the planet Earth 
surmounted by a castle may be the head 
of Proteus, the son of Neptune, though 
it may also be Glaucus, the fisherman 
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who was changed into the Sea God after 
consuming certain magical herbs. But 
Bettini himself says a little further on 
that the real significance of this figure 
lies, rather, in the castle, which rep- 
resents the power of the Orsinis over 
the other noble families of their lin- 
eage. This is also Mujica Lainez’s inter- 
pretation. 

Our tour would not be complete 
without some mention of the huge 
turtle, its shell decorated with geomet- 
ric symbols, surmounted by a baroque 
figure, apparently dancing, an enor- 
mous figure of Neptune, a twin-headed 
siren, various other gigantic nymphs, 
sphinxes and urns, the open-air 
theatre, the Nymphea, Venus, Cecere, 
and the Etruscan stone bench bearing 
the evocative inscription: 

Voi cbepel morado pite errando, 
vagbi di  veder marauiglie alte 

veiaite qua, dove son faccie borrende, 
elefanti, leoni, orsi, orcbi e dragbi. 

(You who wander through the world 
Eager to see great wonders, 
Come hither, where you will find 

Of elephants, lions, bears, whales and 

et stupende, 

fearsome images 

dragons.) 

A French 

Jpriver from Nantes, on the banks of 
he Loire, there is a miniature Bomarzo, 
maller and more recent than the orig- 
nal one but no less intriguing. Its story 
las been told by the writer Joël Rous- 
iez and the photographer Philippe 
¿uault in La Folie de Moiasieitr Szffait.‘ 
lere are a few passages from the book: 

donsieur Siffait had agreat deal of money and a 
nind to build things. He decided to build 
omething on a piece of land belonging to 
iim.. . . 

Monsieur Siffait, a magnanimous soul, em- 
Iloyed the jobless victims of the 1848 reces- 
,ion to consolidate, or build . . . what? A great 
;arden? He didn’t need a house, for he had his 
)wn ch2teau nearby. . . . 

1 am not really very sure any more; I ani 
leginning to wonder. Monsieur Marrimilien 
3swdld Siffait was possessed by this mad 
mpulse to build for the future. He embarked 
ln the creation of an Italian garden, spent a 

Bomarzo 

fortune on a house of dresms and ended up 
with nothing finished and nothing in his 
pocket. 

Something is left, but it seems to me that 
something else has been lost in the s tov  of 
Monsieur Siffait. Not sanity, for you needthat to 
build something-no, it is something else that 
has been lost . . . an island perhaps, the ‘lost 
island’ that is still there but could never be 
seen. 

And so I came to discover the Loire, with its 
sandbanks and a few terraces generously 
donated by Monsieur Siffait . . . I wander 
around-anyone, for that matter, can wander 
around on hi5 land as though they owned it-to 
be greeted by a wall with nothing behind it, a 
windowframe with no opening, leading no- 
where. I stroll bcneath the vaulted jungle into a 
temple, a sanctuary . . . and I let myself be 
carried away. 

1. Joel Roussiez with Philippe Ruault, La 
folie de dlotzsieur. Szyait, Nantes, Editions 
Arts-Cultures-Loisirs, 1985. 

Steps leading nowhere, having nowhere 
to lead to. 
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un 

innovation: 
derwu ter purks 

Katerina Delouka 

A park uizder the sea? For oysters, per- 
haps. But what ‘on earth’ are oyster-beds 
doing iiz this issue ofMuseum, devoted to 
gardens of delight? It issiiripl$ that under- 
zva te r parks-- well o rga 11 ized$ with sign ~ 

posted routes and guides tuho have 
swapped their peaked caps .for diver’s 
masks--do exist aizd are even beginning 
to grow in miinber. To describe theln to 
y o i ~ ,  Lue called on Katerina Deloirka from 
Greece, an  experienced diver, au iiiider- 
water archaeology student at  present 
ivritiizg her thesis, and a trainee in our 
editorial office. For the readers of 
Museum, she. . . took theplzrnge. 

Jean Rostand wrote: ‘Once upon a time, 
man thought that he was living in a vast 
and inexhaustible natural environ- 
ment. He thought that he could waste it 
and he spoilt it with the excrement 
from his technology. He is a rough 
tenant who now realizes that he must 
show some regard for his earth and his 
sea.’ 

People now understand, in fact, that 
natural resources are far from inex- 
haustible. The establishment of natural 
parks has certainly been one factor in 
this growth of awareness, which 
should, in its turn, contribute to the 
survival of our species. Thanks to the 
parks, at least partial protection of 
nature is assured and, in addition, the 
parks have provided a quite ideal place 
for scientific and leisure activities. 

When you hear the words ‘natural 
park’, you think of a park on land. 
However, during the last twenty years 
or so, underwater parks have begun to 
appear, frequently covering fairly 
extensive areas. What are their princi- 
pal characteristics? First of all, they 
contain one or more ecosystems which 
have been transformed little or not at all 
by human exploitation or occupation. 
The areas they cover are of special 
scientific, educational and recreational 
interest or else they contain real natural 
landscapes of great aesthetic value. 
Secondly, they are administered by 

some high authority, which takes steps 
to see that their ecological, geomor- 
phic and aesthetic aspects are not 
endangered. Finally, there are definite 
rules permitting the park to be visited 
on certain conditions for recreational, 
educational and cultural purposes. 

A distinction nevertheless needs to 
be drawn between underwater parks 
and underwater reserves. The prime 
purpose of the reserves is to preserve 
the most valuable parts of the natural 
subaquatic heritage. They therefore 
exist only to seme science, and particu- 
larly to ensure the preservation and 
reproduction of ecosystems and animal 
species that are heading for extinction. 
Exceptional cases apart, they are not 
open to the public and any recreational 
activity therein is strictly forbidden. 

On with yourflippers 

To come back to underwater parks: the 
staff there are concerned only to see 
that nature is protected and that the 
diver/visitor comes to no harm. They 
therefore ensure that a number of rules 
be observed. For example: (a) any kind 
of underwater hunting is forbidden; (b) 
fishing with a net or line is forbidden; 
(c) for everyone’s peace and safety, 
boats must observe a speed limit; (d) 
the use of rockets (e.g. in case of 
distress) is forbidden; and (e) all divers 
are responsible for their own safety 
during the underwater visit. 

Once the diver/visitor has under- 
taken to follow these rules, the silent 
world of the sea will be ready to reveal 
secretswhich are doublyprofound. It is 
not, in fact, just a question of a physical 
feat consisting of moving in three 
dimensions in an environment which at 
first sight may seem hostile, but also a 
matter of preparing oneself for a psy- 
chological change, that of getting away 
from daily life and feeling different, 
unique, at least for a few hours. One just 
needs proper equipment (e.g. air bot- 
tles, flippers and a mask) for the 
adventure to begin. The destination? 
The underwater parks of Port-Cros 

The author. 

(France), the Northern Sporades 
(Greece) or Eilat (Israel), for instance. 

The Island of Port-Cros lies off the 
coast of the Var department, among the 
Iles d’Hyères, in the Mediterranean. 
The underwater park there forms a 
band 600 metres wide round its shores, 
covering an area of about, 1,800 hec- 
tares. The varied underwater relief 
(which goes down to 80 metres at its 
deepest point) means that it is home to 
highly diversified fauna and flora which 
are perfectly representative of life in 
the Mediterranean. There is, for exam- 
ple, a plant there called Posidonia 
ocennicain honour of the Greek god of 
the sea. It is not a seaweed but a 
genuine marine plant that flowers and 
fruits. It grows in ‘forests’ that play an 
essential role since they facilitate the 
oxygenation of the water and at the 
same time provide shelter and food for 
fish, which also reproduce there. 

Animal life in the Port-Cros Park is 6 
equally interesting. Among the chan- ”. 
nels and caverns formed (like works of 6 
architecture) by the calcareous alga 5 
LitJioplJyZZa (‘stone leaf‘), glide lobsters 2 
and a large number of fishes such as 
croakers, rainbow wrasse and scorpion $ 
fish, whose continual comings and 
goings offer a feast of shape, movement 
and colour to the visitor’s eye. 

