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E?Y&W72 
An error found its way into the biographical , + 
note on Ian Christie Clark which 
accompanied his article, 'Illicit Traffic in 
Cultural Property: Canada Seeks a Bilateral ' 1 

Agreement with the United States', 
Maseum, No. 15  1. McGill University is in 
Montreal (not Toronto), and indeed it has 
been there since the end of the eighteenth 
century. 
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Semiotic reading of a museum 57 

2 
National Museum of Modern Art, Paris. 
The 'street' running north and south 
between the façades of the rooms on one 
side and a series of varied spaces on the 
other. 

dimensions contribute to a general sense 
of  wholeness (Fig. 2). 

The façade along the east side of the 
street gives a remarkable effect of visual 
unity, consisting of a single plane broken 
at certain intervals by rectangular bays 
leading to other areas. Behind this ver- 
tical plane, crowd circulation patterns are 
determined by three units: a central area 
accessible from several points of the street 
and two end spaces of unequal dimen- 
sions which are culs-de-sac, each accessi- 
ble from one point only. They are the 
graphic arts room and the northern area 
situated beyond the fire wall. The latter, 
rather than being obtrusive, provides a 
clean break for the exhibition areas. 

This brief description perhaps seems 
rather commonplace but this is in- 
vevitable if one attempts to identify the 
main components and define them in 
everyday language. The process of mak- 
ing it, however, followed a carefully 
developed methodology in which the 
analysis is based on observing the 
behaviour of the visitors and the various 
choices at their disposal in terms both of 
vision and of movement, which are the 
two factors which determine the 
cognitive apprehension of space. 

At this point it may be useful to 
distinguish between the different kinds 
of visitors, because reading a space and 
the representation of it which remains in 
the memory depends on how it is taken 
in. A visitor who spends only 20 minutes 
in such a complex space can only take it 
in as a place by paying attention to the 
environment rather than the works at- 

tached to the walls. Conversely, someone 
who spends 2 hours moving from picture 
to picture without taking much notice of 
the surrounding spaces leaves with no 
precise idea of the place. The apprehen- 
sion of space depends on what one does 
in it, that is, the implicit or explicit 
reading activities one carries out there. 
This differences increase as the space 
becomes more extensive or complex. In 
our reading we will adopt the viewpoint 
of a visitor who has come to the museum 
at least twice and has tried to establish 
reference points, either so as to find par- 
ticular paintings or to resume an inter- 
rupted visit. 

The space described here is that of the 
fourth floor. The part of the museum 
situated on the third floor is quite 
separate, almost as much so as the rest of 
the building. Indeed, one of the major 
effects of the new lay-out is that it makes 
a break between the Pompidou Centre 
and the National Museum of Modern 
Art. Unlike the other parts of the centre, 
this museum has a separate identity, bo& 
visually, in terms of lighting, fittings and 
floorspace and in terms of noise level and 
crowdedness. The place is also character- 
ized by a certain level of stability, further 
setting it apart from the variability of the 
temporary exhibitions. 

It is interesting to note that this stabili- 
ty  of the collection is reflected by the ar- 
chitecture itself. The walls are thick, con- 
tinous and almost massive, in some ways 
reminiscent of traditional ,architecture. 
Even the transversal corridors, almost 
necessitated by the unsupported beams, 

rourm noor nortn, tne >onla 

Street 

4 

Fla t  vaul t  Barely visible ceiling 
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have &e appearance of the passages cut 
into thick walls one might find in ancient 
buildings (Fig. 3). 

The rooms designed for hanging pic- 
tures have the proportions of large dwell- 
ing spaces which have been converted in- 
to museum rooms, ofthe kind one sees all 
over Europe where palaces and stately 
homes are used to exhibit art collections. 
Even the juncture of walls and ceilings is 
reminiscent of the Battened vaulting that 
came in with Renaissance residential ar- 
chitecture. In this case there i s  Rat 
part, but the lighting is such that what 
would normally be visible at this opening 
is left in shadow and is thus as set apart as 
the rest ofthe Pompidou Centre (Fig. 4).  

bbe from the Street (Fig. 5 ) .  The overall 
effect of the set of rooms at the southern 
end: they a ~ e  bipolar, arranged between 
a public facade opening on the west side 
onto the street but to the east consisting 
of closed spaces with 80 windows and no 
direct acress to the exterior. In the 
daytime the contrast is particularly strik- 
ing because the western facade in glass 
panelled, letting in a B o d  of natural 
light (Fig. 6). 

wha t  happens to the works of art in 
such a setting? They undergo certain 
changes induced by the change of en- 

th earlier hanging systems 
the display panel was narrow and visibly 
attached to the ceiling. This gave an im- 

5 
Gallery and entrance to the Duchamp, 
Villon and Picasso cubism rooms. 

Not Q d y  the proportions of each rQQm 
but their arrangement, with one com- 
manding the other, is based the an- 
cient Palatine system. ROOKIS adjoin each 
other as they did in the days before CO%- 

ridors were used; one room is entered on- 
ly by going through another. This has a 
double effect. On the one hand it em- 
phasizes the Renaissance palace effect 
and on the Qther it adds to the impor- 
tance of the central throughway of the 
museum. As we have seen, this is ~ Q P  a 
passage but more akin to a street, with 
public access to a series of private spaces; 
then the further one goes inside these 
~ Q Q ~ S ,  the further away the street 
becomes, and one comes to ‘private’ 
spaces that are smaller, and quite invisi- 

pression of lightness which implied that 
the exhibition was a temporary matter, 
and indeed ir was a system devised to 
facilitate an ongoing adaptation of the 
space tQ changing needs. Today, 
although new hanging panels are still at- 
rached to ceiling, their relative breadth 
and massive appearance creates the illus- 
sion that they are supported f i ~ m  
beneath. Visitors never investigate, to see 
if this decor is made of wood or concrete. 
The proportions of the walls, their plainly 
visible sections and their matt finish have 
a combined effect of stability and per- 
manence. The visitors thus ‘read’ that 
they have come into a museum rather 
than to a transitory exhibition. 