- 

3 

;i 

imaginary 2 

- .- 
2 
e, 

The living and the g- 
3 
‘i Another Mediterranean sea-bed is to be 

found in the Northern Sporades Park in 8 
Greece. The water here is warmer than g 
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at Port-Cros, which favours the growth 
of delicate plants like the marine iris 
and of that animal disguised as a plant, 
the madrepore. Here, too, as a pleasant 
surprise, is Monachta moiiacbus, a typ- 
ically hilediterranean seal which is, 
unhappily, becoming extinct. 

Let’s come up to the surface again 
now and go to southern Sinai and the 
Gulf of Eilat, where there is an under- 
water park of the same name. Here the 
flora and fauna are a mixture of species, 
some of which are still Mediterranean 
and others already quite tropical, like 
the 150 kinds of red and soft coral, for 

example. The range is quite astonish- 
ing because it extends from the most 
primitive forms of under-sea life to 
those which are highly intelligent and 
complex. While we might be 
enchanted by this profusion of life, 
however, we should still be on our 
guard because the dorsal spines of the 
sea scorpions and stone-fish, passing 
behind the coral reef over there, can 
paralyse or even kill the careless diver. 

Well, our trip is ending. Before we 
say goodbye, however, I should like to 
express one small regret, tvliich is that I 
have not found in many undemater 

parks a dimension which would have 
made it possible to prolong the plea- 
sure of undemater discovery. What I 
have in mind are traces of human life. In 
the Port-Cros park, many wrecks have 
been kept, with awhole living universe 
around them, as well as an imaginary 
universe which is primarily in the mind 
of the diver/visitor. This, however, is 
just an exception which, in my opinion, 
is much too rare. In addition, even 
there, no effort has been made to 
develop the archaeological side of 
things. 

Spain : a seven teent h-century 
remodelled 

Hou1 caii! a gnsden cseated as long ago as 
the end of the seventeenth century beput 
to use in 13-91, the age of ecology, whei7 
the fight is opa to preserz’e the tseasicses 
of izatuse and euen natur-e itselj? The 
answer is to be fotiiid in the El Retiro 
Biopask near A,fálaga in Spaiii with its 
many origiizal featiires, u)bich alee 
descl-ìbed below in n joint article by the 
team sesponsible fos  creating thepnsk. I t  
was written iiz 1990, on the eve oj- the 
inauguration of the oldgasden iia its izeiu 
forn2. 

Fray Alonso, founder of El Retiro. 
El Retiro: the Court Garden in the 
1920s. 

Disappearing flora and fauna, and the 
constant threat to species that have so 
far survived, are facts about which the 
public must be informed, in order to 
foster enough active awareness to hold 
in check in the short, medium and long 
term the deterioration of our essential 
natural environment that has already 
begun. That environment has influ- 
enced the world’s cultures in their 
manifold expressions, as tradition, lan- 
guage, music, crafts and so forth. 

The philosophy of the team introduc- 
ing this project to Museum readers 
concentrates on two aspects of the 
present relationship between human- 
ity, culture and imure. First, the break 
with the natural environment and, sec- 
ond, a certain falling off in the creativity 
which human beings undoubtedly pos- 

sess and which could be employed to 
attain our goal. The goal that is our 
main theme in this article? Safeguard- 
ing nature and the historical and artistic 
heritage. The human race has not 
devoted itself solely to the destruction 
of its environment but has also man- 
aged to embellish the natural land- 
scape in a responsible manner with 
much that it has created. 

The designers of the El Retiro project 
were consciously looking for a model 
achievement which would be the cor- 
ner-stone of a philosophy seeking to 
encourage this force for the creation of 
beauty, and at the same time re-estab- 
lishing contact with the environment 
through emotional, creative and hence 
active participation in culture and 
nature and the safeguarding of both. 
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Oxyzrra leucocephaln: El Retiro and 
southern Spain in general constitute one 
of the last refuges of this species on our 
planet. 

But what are the aims of the El Retiro 
project? They are: 
To reclaim, conserve and enhance a 

historic garden which was declared 
to be of outstanding beauty (jardin 
artístico] in 1984 by a royal decree 
issued by the Ministry of Culture. 

To bring city-dwellers closer to nature, 
and thus ro further cultural and eco- 
logical issues, by giving them a 
shared goal: the protection of flora 
and fauna in general and plants and 
birds in particular. 

To create a centre for the study of 
botany and ornithology with special 
emphasis on the protection of orni- 
thological and botanical species. 

To work with organizations and institu- 
tions concerned with eiivironmental 
protection, nature study and environ- 
mental education. 

To provide a type of cultural and 
educational pastime previously 
unknown in the Iberian peninsula. 

To encourage the public to sageguard 
nature and also whatever embel- 
lishes it, including, in this case, the 
El Retiro estate. 

El Retiro is situated 11 kilometres from 
the historic and artistic centre of Málaga 
and just 15 minutes from the inter- 
national airport of that cosmopolitan 
city on the shores of the Mediterranean. 
The area enjoys a subtropical climate 
and its temperature reflects the mild- 
ness of the Mediterranean with an aver- 
age of over 1 2  O C  in the coldest month; 
there are more than 100 days of cloud- 
less skies and an annual total of more 
than 2,900 hours of sunshine, equiv- 
alent to an average of 240 sunny days. It 
is, of course, this weather that attracts 
some 6 million people every year to the 
region, which is known as the Costa del 
Sol (Sun Coast). 

A m 6, Engl i sh ,  French, 
Italian 

The variety of ecosystems in the prov- 
ince of hlálaga, together with the fea- 
tures described above, provide suitable 
conditions for the cultivation and de- 
velopment of a very large number of 
plant species. This fact is confirmed by 
the way in which many botanical spe- 
cies from different parts of the world 
have adapted easily to this natural set- 
ting. 

The gardens of El Reriro form part of 
the old estate of Santo Tomás del 
Monte. The estate was founded by the 
Dominican friar Alonso de Santo 
Tomás, a fascinating figure who was 
said to be the son of the Spanish king 
Philip IV, and who was Bishop of 
Málaga between 1664 and 169A 1. It was 
Fray Alonso’s intention to create aplace 
where he himself and the members of 
his congregation could find the seclu- 
sion required by all religious orders, 
hence the name of El Retiro (the 
retreat) by which the gardens have 
been known ever since. At first, El 
Retiro was a kitchen garden where the 
friars grew fruit and vegetables for their 
own needs, and where plant species 
brought from the far-off countries in 
which the Dominicans exercised their 
apostolate were gradually introduced. 

On Fray Alonso’s death, the estate 
passed to the monastery of Santo Dom- 
ingo, and in 1699 was acquired by the 
first Count of Buenavista, Don José 
Guerrero Chavarino, who was very 
probably of Genoese origin. Some 100 
years later, when it was owned by the 
third Count of Buenavista, the famous 
architect DonJosé Martin de Aldehuela 
made certain stylistic changes to the 
garden which to this day account for the 
charm of the overall effect: formal 

French gardens decorated with marble 
and terracota statues and sculptures, 
alternating with others landscaped in 
the English style or else inspired by 
Italian baroque. The whole design 
shows Arab influence, with waterworlcs 
and fountains. 

The public’s knowledge of ornithol- 
ogy and botany is not usually very 
extensive. One of the purposes of El 
Retiro is therefore to provide better 
environmental education and foster 
awareness of conservation issues. But 
no lasting results would be achieved if 
visitors were saturated with too much 
information. Moreover, there would be 
no way of compensating for people’s 
dwindling receptiveness and powers of 
concentration over a period of time. 
The aim is to introduce a dramatic 
flavour, as if this were a theatrical work: 
the initial contact with El Retiro 
becomes an introduction to the main 
characters and events, and the work 
builds up to a surprising, and above all 
unexpected, climax which fixes it in 
the memory. It is possible to avoid 
psychological saturation and to impose 
a dramatic framework only by making 
sure that there are not too many species 
in the cast and by establishing a one- 
waj7 system with no side paths, thus 
guaranteeing the constant emotional 
involvement which any work of art 
demands. 

Well-defined natural areas are being 
established around the historic garden 
where, according to rigorous scientific 
studies, birds and plants will be able to 
complete their full biological cycles. 
The various components of these bio- 
topes are strictly maintained in order to 
ensure the balance necessary to sustain 
the natural dynamics and behaviour of 
the organisms living in these natural 
settings. 



El Retiro covers an area of nearly 
17 hectares. The park selects cultivated 
specimens which most nearly fit our 
requirements and which are listed in 
the registers of the relevant national 
and international bodies. Thus the pre- 
sent populations in the countries of 
origin are not affected. As we know, 
many of these populations are severely 
diminished. Given the alarming 
decrease in a large number of species, 
we are sure that our efforts can contrib- 
ute to an appreciable improvement in 
their current situation. 