Furthermore, the rooms have the pro- 
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portions of traditional museum rooms, so 
that the combinations of panels which 
make them up reinforce each other in 
stating that together they constitute a 
museum, that ,is, a setting which con- 
secrates the objects placed within it. By a 
process of spatial rather than verbal ex- 
pression, then, the statement is made 
that these objects have the status of valid 
and recognized works of art. Their value 
is thus enhanced, and the visitor 
unschooled in modern art sees them dif- 
ferently for having to take into account 
the esteem in which they are manifestly 
held by those who placed them in this 
way. Semiotically, we may speak of this as 
a proposed contract between those who 

each with different dominant colours. 
These arrangements have nothing ex- 

traordinary about them in themselves 
because they are commonly used in other 
places. It is precisely because they bring 
this museum closer to others that they are 
mentioned here: they show that the Na- 
tional Museum of Modern Art is no 
longer set apart from other museums. 
However, it is not enough to state’that ar- 
rangements of this kind are well known; 
we also need to see what effect they have 
on the works of art themselves. 

The setting of a work of art influences 
it, and thus determines to some extent 
the way in which it is appreciated. In par- 
ticular, the grouping of paintings or 

lovers. This consistency produces a sense 
of objectivity: all the works are on an 
equal footing, and none of them is 
privileged with a theatrical presentation 
(unlike the Louvre, for instance, whose 
Grand Staircase was designed as a setting 
for the Victory of Samothrace). 

Such ‘objectivity’ is by no means in- 
genuous. It represents a rationally form- 
ed opinion and invites the visitor to adopt 
the same point of view. Today one sees 
more and more examples in museums 
displaying objects from the past of the 
use of contrasts, highlighting certain ob- 
jects, or parts of them, and leaving the 
rest in obscurity. What is looked at or ig- 
nored is thus determined by the lighting. 

communicate by manipulating space and 
those who do so by visiting it. The visitor 
is told: this is avalue; please see it as such. 
At least we can say that the new lay-out 
makes this statement with more em- 
phatic conviction than its predecessor. 

The placement of works of art in space 
does not end with the configuration of 
the walls. The relatively self-contained 
spaces produced by the new walls make it 
possible to organize the hanging ‘by 
room’, which was not easy to achieve in 
the previous setting. In this museum, like 
many others, one now finds rooms 
devoted to a particular artist or move- 
ment in art. In some cases the wealth of 
material has made it possible to place 
works by the same artists in two rooms 

sculptures by the same artist invites the 

this artist’s work, in which each item is 
placed in a homogeneous context. This 
enhances one’s idea of the personality 
and development of the artist, but at the 
expense of an overall view of a given 
historical period, which was the kind of 
reading offered by the original lay-out. 
Without realizing it, the visitor sees ac- 
cording to choices that have been made 
on his or her behalf by the conservators. 

We should also draw attention here to 
the sense effect produced by the lighting. 
The new indirect system provides 
remarkably consistent, restful and plea- 
sant light, eliminating virtually all the 
reflections which so often bother art 

6 
visitor to see a representative collection of Access to a series of rooms from the ‘street’ 

. 
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Curator at the Direction des Musées de France, 
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1. Pontus Hulten, Toutes les Muses, booklet 
published by the Département des Arts 
Plastiques de Beaubourg, Paris, 1975, reproduced 
in Beaubourg et le musée de demain, L'ARC, 
No. 6 3 ,  4th quarter 1975. 

2. Ibid. 

The programme: 
decompartmentalìzatìon as the 
essence of modernity 

In January 1977, a year before the in- 
auguration of the George Pompidou 
Centre (at that time still called 
'Beaubourg'), Pontus Hulten, Director 
of the National Museum of Modern Art, 
outlined the principles on which the pro- 
ject for the Centre had been based. 

We know today that striGt compartmentaliza- 
tion of  art, literature, rcience and l$e is an 
idea which does not belong to oar futare 
world, and that the older institutions are not 
always able to change ... 

Museums will no longer simply be places 
for preserving items which have lost their in- 
dividual, social, religious of public function 
in church, salon or palace, but places where 
artists come in contact with the public and 
where the public itself can play a creative role. 
Where one is closest to creative sensitivity and 
intention is where it is possible for each in- 
dividual to participate in the living reality.' 

The museum is a place of interaction. 

Not only does it make the different arts 
communicate but it inverts the respective 
positions of creation and reception. All 
the works, past or present, bear the same 
message of creative stimulus. The public 
will be an active public. Its approach will 
be affective and emotional rather than in- 
tellectual. 

In its design and architecture, Beaubourg is a 
unique and original attempt to combine the 
different aspects of modern culture and to 
make them accessible in one and the same 
place . . . The memory of a visit to Beaubourg 
will include not only the impression left by 
certain works, such as a painting or a book or 
an exhibition, but also the interplay of reflec- 
tions between experiences, contradictions and 
flashes of inspiration as one moves from recent 
works which sometimes shock or are difficult 
to understand, to older and better known 
works.2 

The initial programme of the whole 
cultural centre building, of which the 
museum - designed to house and ex- 
hibit a permanent collection of works of 
art in only a part-had versatility, 

c_michotte
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floor, of which it occupied half the sur- 
face area, the other half being set aside 
for the BPI. The museum entrance was a 
neutral area bordered on the left by the 
‘wall’ of the Graphic Art Room and at the 
back by the Kandinsky Room. Access to 
the collection was through a side door on 
the right, beside the museum bookstand. 
There was no particular inducement to go 
in and no special sign. Visitors had to 
follow a winding path, as if they were go- 
ing through amaze. The special character 
of the place, with its unusual setting and 
the view over the city, was outstanding, 
and an attraction in itself. The works 
could only be apprehended in their ar- 
chitectural setting. Each object was seen 
as part of a series of related objects. 
Similarly, each work could only be prop- 
erly presented as a point in the whole 
series of exhibits. The museum offered a 
new way of looking at things. The former 
National Museum of Modern Art, in the 
Palais de Tokyo, like most other 
museums in the world, was divided into 
periods, schools and great masters follow- 
ed by disciples or lesser-known artists, 
placing emphasis on the masterpieces. 
This ‘classical’ scansion proceeds accor- 
ding to categories of ‘style’ and ‘in- 
fluence’. It highlights contrasts and 

analogies, divisions and associations. It 
provides the visitor with a hierarchy, and 
a ready-made system of appreciation. 

Pontus Hulten’s approach to hanging 
was aimed at breaking up this system. 
The works were arranged according to 
date of production. Picasso’s works were 
scattered over two floors, a little-known 
Hungarian artist was placed beside 
Derain or Marquet. Visitors selected what 
they wanted to see, and as in the annual 
‘Salons’, styles, genres and personalities 
intermingled. It was an expression of 
creativity in its day-to-day exuberance. 
Originally the exhibits were displayed in 
strict chronological order, year by year, so 
that the work of an artist regarded as 
secondrate or atypical might be pro- 
minently exhibited, whereas before, in 
the traditional presentation, such works 
would always have been relegated to the 
fringe or stacked away in the storerooms. 
The art of the past was to be grasped in 
the same way as living art is wrestled with, 
without being previously labelled or 
marked. Art was presented as a con- 
tinuum, like space and time, like 
freedom. Visitors could select what they 
liked without having to consider 
established names or values, and they 
could have the pleasure of making new 

discoveries. As regards the works 
displayed, familiarity was emphasized 
more than respect. Art was an expression 
of a period with all its diversity and con- 
flicts, and not the concern of isolated and 
extraordinary personalities, labelled by 
art critics or historians. A collective view 
of art was offered, evoking the tone of a 
period, rather than an individualized 
view, dwelling on the work of a particular 
person. 

Lìizear and fragmented putterns 

The chronology unwound like a thread 
through the pathways of a maze, passing 
through a series of interconnected 
squares, often giving onto the glass 
façades. How could a linear scheme be 
fitted into a fragmented area? The task 
was made more difficult by the con- 
straints imposed by donations and the 
need for a certain amount of visual har- 
mony or clarity in a display which would 
otherwise have been too chaotic, and this 
called for a number of rearrangements 
(Fig. 7).  Thus another feature of the cir- 
cuit was a series of almost enclosed areas 
covered by a light canopy (Figs. 8-9), each 
containing the works of one artist. These 
included the complete works of Henri 

8 
The role of velum is to cover, enclose and 
insulate. Velúm brings back the theme of 
segmentation in the space continuum of the 
labyrinth. The ’cubes’ arranged like this 
have the effect of grouping and drawing 
items together. They make it possible to 
present sets of items. Exterior view: Fourth 
floor, North: Paris in the 1950s, 
geometrical abstract art, Vasarély and 
Poliakoff, in the background, the American 
Stankiewitz. 

x 

9 
Interior view: Fourth floor, South, Room 
15, Picasso. 



Gaudier-Brzeska, I891-Ig15, works by 
Robert and Sonia Delaunay and Fran- 
tizek Kupka on the third floor, the 

, ‘lyrical’ works, up to 192 1 of Kandinsky 
on the third floor, geometric works, 
dating from 1922 and his mival at the 
Bauhaus, on the fourth floor; Pevsner, 

meny and Gonzalez were also featured 
the fourth floor. Elsewhere, related 

works were exhibited, as in the case of 
German fixpressionism, of which there 
were few examples in the collections. 
Small paintings of this school were 
displayed, to counter-balance the French 
‘Fauves’, in a side room at the beginning 
of the third-floor circuit, parallel to a 
similar area exhibiting small canvases by 
Manguin, Marquet, Matisse and Derain. 
This formed a kind of detour which the 
visitor could avoid if he 01 she wanted to, 
and pass on directly from the leading 

ubists in the principal 
the south side of the 

fourth floor, the Gonstmctivists, 
Dadaists and Surrealists also had their 
owpa. sections, slightly upsetting the 

maintained absolutely. 
In addition, the size of the works had 

to be taken into account. The large can- 
vases were each hung on separate panels. 
The white surface ¿-“d the painting 
isolated it, like a frame cut out of space. 
This arrangement re-introduced an ele- 
ment of theatrical monumentality, 
removing the painting h m  the rhythm 
of a strictly historical sequence. The same 
applied to a number of large sculptures, 
such as The Shepherdofthe Clouds by 
Hans Arp, which stood out against a 

the south terrace. The object stood in its 
own space, with its own context. Ar- 
chitectural requirements intervened, 
however, diminishing this autonomy. 
On the third floor, for instance, the 
Tnh.te to Blénòt by Robert Delaunay 
was indeed displayed on a separate 

ChrQnQlQgiCal order, Which Could not be 

background of sky and rQOftt0pS beyond 

screen, alone at the foot of the escalator 
leading to the fourth floor, at some 
distance from the Delaunay ROCKCI, and 
visitors going down to the exit on the 
third floor ought to have had a spec- 
tacular plunging view of the work. But if 
they stepped back from it at any point, 
their view was partially obscured by a 
perpendicular screen at the side of the 
escalator to the third floor, SO that 
although it was monumental in its set- 
ting, the canvas could only be viewed 
from close up, in a fragmented way, as 
the visitor moved past it. 