We have opted for an aviary design 
that is both simple and sophisticated, 
with spacious enclosures varying in 
size from 80 to 1,000 m2 to a height of 
5 metres covered with fine mesh of a 
certain shade designed to make it vir- 
tually imperceptible to the human eye. 
These aviaries provide the birds with 
almost complete freedom. There are 
other major features which also contrib- 
ute to the well-being of the birds and to 
the enjoyment and active involvement 
of the visitors. 

A ‘loan’ repaid with 
iraterest 

The aviaries and observation points are 
positioned so that visitors always view 
the biotopes from south to north. The 
setting resembles a theatre in the sense 
that the spectators find themselves in 
an area of relative darkness created by 
the plant cover while they are viewing 
the biotope, which in this analogy cor- 
responds to the sunlit stage. At each 
observation point we provide brief but 
expressive introductory information, so 
as to make visitors want to discover the 
specimens at close hand. This is one of 
the main reasons for limiting the num- 
ber of species and specimens. On the 
botanical side, other specimens are 
being added to those already present at 
El Retiro, representing some eighty 
botanical species from all over the 
world, selected according to various 
criteria such as climate and soil condi- 
tions, compatibility with the vegetation 
already in the garden, and style, size, 
form, colour, flowering time, hardiness 
or sensitivity. In the kitchen garden 
( ja rd í~ -h i [e~ to ) ,  following the tra- 
dition of the friars in the seventeenth 
century, we are increasing the number 
of species by adding tropical and sub- 
tropical fruit trees such as custard 
apple, mango and pawpaw as well as 
medicinal, ornamental, industrial, aro- 
matic spices, and so forth. 

Teachers from primary and second- 
ary schools will be able to organize 

practical programmes on ornitliolog- 
ical, botanical and related topics in 
conjunction with El Retiro, so that their 
pupils can verify in the field the mate- 
rial taught in class and thus consolidate 
their knowledge through visual experi- 
ence. There will be a lecture hall for 
these schoolchildren where ilature will 
be the niain subject taught. 

Our environmental education assist- 
ants will devise walks on selected 
themes and set up children’s conserva- 
tion committees, competitions, speci- 
fic ex sitrr projects and excursions to 
other natural areas. A wide range of 
facilities will also be provided for stu- 
dents and scientists in biology, veter- 
inary science, ornithology and botany. 
In this section we are also thinking of 
laying out a special garden for the 
blind, who will be able to enjoy the 
flora in the garden through the senses 
of touch and smell. 

A specialist library, a museum on the 
history of El Retiro and a video projec- 
tion service will add to the effective- 
ness of the educational work. Future 

I 

plans include the publication of a 
newsletter on recent events and short-, 
medium- and long-term projects. Our 
mobile environmental education unit 
will also visit schools in the region. We 
shall be publishing a full general guide 
to El Retiro as well as specific guides on 
art, ornithology and botany. Other pub- 
lications will deal with such subjects as 
seasonal changes and their conse- 
quences for the cycles of flora and 
fauna, whether represented at El Retiro 
or otherwise. 

In conclusionwe should like to say- 
and this is the core of our credo-that 
the El Retiro Biopark will be a project 
requiring a ‘loan’ from nature and cul- 
ture which will be paid back with 
interest. We also see the project as a 
means towards understanding between 
all the world’s peoples, and in this spirit 
we invite readers of Museuni who are 
interested in our point of view and our 
concerns to contact us at the following 
address: Bioparque El Retiro, Apartado 
de correos 885, Mdaga, (Spain). Tele- 
phone 62.15.80; fax 43.61.51. 

FOLLY IN A CHINESE GARDEN 

What could be more ?aatut-al thail a smallpaddle-wheel steamer 
012 the unst lake in the g a r d e m  of Beijiiigk InipetYal Sunimer 
Palace? Look again: the steamer is, i f i  fac t ,  made  oj.marble, a 
yblly’ dreamed up by the Doroager Empress Ci X ì  a t  the 
beg imi i ig  of this ceiztuiy a n d  fLmded íwìth reso~irces origiizally 
h t e i ided  to beef up Cl!iiia S war$eet. Eveii bad the money  been 
speizt OH g u m  instead of this ecceiztt-ìc to]: was it iiot too late to 
chnrige tbe j k t e  awaitiizg the Qìng D p a s t y ?  
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mat’s w rong 
wgth clutter? 

Len Deighton 

Since attending tbe Royal College ofArt 
(on scholarship), he hasflo wiz helicopters, 
worked as a waiter, directed art for a 
London adsertising agencj5 and written 
two cooke y books, not forgetting some 
thirty highlyresearched thrillers tuhich- 
beginning with The Ipcress File and 
raizging on through such bestsellers as 
Horse Underwater (asubmarine, in case 
you loere wondering), Yesterday’s Spy, 
Funeral in Berlin and Goodbye Mickey 
Mouse--gr@pingIy cbronìcle iuars both 
hot and cold How cozrld sonieone with 
the Renaissance ciiriosip and versatiliQ 
of Len Deighton not hold strong uìeuis 
about niiisezims? These he states in this 
article, written specially for  Museum. 

O Pluriform Publishing Co., B.V. 

‘Museum’-it’s not a word to be used 
lightly. A car far past its prime is said to 
be suited to a museum. Recently I heard 
a writer disdainfully condemn an 
inconveniently big word processor as 
something that should be in a museum. 
(It was mine, actually.) I visited a grand 
house not so long ago. When afterwards 
my wife said it was like a museum, she 
was not admiring it. 

It is said that ‘when things are old and 
broken and useless, we throw them 
am7a37, but when they are very old, very 
broken and totally useless we put them 
in a museum’. Museum authorities are 
aware of these feelings abroad and have 
done something drastic about it. They 
have invented ‘the museum experi- 
ence’. It is an opportunity to hear the 
sounds of an ancient lute emerging 
from a respectable Greek vase. BBC- 
style sound effects-thunder and the 
anguished cries of actors wielding 
sword and club-are offered as a means 
to the better understanding of ancient 
battles. The ‘experience’ began as a 
desperate attempt to breathe life into 
waxwork shows and became big busi- 
ness as it extended its activities into the 
museum world. 

Once museums were warehouses 
that stored the nation’s heritage. In 
antiquity a museum (mouseion) was a 
centre where priests, scholars, mathe- 
maticians and astronomers worshipped 
the Muses, drank a glass of wine or read 
through the collected writings. Today’s 
museums date from the French Revol- 

ution when books, paintings, silver, 
furniture and all manner of other trea- 
sures were seized from the Church and 
from the great houses to become public 
possessions. 

More recently museums became col- 
lections which emphasized the devel- 
opment of science or-as Europeans 
explored the world-helped the study 
of ethnology. Such scientific purposes 
guided the work of the British Museum 
(London] so that its Assyrian reliefs, Sir 
William Hamilton’s collection of classi- 
cal vases and the Phrygian and Elgin 
marbles were brought there for scien- 
tific study rather than as the great works 
of art that they are today. 

Soon a distinction developed be- 
tween ‘galleries’ where the emphasis is 
upon the aesthetic and ‘museums’ 
which are concerned with a wide range 
of collections. These vary from applied 
art or science to the specialized ones, 
like the artillery museum in Leningrad. 
Some experts categorize ‘museums’ as 
collections that benefit from being 
placed within a historical context, 
while ‘galleries’ house items that are 
better viewed for their aesthetic appeal. 
One expert deplored the influence 
wielded by art historians: 

It is an occupational hazard of art historians 
that they may know all there is to know about a 
work of art, all that anyone has ever said about 
it, and yet be unable to contemplate it aesthet- 
ically as a work of art.’ 

- 
3 m 
9 
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Many of my artist friends feel that the 
traditional arrangement of the gallery is 
unsatisfactory because its paintings are 
always in chronological order. The 
building thus became an illustrated 
history of art, and the visitor too much 
concerned with the way that schools of 
painting evolved to look at each paint- 
ing for its own sake. 

Plastic labyrinth 

1 sympathize with this point of view as I 
see the cult of sociology get an ever 
firmer grip upon the world of art. While 
most critics of the written word can put 
a sentence or two together, few, if any, 
art critics have any idea of how to draw 
or paint. This disability is more than 
made up for by an abundance of social 
observations. Typically a lecture, or 
film, on ‘art’ ignores the paint, the 
technical methods, the drawing skills 
and stated intentions of the artist but 
develops simplistic theories about con- 
temporary political and social forces 
that reduce the artist to no more than an 
intermediary. It would be most unfortu- 
nate if galleries followed this trend. 

Many professionals fear that in the 
new changes galleries and museums 
will lose their close association with 
real scholarship, conseilration and 
research. ‘The spiritual decline of our 
museums is not progress,’ stated one 
museum official who left to work with a 
private company,l ‘and money freely 
spent at the turnstiles is dangerously 
irrelevant when the intellectual foun- 
dations of the institutions have been 
fatally undermined.’ 

For many years museums had 
remained unchanged. The scholar was 
welcomed and invited to stay to lunch; 
the public was tolerated (providing no 
one spoke above a whisper and the staff 
were not pestered with questions). 
Most of the world’s museums are still 
like this and with ample government 
funding will remain so. But for many 
museum directors the 1980s was a time 
of change. They soon discovered that 
government policy about funding 
meant that museums were asked to 
become ‘financially viable’. Trustees 
-often government appointed- 
brought in a more commercial breed of 
museum director. The public were 
charged for admission and as bearers of 
funds they had to be enticed. Museums 
became a part of the $150 billion a year 
entertainment industry, and for many of 
the new directors ‘entertainment’ 
meant .‘theatre’. If designers rejected 
these commercial ideas-and I know 
more than one who did-more compli- 

ant designers were sought out. There 
had to be sound and smoke and banks 
of video screens interminably repeat- 
ing scratched loops of film, most of 
which owed more to Hollywood than to 
scholarship. A visit to a museum had 
become an ‘experience’. 

Whatever they knew about art or 
science, the new directors, and their 
trustees, knew what they wanted. They 
spent .vast sums of money to build 
synthetic environments that were his- 
tory with all the nasty bits removed. 
Museuin directors made sure their 
designers understood that the typical 
family wanted an untroubled outing. 
Oh what crimes were committed in the 
name of that typical family! More and 
more museum treasures taken down 
into the store rooms. The museum 
became a plastic labyrinth through 
which paying visitors filed to the 
accompaniment of echoing effects with 
music and commentary. It could usu- 
ally be heard faintly throughout the 
entire building; and could be speeded 
up to get the crowds through faster in 
the busy times. 

The trouble was that museums, al- 
ready short of cash, were often brought 
near to bankruptcy by these massive 
design jobs. Certainly there was little 
money left to increase the collections 
or to repair their decaying buildings. 
Museuni shops grew bigger and more 
glittering, and the goods they sold 
more and more tawdry. Additionally, 
theywere to find that a family, who used 
to go back to a museum again and again 
to discover new and wonderful dusty 
treasures, decided that an expensive 
‘experience’ was not something to be 
repeated too often. And while the old- 
fashioned museum was something to 
enlarge, illuminate and extend your 
reading and study, the ‘experience’ was 
a passive entertainment that satisfied 
rather than stimulated. 

Collections face difficulties and it is 
hardly surprising that controversy has 
flared around the changes taking place 
in London’s mighty Victoria and Albert 
hhseum of ‘fine and applied arts of 
most countries, periods and styles’. It is 
a vast collection of some 5 million 
pieces ranging from modern book- 
plates to old lace and embroidery, from 
silverware to tin toys. Its newly 
appointed director changed its name to 
the Nstional Museum of Art and 
Design, and staged exhibitions of pho- 
tographs by Linda McCartney, the 

of knitting and modern hosiery. Saatchi bliluseums and Education). 1085, 

1. Harold Osbourne, in The Joirninl of 
Of John and disP1ays Aesthetic Educa~ion (special issue on k t  

¿k Saatchi adverts for the museum 2. Peter Csnnon-Brookes, who was at the 
sllowed a disembodied hand fondling National Museuni of Vales. 
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the breast of a statue, and gave jokey 
emphasis to the museum’s cafeteria: 
‘An ace caff with quite a nice museum 
attached-where else do they give you 
6100,000,000 worth of objets d’artfree 
with every egg salad?’ 

This new approach was not univer- 
sally admired. Said a former VU direc- 
tor: 

The trouble with the museum’s present pol- 
icies-jiving in front of the Raphael cartoons, 
Saatchi advertisements in the subway, sales of 
commercial knitwear from Habitat in the 
museum galleries-is that they inhibit serious 
visitors to the museum. 

Having drawn blood, he added: 

The London public is, in my experience, less 
demanding, less educated, and less educahle 
than the public in Nea?York, but it is still more 
intelligent and more critical than present pol- 
icies ~ u g g e s t . ~  

That educable NewYork public was not 
to be deprived of the new approach 
however, and a London-based Curator 
said of the Metropolitan Museum ofArt: 
‘It has become a super-store on Fifth 
Avenue, a frenzied experience where 
the calm necessary to enjoya work of art 
is denied one.” 

In fact the Met kept its standards 
high, and museum directors in the 
United States, the Federal Republic of 
Germany, and Italy were not under 
such pressure as were their colleagues 
elsewhere. In Paris, a lot of money was 
spent in converting an old railway sta- 
tion into the Musée d’Orsay. One archi- 
tectural expert said it was like 

a Cecil B. de Mille stage set for some Ilolly- 
wood spectacular of the fall of this or the fall of 
that. [It was] an aggressive orgy of ornamental 
excess, and nowhere is it possible to escape 
from intrusions on the eye. The worst experi- 
ence is the total visual destruction of the 
Gauguins and neo-Impres~ionists.~ 

Sell off surplus objects? 

The National Maritime Museum at 
Greenwich is a treasured jewel and 
changes there had one museum profes- 
sional get to the heart of the problem. 
Distinguishing between subject and 
object has become a key factor in the 
arguments: 

In proclaiming the National hlaritime a ‘Sub- 
ject hluseum’ rather than an ‘Objects Museum’, 
and stating that its collections are onlythere for 
the maritime stories they tell, [Director] 
Ormond made a point which he must know to 
be only partially true, else why does he not 
convert his entire Museum into a theme park 
and sell off a11 objects surplus to the require- 
ments.‘ 

Still resisting the radical new ideas 
are specialist museums. They are not 
rich enough for the ‘experience’ and 
their style is difficuIt to change. This 
particularly applies to collections of 
large artefacts. At Bovington, Dorset, 
United Kingdom, the chronically un- 
derfunded Tank Museum is simply a 
collection of 160 armoured vehicles 
crammed into a huge tank hanger and 
overflowing, so that some stand out- 
doors. The descriptive material and 
supporting research is expert, the result 
excellent. In France, directly on the 
autoroute near Cannes, a group of car 
collectors preserve their superb vintage 
treasures in a modern building that is 
both museum and garage. In Munich 
the Deutsches Museum offers an excel- 
lent display of everything from aero- 
planes to pianos. Under the museum 
there is a coal mine but it is made from 
the authentic machinery from an old 
mine and has nothing of the ‘theme 
park’ about it. Another museum defying 
the onslaught of designers is H.M.S. 
Belfast, a Second World War cruiser 
anchored in the Thames near the Tower 
of London. 

This cruiser is a part of London’s 
Imperial War Museum. The museum 
library staff-wise and helpful-have 
over the years played an important part 
in the work of most writers of military 
history. The museum itself has long 
been cherished by visitors from near 
and Far. I know of two experts who came 
across the Atlantic solely to see its truly 
amazing clutter of uniforms, posters, 
badges, artillery pieces, biplanes and 
some of the best paintings on show in 
London. 

There is no clutter there now. The 
wonderful old museum building-the 
infamous Bedlam lunatic asylum in 
earlier days-has been totally refur- 
bished. An extra 4,600 m’ of floor space 
provides a chance for each exhibit to be 
placed like a diamond-encrusted piece 
in the window of the sort of jeweller’s 
shop that doesn’t display its prices. Said 
one architectural writer: 

Laid out like sculptures in  the new shopping 
centre-style exhibits gallery. . .surrounded by 
a sprinkling of clinically clean field guns with a 
sanitized Spitfire, Mustang and Focke Wulf 190 
overhead, these tanks epitomize the dead hand 
of museum culture. 