The linear pattern became more and 
more irregular as numerous and frequent 
loans to outside exhibitions were made. 
In order to replace the paintings out on 

loan with others from the reserve stock, it 
was S Q Q ~  decided to establish a chrono- 
logical progression by areas rather than a 
linear sequence, and by periods of about 
a decade rather than a year, thus extend- 
ing &e system by which several years had 
dread7 been grouped together in the 
small side rooms. Was it possible at this 
stage for the ordinary visitor to grasp the 
way in which the paintings were hung 
(Pig. lo)? They were arranged roughly by 
period, stylistic affinity or groups of ar- 
tists, isolating a few personalities here 
and there, less for their importance in 
history than for circumstantial reasons. 
These reasons were not necessarily known 
by the public, being related simply to 
such factors as the number of works 



available by one artist, or a long-term 
loan by Nina Kandinsky, or by Dorothea 
Tanning for Max Ernst, or a donation of 
the kind made by Gaudier-Brzeska which 
laid down specific conditions of exhibi- 
tion. Meanwhile neither Fernand Léger 
nor Picasso nor Braque were treated in the 
same way, and Laurens was almost ab- 
sent, because the whole donation of his 
works had remained at the Palais de 
Tokyo. Gaps and restrictions were a 
serious hindrance to maintaining histori- 
cal objectivity and upholding the princi- 
ple of the Salon, which was everything for 
everyone. 

&pZoded art 

It was in recent years that the need to 
devise a new way of exhibiting works 
became most pressing. With increasingly 
rapid changes in the art scene and the 
constantly growing number of new ac- 
quisitions, the rotation of works speeded 
up much more than in the other parts of 
the musem. In addition, the presentation 
had become deliberately more disor- 
dered, to reflect the wide variety of 
modes of expression and techniques used 
by contemporary artists. Many of the for- 
mats used were non-standard. The dou- 
ble height of the last bay, arranged as a 
mezzanine, had been designed for these 
works but inspired some visitors on the 
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10 
Fourth floor, South: Rationalization of 
space, velum-covered rooms giving onto an 
avenue. Sketch of segmentation by periods 
and artists. On the left: Maillol, Rouault; 
on the right, Lipchitz, Léger and the 
Matisse paintings. 

fifth floor to acts of vandalim, such as 
leaning over the ‘well’ and dropping 
things down it, which damaged a 
number of works. In this area particular- 
ly, contemporary sculpture with its com- 
posite forms and materials was undeci- 
pherable. It clashed with the too highly 
coloured, over-obtrusive pipes and tubes 
and with the view of the city through the 
framework of the façade; it dissolved in 
the complicated surrounding forms. It 
was impossible, for example, to exhibit 
any of Calder’s works here. The spindly 
figures of Giacommetti needed to be set 
against a white background to be seen 
properly. It was impossible to walk round 
the works. 

The redesigning of the north side of 
tbe fourth floor 

The new lay-out of the north side of the 
fourth floor was opened to the public in 
April 1980. In essence it had remained 
unchanged. There was free circulation 
across the whole floor from north to 
south, with a dividing line formed by the 
firebreak in the building, which coincid- 
ed with the historical division made by 
the Second World War. This structure 
was modified, however, by a new syntax. 
Over the years a change had taken place. 
The area of freedom, which had been so 
highly valued initially, was now seen as a 
problem, as it competed with the works 
of art and distracted the attention of the 
visitor. Right from the start concessions 
had had to be made to historical periods, 
and the canopies and closed-off side 
rooms were makeshift ways of introduc- 
ing segmentation and counteracting the 
holistic effect by isolating small restricted 
areas within the general ‘flowing space’. 

On the north side of the fourth floor, 
the new syntax maintained the flowing 
space. There were no walls or canopies 
but the screens on which the paintings 
were hung were massive, reaching almost 
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to the roof and preventing the eye from 
straying beyond them. The works of art 
stood out against a blank white surface 
which tended to counteract the complexi- 
ty  of the architecture above (Figs. 11-12). 
The division into small sections was aban- 
doned in favour of vast open areas. A low 
white dais at ground level separated the 
small Giacomettis from the grey 
carpeting. Each work was given its own 
space so that it could be seen at the right 
distance. An entire aisle was set aside to 

to have its full effect. The side panels of 
the same aisle were devoted exclusively to 
American Abstract Expressionism, with 
pieces by Tobey, Rothko, Pollock and 
Sam Francis. For the recent periods, 
works were grouped according to trends. 
The work of art was thus reinstated with 
its &!all value, through the space allocated 
to it, and through its placement accord- 
ing to aesthetic or historical criteria such 
as the 'family' it belongs ro, the in- 

allow .%??i??g ,forth by Rarnett Newman 

fluences it shows its formal relationships, 
its place of creation or its treatment of cer- 
tain themes. 