The writer continues: 

No wonder its finest hour is the ‘Blitz Experi- 
ence’-a portrayal of largely imaginaq civilian 
heroism in a spacious air raid shelter.‘ 



Homesick in Hzmgary 

Small museums, such as the elegant 
little V[Tzitcli Museum in Vienna, show 
how to be simple and effective. The tiny 
London museum of Jewish Life (Fin- 
chley, London) is a magnificent exam- 
ple of what can be done on a shoe- 
string. The Clark shoe factory at Street 
(Somerset, United Kingdom) has a tiny 
museum of shoes which I found captiv- 
ating. In Los Angeles, Douglas, the 
aircraft manufacturers, display their 
vintage wares in an elegant setting 
surmounted by a fine restaurant. Lon- 
don’s Musical Museum (better known 
as the Piano Museum) is a decon- 
secrated church in Brentford High 
Street. It is packed tight with samples of 
every kind of keyboard instrument, 
many of them mechanical. With several 
operating at the same time the music is 
raucous, resonant and delightfully ato- 
nal. 

hhseum design does not have to be 
bad. The Burrell Collection in Glasgow 
provides a fine example of what can be 
achieved by designers in harmony with 
their task. This staggering collection of 
ceramics, vases, reliefs and paintings is 
housed in a 1983 red sandstone build- 
ing brilliantly sited against woodland. 
We should not dwell upon tlie scandals 
and incompetence that followed upon 
Sir William Burrell’s bequest to Glas- 
gow Corporation so long ago. Let’s 
rather rejoice that finally it stands here 
as an example of outstanding museum 
design. 

The houses of famous people can 
also be revealing. In Vienna a visit to 
the crooked little house of Mozart, the 
light and airy house of Haydn and the 
sonibre house of Freud provide experi- 
ences that linger when the Palace of 
Schönbrunn is thankfully forgotten. 
From Vienna a short trip over the Hun- 
garian border can provide a visit to the 
Esterhazy palaces (both winter and 
summer), and you can relive there tlie 
fretting of homesick musicians that led 
Haydn to write his ‘Farewell’ Sym- 
phony. The tiny country cottage in 
which T. E.  Lawrence (of Arabia) lived 
is another house that provides an 
insight to the former occupant. (It is 
near tlie Tank hluseum: a visitor can 
make a sortie from London and visit 
both.) 

I suppose I particularly enjoy the 
more modest kind of historic houses for 
I can remember many of them, from 
Lord Leigliton’s astounding tiled Arab- 
style dwelling in Hollsnd Park Road 
(London) to the distinctly less glitter- 
ing houses of Renoir and Escoffier that I 

visited in southern France. What a 
delight it always is to see London’s 
Geffrye Museum where early-eight- 
eenth-century almshouses now contain 
a series of rooms representing domestic 
interiors from 1600 to 1939. Other 
favourites include the Sir John Soane’s 
Museum and the Wallace Collection. 
Both are collections of antiquities and 
works of art in beautiful London 
houses. 

The treasures we leave for our cliil- 
dren to wonder at are in the hands of 
museum directors, trustees and 
museum designers. Skilled designers 
must have a deep respect for tlie eshib- 
its and an understanding of all the 
problems that currently torment 
museum officials; but above all they 
must be willing and able to confront 
any bad ideas that come from those 
officials. By all means let’s attract 
school parties and those who want only 
an afternoon out. But let’s not replace 
our great collections-of art or sci- 
ence-with plastic experiences. 

The fundamental desire of the artist 
is to impose order upon tlie chaos of 
nature. This desire extends to most 
human beings and leads to authoritar- 
ian rule and tyranny. The museum 
director should resist tlie temptation to 
get rid of clutter. 

3. Sir John Pope Hmnessy, writing in The 

4. John Harris, Curstor of the British 
NLJILJ I’oi*lz Reoit‘ii: 27 April 1989. 

Architectural Libmy’s Drawing Collection arid 
Heinz Gallery in a letter to tlie Ifzclepeirdmzf 
(London), 16 February 1989. 

drawings collection) writing in tlie 
drcbitecti,frul Joun?al, ì Mmch 1987. 

the \‘&A] in a letter to the Arrs R e ~ i e u :  
1 December 1989. 

1989. 

5. John Harris, (former curator of the RIBA 

6. John Mallet (lately Keeper of Ceramics at 

7. Rlartiri Pawley, Architect’s Journal, August 
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R E S T I T U T I O N  
P R O P E R T Y  

R E T U R N  A N D  
O F  C U L T U R A L  

Koreans living 

The sculpture returned to Pyongyang 
comprises a Buddha in the centre 
flanked by two Bodhisattvas, against a 
finely worked screen and mounted on a 
plinth decorated with lotus motifs. 

On the back of the sculpture is an 
inscription indicating that the piece was 

made in A.D. 539 at the Ranklang 
Temple in Pyongyang by the monk 

Beubyong acting on the instructions of 
the monk Yeun, who wished to 

celebrate the existence of life in this 
way. 

abroad lend a band 
The way home for cultural property 
travelling back to its country of origin is 
not always as tortuously institutional or 
bureaucratic as it might seem at first 
glance. A case in point is the Korean 
triple statuette, over 1,400 years old, 
which recently went back to Pyong- 
yang, its town of origin, after more then 
fifty years spent abroad, and about 
which the National Commission for 
Unesco of the Democratic People’s 
Republic of Korea was kind enough to 
provide Museum with the following 
information. 

First, the object in question. It is 
32 cm high, and consists of a Buddha 
flanked by two Bodhisattvas, the group 
backed by a screen and resting on a 
plinth decorated with lotus motifs. A 
forty-six-character inscription in verti- 
cal lines on the back of the screen gives 
a precise clue to the origin of the 
treasure. It was made at the Ranklang 
Temple in Pyongyang, now capital of 
the Democratic People’s Republic of 
Korea, in the year Kimi, the seventh 
year of the Yeunga years of the Kokuryo 
era (that is A.D. 539). The work was 
done by the monk Beubyong on the 
instructions of the monk Yeun, who 
wished to have a thousand such sculp- 
tures distributed in order to celebrate 
the existence of life. 

But let us take a closer look at certain 
aspects of the work, -which is quite 
outstanding, even though another simi- 
lar one was discovered in 1963. First, 
the central Buddha: the smooth top- 
knot of hair, the tranquil smile ‘in the 
old style’, the hands with palms 
extended wide open towards the ob- 
server-a gesture signifying absence of 
fear (and reminiscent of certain later 
Christian statues of the early Middle 
Ages)-all these features, along with 
the V-shaped folds of the robe, express 
the imagination of their creator. The 
same is true of the fine crowns and 
individual lotus-patterned plinths of 
the Bodhisattvas and the decoration- 
flame-tree flowers and stems of climb- 
ing plants-on the screen. c 

There and back 

‘The work was discovered in Pyongyang 
in 1931 during theJapanese occupation 
of Korea, on the site of what had been 
the Royal Palace in the Kokuryo era. A 
Japanese took the statuette home with 
him. But for it, it was not to be a one-way 
trip. 

It was in fact a Korean living in Japan, 
O I1 Hwan, who, half a century later and 
with great patriotic sentiment, bought 
the statuette along with some ten others 
at a very high price. He contacted the 
General Association of Koreans Resi- 
dent in Japan in order to have the 
Buddha and Bodhisattvas sent back. 
And so they were, in December 1985. 
Today they are on display in their home 
town (if it can be so called) at the 
Central Museum of Korean History in 
Pyongyang. 

This is only one instance among 
hundreds of others where Koreans liv- 
ing abroad have been instrumental in 
sending back to their country of origin 
cultural property which had been lost 
to it. E, 

Photos by courtesy of [he Nstioilal Commission for 
Unesco ofthe Democrxic People’s Republic of Koren 
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A C I T Y A N D  I T S  M U S E U M S  

Marta Arjona 

How c m  museams be inobilized to b1-ing 
to @e the bistoiy ofa Caribbean towia that 
bas been iii existence .for ,zearl_l' j v e  
ceirtzrries.2 Marta Arjoiaa, Director of the 
Cidtiiral Heritage of Cuba and inember 
of the Executive Council of ICOM, ofers 
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The town of Trinidad, founded in 1514 
on the southern coast of central Cuba 
and one of the most outstanding testi- 
monies to the urban architecture of 
Cuba and Latin America, is on the World 
Heritage List of Unesco's Convention 
for the Protection of the World Cultural 
and Natural Heritage and epitomizes 
the old settlements founded 011 the 
island and throughout the Caribbean by 
Spain. 

The historic urban centre of Trinidad 
covers an area of 37 hectares and 
possesses various cultural and social 
facilities that provide a permanent 
socio-cultural service for a population 
that includes a large number of young 
people and schoolchildren. Museums 
occupy a distinguished place among 
the cultural facilities of the town, which 
has been gradually organizing its cul- 
tural heritage and, in so doing, has 
rescued a great many objects and his- 

Seen through the window of a museum, 
a city that is almost a museum in itself. 

dll photographs by courtesy of the Dirt'ccion del 
torical material. It h is  so far succeeded. Pntrimonio cultural de Cuba 



in establishing five museums contain- 
ing substantial collections and is now 
working on a project for a museum of 
the flora and fauna of the Valle de los 
Ingenios, 5 kilometres away from the 
historic centre. 

The first museum to be established in 
Trinidad was the Museo Romántico, 
which was set up in 1974 in the Palacio 
Brunet, an eighteenth-century man- 
sion. Its collection comprises mainly 
eighteenth- and nineteenth-century 
Cuban furniture and porcelain, glass- 
ware and lamps of the same period. It is 
one of the most complete collections of 
decorative art of the time, and in Trini- 
dad it remains a testimony to the life of 
affluence of a society the growth of 
whose resources kept pace with its 
sugar production-the largest in the 
world in the first half of the nineteenth 
century. 

The Archaeological Museum, cre- 
ated in 1976, houses collections of 
Cuban aboriginal artefacts and objects 
from the colonial era. It is involved in 
intense promotional activities and 
deals with matters relating to the 
archaeological excavations in the 
region; such work is carried out only by 
qualified persons and after due autho- 
rization has been obtained. 

Putting their raison d’être 
across 

The Architecture Museum was opened 
in 1979 and contains everything imag- 
inable relating to the architectural de- 
velopment of the historic centre of 
Trinidad: maps, scale models, unifying 
features such as sculptures, studies of 
materials, ornaments, door-knockers, 
flagstones and so on. This museum, 
located in an eighteenth-century house 
facing onto the Plaza Mayor, monitors 
the conservation and restoration pro- 
jects of the historic centre for the Pro- 
vincial Commission for Monuments, in 
particular its Trinidad office. 

The Palacio Cantero, the country’s 
finest example of neoclassical architec- 
ture, houses the Trinidad Municipal 
hluseum, established in 1980. This 
forms part of the national museum 
network comprising other municipal 
museums that collect and exhibit all 
testimonies relating to the history of 
their respective regions under a policy 
designed to project the museum as a 
centre for the rescue, conservation, 
promotion and dissemination of the 
heritage and for a better understanding 
of what constitutes the cultural identity 
of each region of the country. 

In 1981 the Museo de la Lucha contra 
Bandidos (Anti-Banditry Museum) was 
set up as a tribute to the men who had 
fought to wipe out the gangs of bandits 
that had depredated various regions of 
the country, robbing and killing peas- 
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An atmosphere of nostalgia prevails 
around the eighteenth-century Palacio 
Brunet, now the Museo RomSntico. 

ants, literacy workers and other defen- 
celess people. The museum houses a 
substantial display of objects, docu- 
ments and weapons that played an 
important role in this fragment of 
Cuban history. It is located in the old 
eighteenth-century Convent of St Fran- 
cis of Assisi, whose tower soars above 
the buildings of the town centre. 

The museums of the historic centre 
of Trinidad, as described in this article, 
are fine examples of the desire to 
project the correct image oftheir raisoiz 
d ' ê t~e  to the local people and to visi- 
tors. Professionally, they cover the dis- 
ciplines by which they are formally 
identified, and on the sentimental 
plane their most earnest desire is to 
reveal to the visitor-as Alexander von 
Humboldt did to the world after visiting 
Trinidad in 1801-the beauty, the life 

4 and the nature of their city. 

Display methods used in the 
Archaeological Museum. 



W F F M  C H R O N I C L E  

World Federation of Friends of Museums 
Postal address: 

Palais du Louvre 
34, quai du Louvre, 

75041 Paris Cedex 01, France 
Tel. : (I) 43.06.61.83 

Guides in theflesh-and all volunteers 
Robert N. S. Logan 

GAGAU is one of the less-enticing acro- 
nyms we bave heat-d in quite n uihile. No 
matter; in this article Robert N. S. Logan, 
President of the Glasgoeu Art Galleg! niad 
Museums Associatioii (also knoum as the 
Frieiids of Glasgow Museums), tells how 
GAGAM helped open that Scottish city’s 
new Traizsport~~liiseuzn aiid eizsicre com- 
peteizt guiding free of charge, among its 
attractive exhibits. 

It is twilight on 9 December 1938. A city 
street has reached a moment of hiatus: 
there is nobodyabout. In the lamplight, 
a few cars are parked on the cobbles; a 
delivery tricycle stands abandoned out- 
side the cafe, an empty pram outside 
the toyshop. The newspaper kiosk is 
also momentarily empty, although the 
seller’s hat and coat are on a book in the 
corner. The post office and bank are 
resolutely closed, although through 
the elaborately etched windows of 
Teacher’s public house there are invit- 
ing lights. The cinema lacks a queue: 
perhaps the double bill of The Drum 
and Little Miss Broaduqj is not appeal- 
ing enough. The chemist’s window, full 
of glass bottles with quaint lxbels, is 
without the seasonal bustle of assistants 
making up the treatments for winter 
ailments. And not a solitary traveller 
passes in or out of the Underground 
entrance. 

Wait, however, for the opening of the 
doors of the Glasgow Museum of Trans- 
port. Motionless for five decades, the 
streetwill soon fill up with spectators of 
the past, for this is the newest part of a 
new display of vehicles and memor- 
abilia related to travel which has 
brought a record number of visitors 
(1,304,816) since the doors first 
opened in April 1988. First located in a 
redundant repair shed for the Glasgow 
trams which were the nucleus of the 
collection after the city switched over 
to buses, the museum added locomo- 
tives, cars, lorries, horse-drawn car- 
riages and ship models, and finally 
outgrew what had become a building 
beyond its useful life (though another 
user has committed large funds!). The 
relocation to another redundant build- 
ing found much more workable space, 
since this was the famous Kelvin Hall, 
scene of many major exhibitions and 
events until a new Scottish Exhibition 
and Conference Centre WAS opened. 

Bentlejj to gypsy caravan 

Kelvin Street was an inno~~ation, al- 
though one used to advantage else- 
where: the re-creation of a street of 
period shopfronts, drawing on many of 
the collections in the Museum Service, 
and calling on established businesses 
in the city to provide sponsorship for 
the installation. The Friends of Glas- 
gow Museums, known also as the Glas- 
gow Art Gallery and Museums Associ- 
ation, provided part of the funding, and 
the street includes not just the re- 
creation of an Underground station 
with period trains, but a lecture theatre- 
cum-cinema for visiting parties to take 
in the essential work of interpretation. 

The main hall begins with a display 
opposite the main entrance of the shin- 
ing fire appliances, which are as attrac- 
tive to youngsters as the steam locomo- 
tives ranged alongside lines of 
tramcars. In the forefront, open for 
access though surrounded with a 
painted warning line, is one of the 
newest acquisitions: a 3.5-litre Bentley 
coupe, datingfrom 1934, in the familiar 
deep racing-green livery, its long sleek 
bonnet the epitome of elegance and 
power. Off to one side is a line of - 
carriages led by a mail coach of 1840. i= 

2 Private and commercial conveyances 
also include a fine painted gypsy cara- 
van dating from 1918. Beyond this, laid s 
out to display the private cars, is a 
period motor showroom, sponsored by % 
one of the large retail firms in Glasgow, 5 
while on a mezzanine floor above is the 2 
collection of cycles, with motorized ,g examples from 1905 and a rare Lagonda 5 
tricar, telling the story of the British 2 pre-eminence overtaken by Japanese 6 
technology and marketing. P 
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Soup and rolls 

All of these sections give the prime 
experience of close-up access to the 
‘real thing’. However, the visit is much 
more enriched with information, arid 
the Friends have trained some fifty 
guides on a voluntary basis, who take 
turns of duty in the museum. They have 
been recruited from societies and 
retired engineers with a real interest in 
automotive engineering; the training 
includes public speaking and group 
dynamics. The hall is not easy acousti- 
cally, but care in designing the itinerary 
followed by the guides allows for talks 
at strategic points where most can hear 
and the public is not impeded. Al- 
though the service is planning the 
introduction of audio-guides for indi- 
vidual visitors, a guide in the flesh 
cannot be replaced when it comes to 
dealing with awkward questions! 