Furthermore, the new syntax was aim- 
ed at establishing order. It provided 
visual separations and links between 
periods or groups in large, clearly 
delimited spaces which enhanced the 
concentration and understanding of the 
visitor. The visitor's cognitive capacity 
was reasserted, at the expense of the 
playful wandering originally encouraged, 
when the Centre was feunded. This abi!i- 
ty, which is appealed to here in the same 
way as it is in traditional museums, has to 
be acquired by the visitor after the mind 
and the senses are conditioned by the in- 
ternal spatial arrangement. The redesign- 
ing of the north side of the fourth floor 
reflected in material terms a shift of 
values from recreational to cognitive ac- 
tivity, and from the architectural setting 
to the work of art itself. 

The genera! structure was, however, 

preserved; no space was really closed in, 
the architectural shell was still clearly visi- 
ble, and the spatial unity was maintain- 
ed. Part of the last section rises vertically 
through two floors, making use of the 
fifth floor mezzanine. Although some of 
the windows were obscured by the display 
screens, part of the glass walls remained 
open, looking out over the dty. This sec- 
tion was devoted to living art. As vdue 
judgements were not yet established by 
time or retroactive reconstruction of rela- 
ti~nships, presentation here was wisely 
confined to providing information rather 
than bestowing recognition. The works 
were intermingled, and here again the 
idea of familiarity is linked to the 
permeábility of spaces and external- 
internal interactions. The lesson from the 
past was incorporated in Gae AuBenti's 
new design. Dominique Bozo and the 
curators chose to leave the most modern 
section free, retaining the mobile disphy 
screens. Two types of museography are 

11 
Fourth floor, North, 1977, Place S. Broken up space, diffused and focused lighting. 
The technical structure of the building is clearly visible. Sam Francis, Stankiewitz. 
In the background: Dewasme. 
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therefore to be found side by side in the 
Museum of Modern Art at the Pompidou 
Centre, namely, the transformed fourth 
floor, now reserved entirely for the 
‘historical’ collection up to the end of the 
1960s, and the free, ‘fluid’ museography 
inherited from the previous installation, 
which occupies the third floor, half of 
which is set aside for the works of young 
artists. The entrance. has changed floors 
and is now on the upper floor, at the 
‘historical’ level. 

Baroque and cZassìcal 

According to the original plan, the 
building by Rogers and Piano was design- 
ed inside and out on the same principles. 
The effect produced was one of whole- 
ness, whether we look at the Rue du 
Renard façade with its endless repetition 
of pipes, or at the piazza side, organized 
theatrically around a single motif, the 
escalator. The principle of unity is one of 
the fundamental concepts laid down by 
Wölfflin to characterize baroque art,4 
and consists of a general movement 
within which each component part is 
governed by the organization of the 
whole. In the Pompidou Centre, one 
single movement creates unity among the 
different parts of the building, a single 
inspiration links the different levels, in- 
side and out, and there is the same in- 
terplay of complex forms. The same prin- 
ciple of globality governs the internal 
spatial arrangement of the museum, with 

the ‘flowing space’ we have described. 
Wölfflin’s other concepts would be 

just as valid. His idea of ‘picturdi të  for 
instance, is prominent both externally in 
the east façade (Rue du Renard) and in- 
ternally, so much so that it competes with 
the works of art. Pictaralité was also seen 
in the contrasts of natural lights and 
shades, which varied with the time of day 
and season of the year, reflecting a whole 
range of colours, and the streaks of light 
from the slatted blinds like one picture 
superimposed on another, and the varia- 
tions of artificial wall and ceiling lights 
arranged in different ways depending on 
the position of the picture screens. There 
were so many variations to confuse and 
intrigue the visitor. 

Depth was also applied to the façades, 
where the overhanging sections on the 
sides and back of the building created 
areas of shadow between the pipes, and 
to the inside of the museum, whose 
original design made constant use of con- 
cealments and disclosures. The open 
form principle of this transparant 
building, suspended only by its four 
corners and wide open to the surrounding 
city, was also reflected inside the 
museum, as originally arranged, by the 
free association of spaces, some vast, 
some restricted, which were created by 
the variable modulations of the mobile 
screens. The glass front ‘absorbed’ the 
city and the optical effects made the sur- 
rounding rooftops merge with the works 
of art. The relative O G S C U ~ ~ J ,  the last in 

1 2  
Fourth floor, North, the new installation of 
1981. The panels hide the beams, the space 
has been closed to form an American unit 
and light is reinforced, focusing on each 
work of art. The segmentation is both 
geographical and aesthetic and the visitor’s 
attention is not diverted to other spaces and 
objects. Oldenberg at far left, Sam Francis, ’ 

Stankiewitz, Barnette Newman. 

this series of Wölfflin’s concepts, is also 
seen in illegibility to be found in parts of 
the building. The works it houses are 
discovered, as though by chance, by sur- 
prise, as the visitors follow their winding 
itinerary. 

Beaubourg is so baroque that it even 
borrows from other contexts, annexing 
non-cultural symbols, such as industrial 
forms, and resymbolizing them with 
monumental and theatrical panache, 
right in the heart of Paris. 

In contrast to this, if we sustain the 
baroque analogy, Gae Aulenti’s new 
design reflects some opposites to Wölff- 
lin’s concepts: it is linear as opposed to 
pictorial, it uses explicit and clearly iden- 
tifiable plants, it presents closed forms 
with bright and consistent lighting, it is 
a juxtaposition of parts clearly differen- 
tiated in their multiplicity, each conserv- 
ing its autonomy. Indeed, Gae Aulenti’s 
re-compartmentalization is reminiscent 
of classical art, which is in keeping with 
his belief that ‘Strong architecture must 
be counterbalanced by strong contrast’, it 
is the opposite extreme. Thus we find the 
classical within the baroque, and move 
towards a new type of museum, another 

[ T r u d u t e d f r o m  French] 

concept of art and culture. 