This is the fourth Glaswegian 
museum to introduce the guide senrice, 
and we know it is much appreciated by 
visitors. While the filling of the duty 
rotas can be onerous, it becomes a 
routine, and the initial enthusiasm has 
not fallen away in this second year of 
the new museum’s operation. On 
Christmas 1958, over 1,000 guests came 
and sang carols in Kelvin Street and 
around the museum, dressed in 1938 
clothes and with a Salvation Armj7 band 
in uniforms of the period. Soup and 
rolls were served, and somehow the 
idea, which came from the deputy 
director who also serves on the Friends’ 
committee, seemed to sum up the 
involvement which the public, the 
Friends and the staff all share in this 
award-winning ‘new-in-old’ museum. 

Letters to the Editor 
Sir, 

On 9 December 1989, the Geneva City Council adopted its total budget for 1990 
(610 million Swiss francs, including about 100 million for culture). As it was 
considered vital to make savings in order to avoid higher taxes, the cultural side 
suffered substantial cuts. The accessions budget for all museums in Geneva was 
consequently axed, representing a cutback of about 1 million Swiss francs, and the 
subvention for the founding of a museum of modern and contemporary art was 
reduced. 

to conserve, it cannot, however, rest content with counting what it has saved. It is 
also important for it to put its assets to good use. In this instance, this means our 
heritage, consisting of new accessions, which are a source of fresh knowledge and 
renewed pleasure. An accession is like the birth of a child, revitalizingea family. 
Without accessions, a museum is a dead institution whose imagination withers and 
whose research runs out of steam, the result of which is that the public loses interest 
and donors turn away. Which of your treasures would you give to a museum lacking 
in appeal? Accessions more successfully build up a heritage that reflects society than 
is possible if one trusts to the good fortune of donations. This heritage is neglected 
when it is not able to accommodate a society’s finest productions, which are then 
left to take their chance on the market. In a word, the heritage is one of the keys to a 
living culture. 

It remains for me to express the hope that, in coming years, the political 
authorities of Geneva will realize that culture is a priority which needs to be 
thought about in a realistic and objective manner rather than being used for 
vote-catching. 

This decision is extremely serious. Although the function of a museum is indeed 

Yours sincerely, 
CHANTAL DE SCHOULEPNIKOFF 

Vice-chairwoman, ICOM-Switzerland 

Dear Editor, 

Number 163 of Museuin-subtitled ‘Great Pioneer Museums Four Decades 
Later’-lias captured my attention: it’s well worth reading. 

necessity, by being selective and putting aside about nine out of ten books, articles 
and so on. What criteria affect our choices? First and foremost the desire to 
dc?nzys.tzfi ordinary experience to the fullest degree possible. 

From this point of view, I’m really disappointed that the introductory article by 
Gaë1 de Guichen and Jacqueline Maggi wasn’t twice as long; this would have 
enabled them to deal in a more Comprehensive manner with the question posed by 
the title: ‘Are we hlature Enough to Be Self-critical?’ In the few pages at their 
disposal, they’ve merely revealed the opening to the labyrinth, but not the labyrinth 
itself! 

‘achievements and problems’ of the New Delhi National Museum, Thomas Messer 
casts an interesting light on the evolution of the Guggenheim in New York and 
Hernan Crespo Tora1 testifies in a refreshingly frank manner to the difficulties he 
encountered with the Central Bank Museum of Ecuador-but all of these pro danzo 
obsen7ations frustrated me to the extent that they are limited to the museums in 
question. Jean Cuisenier, also, clearly describes all the red tape he ran into during 
the development of the Musée National des Arts et Traditions Populaires in Paris, 
but fails to explain why this was so; it’s a pity, for the ‘administrative constraints’ are 
less than satisfactory in this case, from either a causal or an explanatory point of 
view. 

Finally, it seems to me that Rosanna Maggio Serra best rises to the challenge 
posed by this issue. Following on her effective critique of the architecture of the 
Turin Municipal Modern Art Gallery, she proceeds to focus on its social context and 
lays bare the different factors that permitted development of a negative state of 
affairs. She recognized what was wrong, wanted to do something about it and dared 
to follow through. Bravo! 

In this ocean of paper with which we are deluged every day, we end up, of 

Likewise, Om Praltash Agrawal has important things to say concerning 

STELIOS PAPADAPO ULOS 
Athens 



Museums activate teenager-s-one teacher’s stor-y 

Olga Dassiou 

Graduated in 1980 .from the Aristotle 
Un irle rsity of Thessalo IZ iki ( Depa r f t z  en t 
qf HistolJi am/ Al-cbaeolog];) and bas 
tazrght in secondary S C ~ O O ~ S  si l ice 1982. 
She has lectured aiicl pirblisljed on the 
relatioizsbi@ betuieeti this lezlel of scbool- 
iiig a i d  al-chaeologi: arid stories bjl her 
hule appeared i?i literaty magazities in 
Thessaloiiihi. 

The author. 

In 1982 I went to work as a teacher in a 
state secondary school at Soufli, a pro- 
vincial town 1.5 kilometres from the 
Greek-Turkish frontier. I was to teach 
the pupils of this small town ancient 
and modern Greek, literature and his- 
tory. hly first contactwith mypupilswas 
disappointing, as they were both indif- 
ferent to learning and suspicious of me. 
The~7 found Homer’s Ilia4 a remark- 
able work full of tension and humanity, 
very boring. Even though the study of 
history could have given them the op- 
portunity to get to know the evolution 
of the human race, and could have 
contributed significantly to shaping 
their political and social awareness, the 
pupils disliked learning about the past. 

Naturally, I wondered what was 
wrong. Perhaps I wasn’t a talented 
teacher. Or might my plight be due to 
the fact that I was working in a small 
provincial town, far from the main cen- 
tres of the country, and with pupils from 
lower social classes, culturally as well 
as economically poor? But when I 
talked to other teachers who worked in 
large towns, I discovered that their 
pupils seemed to have the same reac- 

h 

tion as mine. Gradually, I realizedwhat 
the problem was. My pupils had learnt 
grammar and syntax, they knew techno- 
logical rules, and they could easily 
remember historical dates, but some- 
thing was missing: a love of substantial 
knowledge, a love of human beings. 
They were unable to connect 
knowledge and emotion; they were 
emotionally immature and intellec- 
tually backmard, even for their age. 
These were 13- and 14-year-olds who 
had never had the chance to listen to 
classical music, and who had never 
seen a piece of sculpture, a painting or 
an ancient pottery vessel. They had 
never visited a museum; they couldn’t 
understand the influence of Byzantine 
art or folk music upon their own cul- 
tural identity. They had no contact with 
their own folklore. I decided that I had 
to find a different way to communicate 
with them. 

The fact that I had graduated from the 
Department of History and Archaeol- 
ogy at the University of Thessaloniki 
helped me very much, as did my contact 
with painters and artists and mypartici- 
pation in excavations. I also felt very 
close to various forms of art. So, I began 
to experiment. 

A change in awareness 
My first steps involved the use of what I 
call ‘school media’. I askedsome pupils 
to paint pictures of scenes described in 
their textbooks. I assigned some other 
pupils to write poetry or prose express- 
ing their feelings when viewing art- 
work, a landscape, or an event in the 
everyday (or religious) life of the coun- 
try. Other pupils were requested to 
express their reactions to music. They 
were to choose a cassette, listen to it, 
and then relate their thoughts about the 
music to their classmates. Some stu- 
dents made models: Penelope’s loom, 
Odysseus’ raft, the topography of the 
coast near Troy. Another group were 



asked to bring to school postcards, 
posters and slides 011 the saine themes. 
Then the pupils put on a kind of 
exhibition of the things they had made 
on the school’s ground floor. Some of 
their paintings and their hand-made 
coiistructioiis were even bought by 
other pupils, though there were also a 
few derisive comments. I sensed that a 
change in awareness was beginning to 
happen. It was time for the second step: 
contact with museums aiid archaeolog- 
ical sites. 

One of my classes was sent to visit a 
museum having no previous prepara- 
tion. On their return, it was obvious that 
they liad understood only a little of 
what they had seen. None of the exhib- 
its had seemed to impress them or 
stimulate their minds. Another group of 
students then toured a museum and 
archaeological site accompanied by a 
guide. Very few of the students were 
willing to listen to the guide; most were 
more interested in the cafeteria near 
the museum. Nevertheless, on the bus 
coming back, and later in the class- 
room, I was asked a great many ques- 
tions. The pupils wanted to know how 
an excavatioii is conducted, what the 
job of archaeologist entails, and how 
archaeological finds are exhibited. 

Guides with trembliiag 
voices 

A third group of museum-going stu- 
dents followed a totally different proce- 
dure. After a small introduction on the 
educational programme of our next 
excursion, I liad them form small 
groups. These groups were themselves 
to prepare to guide the visits of the 
museums we were going to see. One 
group was to be responsible for one hall 
in the Thessaloniki museum, another 

group was to be responsible for another 
display, and so on. There were many 
problems: the pupils liad difficulty 
reading the reference books, they were 
afraid of failing or of being ridiculed by 
their classmates. Despite these prob- 
lems, the groups did a remarkable job. 
with trembling voices they guided 
their classmates through the museums, 
presenting each exhibit from a histori- 
cal, sociological and artistic point of 
view. The benefit from this approach 
was great. The students understood that 
the ‘stones’ and ‘jugs’, as they had been 
wont to call the vestiges of an earlier 
civilization, certified a human presence 
and bore witness to civilization’s conti- 
nuity. They felt that they could ‘see’ 
their ancestors’ religious ceremonies, 
their local fairs, their athletic conipeti- 
tions and their battles, their devel- 
opment during years of peace and their 
despair during times of war. They could 
understand the various financial, politi- 
cal, social and civil dimensions of their 
ancestors’ existence. 

I then had my pupils write a new set 
of essays. These proved to be out- 
standing, and expressed understanding 
of aiid admiration for the ancient world 
with both humour and imagiiiation. We 
had come a longwayfrom the first cold, 
dull papers I had received! My pupils 
had, so to speak, consciously joined 
humanity on its long journey through 
history. With their approval, I wrote an 
article entitled ‘Archaeology and Edu- 
cation’. In it, I described my teaching 
procedures, and made proposals to the 
Ministry of Education concerning edu- 
cational programmes and training 
methods for teachers. When the article 
was published in the Greek teachers’ 
magazine, WO?-ds and Deeds, in the 
spring of 1986, my fellow instructors 
reacted negatively and certain 

archaeologists were v e q  suspicious. 
Several of my supervisors and col- 
leagues encouraged me, however, and 
were eager to help me continue my 
work in the same way. 

Z ives with0 ut dreams?’ 

That is exactlywhat I lm7e continued to 
do since, with the satisfaction of seeing 
other teachers in other schools follow 
suit. One thing I have discovered is that 
the ‘pupil-activating’ approach can be 
used with periods other than antiquity. 
Studying the nineteenth and early 
twentieth centuries, for example, my 
older pupils went out and found 
improbable (yet, in the final analysis, 
obvious) sources by visiting the shops 
of tradespeople who still work as they 
did in the ‘good old days’: a blacksmith, 
a coppersmith, an iceman, a milliner, 
and so on. These interviews linked up 
vividly with an exhibit on domestic 
architecture at the Folklore Museuni of 
Macedonia. The overall result was 
knowledge about, and a real feeling for, 
the economic and social conditions 
and the everyday life in Greece at a time 
when the new Greek state had been 
established. 

We have had similar results every- 
where. The emotioilal maturation, the 
improvement of learning ability and the 
increased co-operation of the students 
are always evident. The message is 
encouraging. Teachers aiid museum 
educational workers can and should 
co-operate to achieve better standards 
in education. The stakes-to give 
pupils other options than the ‘lives 
without dreams’ lived by so many adults 
today-are certaiiilyworth the effort. 



If you have enjoyed this issue of Museum. . . 
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. . . then you will be interested to know that our sister review, Unesco's 
quarterly Nature & Resources, has been completely revamped, with a more 
modern layout and the use of colour. Editorially, an important change is the 
focus of each issue on a particular topic comprising five or six articles reviewing 
research on resource management for sustainable development. Remote 
sensing of the environment, managing the coastal environment and water 
management were the themes treated in the first three issues of 1990. 
Upcoming issues will focus on natural hazards, oceans and tropical forestry. 

The English, French and Spanish 
editions of Nature & Resources are now co- 
published with The Parthenon Publishing 
Group in the United Kingdom. Subscriptions 
(225 for individuals and E50 for institutions) 
may be sent to Parthenon Publishing, 
Casterton Hall, Carnforth, Lancs, LA6 2LA, 
United Kingdom. Special arrangements exist 
for readers in developing countries: consult 
Unesco. The Arabic, Russian and Chinese 
editions continue to be published away from 
Unesco Headquarters (subscription details 
available from Unesco). 

These announcements appear on the basis ofpublici 
ty exchanged with iZJtisezi~~z and do not necessarily 
imply Unesco's endorsement of tlie senrice offered. 

,Eastern Art 
I R  E P O R T 

I An  Academic File Publication 

A iiionthly survey of the arts of 
the Near a.nd Middle East, South 
Asia, China aiid Japan. 
Worldwide imiling of 3,000 
copies. Int,eriia.tiona,l advertising 
by galleries, museums, book . 

publishers aiid sellers. 

~ ~~ 

Write or phone for your free sample copy: 

Centre for Near East, Asia and Africa 
Research (NEAR) 
172 Castelnau, London SW13 9DH, United 
Kingdom 
Telephone 081-741 5878 
Fax 081-741 5671 

The ILVS Review is a new inter- 
national resource for the study of 
museum visitor behaviour and ex- 
hibit effectiveness. 
Are you interested in how well museum 
exhibits and educational programmes 
communicate their messages to visitors? 
If so, the publications of the International 
Laboratory for Visitor Studies (a non- 
profit body located in the USA) will 
interest you. 

A central organ is the I L I 5  ReuieuJ-A 
Joiwnal of T'isitor Behauioi; which has 
appeared twice a year since 1988, in 
English. Co-edited by Professor C. G. 
Screven and Harris Shettel, the ILVS Re- 
vieu~ is the only peer-reviewed journal 
devoted solely to the study of visitors in 
museums and to communication with 
them. Topics, treated by eminent special- 
ists of many nationalities, range from 
evaluation methods and label design, and 
science teaching methods, and audience 
behaviour in art museums, to the latest 
applications of computers in exhibits and 
reviews of exhibit effectiveness research. 

A companion to the I L K .  Review is the 
annually updated Visitors Stlidips Bibli- 
ography and Abstracts. 

For subscription information and order 
forms, please write to: 

International Laboratory for Visitor 
Studies, 
Psychology Dept. GAR 138, 
University of Wisconsin, 
PO Box 413, 
Milwaukee, WI 53201, USA. 

Fax: (414) 229-6329 
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Maseam Development - 
a new international journal 
Launched in October 19S9 and pub- 
lished monthly in English from the 
United Kingdom, Musetcm Developmetit 
has a unique and important focus: how 
museums and galleries can generate 
additional income. With a readership in 
over twenty countries, it covers such 
areas as sources of grants, membership 
programmes, sponsorship, retailing, ca- 
tering, publishing, travel programmes, 
property development, corporate hos- 
pitality and licensing programmes. 
Museum Development's annual subscrip- 
tion is &90 for twelve issues (dL120 
overseas by airmail). For more informa- 
tion please contact: 

Miiseznra Development, 
The Museum Development Company 
Ltd, 
Premier Suites, Exchange House, 
494 Midsummer Boulevard, 
Central Milton Keynes MK9 2EA, 
United Kingdom. F a x  0908 670013 

Tel: 0908 690880 
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What next? Mindful that the Olympic Games are not far off, Mtrseunz No. 170 takes a look at sports 
and museums. Issues examined include organization and conservation of sports and 
games collections in tropical countries, the presentation of sport and physical fitness 
from the historical angle, and management of sports museums as business enterprises. 
There are also case-studies on museums devoted t6 rugby, cricket and roller-skating as 
well as a feature telling the story of one museum's staff sports teams. Representations 
of ancient sports and games on objects in Greek museums are also reviewed. (Musemna 
discovered in that article that 'Plato' means 'wide' and the nickname was given to the 
philosopher because of his broad-shouldered wrestling prowess.) 

Happy reading! 
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