4. Heinrich Wölfflin, Principles of Art History, 
the Problem of Development of Style in Later 
Art, 1927 (English translation: London, G. Bell 
& Sons, 1932). 
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13 
37pieces ofwork, Carl André, 1969. 

veyed by the work. It had to be able to af- 
fect human consciousness through the in- 
termediary of sensual perception. . 

Unfortunately, in the beginning there 
were very few who were able to appreciate 
the complexity of this expansion of the 
artistic concept, because there were so few 
opportunities to grasp what lay behind 
the works through direct contact with 
them. The art of the 1960s was admitted- 
ly greeted as a new phenomenon in the 
evolution of the history of art, but discus- 
sion of its different forms of expression 
essentially remained theoretical and 
abstract. It thus rapidly lost its vital im- 
petus and was unjustly referred to as an 
‘intellectual’ kind of art. The following 
generation of artists concentrated further 
on its formal aspects, which triggered off 
a salutary recovery of the emotional 
dimension by an anti-intellectual 
‘visceral art’ in reaction. The con- 
siderable amount of-space required by 
these works, which seem dry and unap- 
proachable, is to a large extent to blame 
for the fact that the traditional 
establishments felt that they were no 
longer in a position to display them. For 
want of a better solution, temporary ex- 
hibitions make it possible to project the 
material and spiritual dimension of these 
works - but even here technical dif- 
ficulties can pose insuperable problems. 
These are compounded by the fact that 
many artists tend to create their installa- 
tions €or a specific location, i.e. to con- 
sider their work as an integral part of its 
environment; the preservation of the in- 
stallation is then regarded as being of 
secondary importance. As there were 
(and still are) few ‘takers’ for these works, 
because neither museums nor private col- 
lectors have sufficient room (or interest) 
to set up facilities specially to house 
them, and furthermore the artists are in 
no position to store their voluminous 
works themselves, the majority of them 

have disappeared. Frequently they are tists being offset by the volume and spec- 
only known through photographs which tacular nature of the works displayed). In 
provide documentary evidence of the dif- other words, the selection of artists 
ferent installations. and works had to comply with quality 

In order to have its effect art must be criteria that have always been valid, but 
seen. But the physical presence of this only rarely applied to contemporary art. 
type of art, whose essence lies not in its The result was a convincing demonstra- 
thematic approach to an object but in the tion of the power of this art and its 
work as a complex object itself, is par- aesthetic diversity, which defies all 
ticularly important, for it must reach its description of a purely theoretical nature. 
viewer’s consciousness through its impact The restriction placed on the number of 
on the senses. Reproductions cannot works proved to be a positive factor, in 
achieve this, and a temporary exhibition that it brought out, over and above cer- 
can only do so to a limited extent, tain common features, the striking con- 
because these works must be viewed trasts between contemporary forms of ex- 
several times in order to be appreciated. pression which are to be expected of an 
It is for this reason that the primary con- art form which reflects absolute 
ditions required for art to realize its positions. 
potential are both space and time. In Offering a concentrated sample which 
Schaffhausen we have attempted to is the result of careful weighting rather 
satisfy both of these conditions in accor- than a broad panorama that eschews 
dance with the needs of this type of art, value judgements, the Hallen f i r  Neue 
whose claim to the right to representation Kunst may be considered as providing a 
deserves a particularly sympathetic critical alternative to the traditional ap- 
response at the present time. The Hallen proach of many museums. With few ex- 
f i r  Neue Kunst are the fruit of these ef- ceptions, the latter continue to collect 
forts. They have been designed to exert works of art on the basis of conventional 
influence in the long term and serve as a criteria (division into subgroups such as 
manifesto: the significance of the painting, sculpture, drawing; the ac- 
post-1965 artistic movement for the quisition of works by as many artists as 
future was to be made quite clear. The. possible), even for a new art form that ex- 
design of the Hallen implied that the plodes such categories. Furthermore, the 
museum would focus on artists who were generally limited space and financial 
particularly representative of these resources at their disposal more often 
changes in artistic perception, and on than not rule out the acquisition of large- 
those of their works that best expressed scale and genuinely representative works. 
their attitude (the limited number of ar- The result is a frustrating and often 
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14 
Moduhr cubes, 3 sections (sculpture), 1970 
and Isometric Figures (mural), 1981, Sol 
LeWitt. Hallen fer neue Kunst, 
Schaffhausen. 

mediocre set of specimens with nothing 
to attract the visitor's attention. This 
situation is increasingly being remedied 
by means of special exhibitions. These 
make it possible to kill two birds with one 
stone, in that they keep the public 
abreast of new developments and 
movements (which the permanent collec- 

hand attract large numbers of visitors to 
the museum, thus enhancing its reputa- 
tion. However followers ofthis new trend 
often lose sight of the museum's respon- 
sibility both towards the artist, whose 
works are brushed aside at the end of the 
ex!aibition, and towards the public, to 
whom art is presented as if it were some 
kind of variety programme. 

It is thus important to create places 
that encourage art, focal points such as 
the Hallen f i r  neue Kunst in Schd-  
hausen, where the transmitter-receiver 
relationship between the mist and the 
public is allowed to come into operation. 
By choosing to concentrate on spatial art, 
the Hallen fiir neue Kunst have opted for 
only one variant, albeit a highly desirable 
one, of a model that could serve for other 
forms of artistic expression. A variety of 
such centres of artistic activity could do 
much to deepen the public's awareness of 
art. Provided art is not being used to 
justify the museum's existence as an in- 
stitution but that the museum (or 
whatever else it might be called) is work- 
ing to promote the interests of art, such 
an idea would be entirely feasible. If exis- 
ting museums are no longer capable of 

tions do not really do), and on the other 

meeting art's needs, others must be 
created which will be more in tune with 
new developments. 

This is where the Hallen fiir Neue 
Kunst come in. They owe their existence 
not only to enthusiastic commitment but 
to a very fortunare coincidence: on the 
one hand, the existence of the vast CRX 
collection, a private Swiss collection 
specializing in works of art from the 
1960s and 1970s, and on the other hand 
the acquisition by the municipality of 
ShafWlausen of a disused textile factory 
for which it had no immediate use. These 
vast, functional industrial premises built 
in 1913 are ideally suited to the display of 
large-scale spatid works. A surface area 
of 5,000 m2 was sufficient to install 
representative compositions of 11 artists 
(Gr the time being), in such a way that 
each of them could interrelate with the 
surrounding space and with the other 
works in its own way. 

The space was divided into storeys 
which ran the whole length of the 
building, being broken only by pillars, 
and the architectural alterations dictated 
by artistic display requirements took ad- 
vantage of the building's strong points 
and imphasized them. The light coming 
through the glass roof is now reflected on- 
.to the walls. This is ideal for Ryman's 
white paintings, which need light to 
bring them to life. In order to provide the 
8 metre-high wall required for Beuys's 
voluminous installation Das Kapital, 
part of one floor level had to be removed, 
which not only served the cause of art but 

15 
Instahtion, Robert Ryman. 
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relieved the monotony of the building’s 
strictly layered structure. The number of 
partitions decreases from the top to the 
bottom floor for reasons of exhibition 
layout and lighting, and this factor, like 
the works of art themselves, helps to give 
each floor its own character. It is impor- 
tant that these points should be stressed, 
to make it clear that there was never at 
any time an attempt to recreate the 
pretentious architectural style of a 
museum. The only concern was to find 
spatial solutions for specifically artistic 
problems. It was fortunate that artistic 
and architectural responsibility were en- 
trusted to one and the same person, Urs 
Raussmiiller, as this was the only way of 
guaranteeing unity of design with a 
minimum of problems and expense. 

16 
Instalation Hallen für Neue Kunst, 1984, 

Bruce Newman, Schaffhausen. 

This unity of art and architecture, as it 
is perceived by the visitors at the Hallen, 
creates an atmosphere that increases their 
receptiveness to the works of art. The art- 
ists’ obvious seriousness is underlined by 
the simplicity of the interior design, 
which in many museums competes with 
the works of art for visitors’ attention. 
The artists themselves reacted very 
positively to these surroundings which 
suited their purposes so well, and this is 
reflected in the remarkable density of 
their works. As the majority of them 
came to Schaffhausen in person in order 
to assemble their works, we can say that 
for all practical purposes the exhibition is 
as the artists wished it to be. Their com- 
mitment to the undertaking is made par- 
ticularly clear by their offers, in order to 
present a ‘rounded’ picture of their work 
in all its complexity, to supplement the 
Crex collection by personal loans of other 
work. Thus it is clear that the artists 
themselves never saw the Hallen fiir Neue 
Kunst as a ‘Crex Museum’, as it is 
sometimes called, but more generally as 
a centre of artistic creation. This cor- 
responds exactly to the spirit of the 
Hallen, which we never meant to serve as 
a showcase for a particular collection. 

More than anyone else, Robert Ryman 
has helped to give the Hallen fiir Neue 
Kunst a unique reputation world-wide 
for its presentation of his work (Fig. 13). 
His fifty canvasses, covering a period of 
nearly 30 years, confirm his position as 

one of the major painters of this century. 
Only a general view of the whole of his 
work, with its own internal logic, will give 
any idea of its amazing breadth, con- 
sisting as it does o€ individual items 
which are so restricted in their formal 
presentation (rectangular pictures in 
white). Direct contact with the ‘living’ 
work is essential in order to avoid inter- 
preting the process of reduction which is 
involved as no more than the application 
of a theoretical principle and to under- 
stand it as concentration on the act of 
painting itself and on everything that 
goes to make up a painting. Robert 
Ryman and Robert Mangold are the only 
‘painters’ represented in the Hallen fiir 
Neue Kunst and they both go a great deal 
further than the traditional idea of pain- 
ting. Their canvasses are also ‘objects’ 
that extend beyond the edge of the pic- 
ture, relying on skilful use of the wall as 
foil for their maximum effect. 

The example of LeWitt, like that of 
Ryman, shows how theories can lead to 
misunderstandings when propounded by 
someone who has not been able to see the 
works themselves (Fig. 14). The fame of 
his ‘Paragraphs’ and ‘Sentences on con- 
ceptual art’ is such that he, even more 
than the other artists of his generation, 
has been seen exlusively as a theoretician 
of art whose works were considered first 
and foremost as demostrations of his 
theories. The considerable diversity of 
the works exhibited in Schaffhausen 
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Das Kapital, 1970-77, Joseph Bengs. 

18 
Metamorfosi 13S8/1384, Yansk Mounellis. 

shows how mistaken this view is: each of 
his works astounds the visitor by its 
freshness and sensuality, and their logical 
analysis.as a system of serial variations on 
a formal vocabulary of elementary 
geometry derived from the cube does 
nothing to convey their sheer physical 
force. This also applies to the 'minimal' 
artists, Judd and Andre. Their very 
spatially oriented works literally come to 
life when they are perceived which for 
Carl Andre, is a process which em- 
phatically transcends the visual (Fig. 15). 
His sculptures, which one enters as ifthey 
were rooms, trigger off a physical ex- 
perience of art whose immediacy is un- 
precedented; it is now possible to relive 
this experience in Schdfiausen thanks to 
the ~ U ~ O U S  'Guggenheim Piece' made 
up of 1,296 metal plates using six dif- 
ferent metals. 

Bruce Nauman definitely makes art as 
experience the subject of his WO& (Fig. 
16). Using methods based on the 
psychology of perception as well as the 

most varied media and materials, he 
creates finely judged situations which 
produce specific sensations and associa- 
tions. With his conception of art as a 
means of expanding human con- 
sciousness, he stands closest to the Euro- 
pean artists, the most substantial and - 
thanks to his exploitation of all possible 
means of communication -the most 
spectacular ofwhom is Joseph Beuys, who 
has made it his'aim to demonstrate the 
function of art in cletexmining individual 
attitudes. Beuys' concentrated and corn- 
plex installation Das Kapitd, which is ex- 
hibited in the Hallen f k  neue Kunst, ex- 
presses this holistic approach to art with 
its call for awareness ofone's own creative 
potential in the context of a society in 
need of change (Fig. 17). 

Perhaps the (permanent) exhibition at 
the Hallen f i r  neue Kunst makes even 
clearer than before the differences be- 
tween European and American ap- 
proaches to art described above. Con- 
fronted with the firmly cultural stance of 

the Europeans, for instance, an artist like 
Judd reacts by making 'specific objects' 
with no technical connotations, while 
Kounellis in particular reacts to the 
American lack of 'h is t~~ical  background' 
in an installation based to an extreme 
degree on geographical and architectural 
context with a mystical allusion to the 
dominant cultural tradition (Pig. 18). 
References to the past in order tQ throw 
light on the present (particularly a " g  
the Italian artists) take the form of a pro- 
fusion of extremely imaginative and ex- 
pressive pictorial variations. The dense, 
literally energy-laden situation that 
Mario Merz has created from h n d m e n -  
tal cultural stmctures such as house (ig- 
loo), table, light (neon), etc., is full of 
references to the archaic and to the 
elemental principles of an order based on 
nature (Figs. 19, 20). Here the concep- 
tion of art as the principle underlying all 
creative action and as symptomatic of a 
social situation has been made quite 
obvious. 
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Installation, Mario Mer2 

20 
Architettura fona’ata dal 

tempo/Architettura rfondata dal tempo, 
1977, Mario Merz. 

The Hallen fiir Neue Kunst present a 
variety of approaches to the question of 
art and society. The most obvious is that 
of the artists themselves, for whom the 
issue of the interdependence between art 
and society was in the 1960s the point of 
departure for a new definition of art’s 
function and its renewal as such. 
However the Hallen also represent the 
standpoint of the sponsors and sup- 
porters to whom this private museum 
owes its existence. If art is to be able to ex- 
ert the influence to which it legitimately 
aspires it must have access to the public, 
and the Schaffhausen Association of 
Friends of Contemporary Art has been 
formed to ensure that such access is 
available. Its members believe that in the 
last analysis it is only private initiative 
that can achieve the broader public 
awareness of contemporary art which is so 
greatly to be desired. It is by no means 
idealistic to believe that art can get things 
moving, nor is it fanatical to assert that 
art is one of the most important catalysts 
of individual awareness. Art has always 
been a guarantor of freedom of thought 
and action in a society governed by con- 
ventions and our spoonfed society, with 
its paucity of spiritual values and abun- 
dance of leisure time, will always benefit 
from confrontations with creative 
behavioural models. 
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of CycZudic d CZussicaZ Art 

ElRoy Quenroe 

An architect living and working in Baltimore, 
Maryland, United States. Before establishing his 
own design firm, Quenroe Design Associates, he 
was staff exhibition designer for the National 
Gallery of Art. While there he worked on such ex- 
hibitions as ’The Splendour of Dresden’, ‘The Eye 
of Thomas Jefferson’, ‘Rodin Revisited’. Most 
recently he has completed the exhibition installa- 
tion of ‘Silver Treasure from Early Byzantium’, at 
the Walters Art Gallery in Baltimore. He and his of- 
fice are presently working on the reinstallation of 
the permanent collection for the Walters Art 
Gallery and also the reinstallation of the Chrysler 
Museum in Norfolk, Virginia. 

The commission to design the exhibitions 
of the new Goulandris Museum of 
Cycladic and Classical Art in Athens, 
Greece, was an extraordinary opportuni- 
ty. The collection, itself is perhaps the 
most renowned collection of its kind and 
with it came the possibility of working in 
a beautiful and exciting country. The task 
at hand was a very large one and for this 
project, the designer teamed up with Mr 
Gordon Anson, lighting and exhibition 
designer for the National Gallery of Art 
in Washington, D.C. Working condi- 
tions were extremely favourable, under 
the close but amiable supervision of Ms 
Dolly Goulandris. However, the roman- 
tic visions of languid days sketching ex- 
hibition plans on the shores of some 
volanic island in the Aegean soon faded 
as the complexities of designing and in- 
stalling a new museum became realities. 
It became immediately apparent on our 
very first site visit that there were going to 
be rigorous challenges ahead. 
i The first problem faced was the result 
of an all too familiar sequence in a 
museum building project - the museum 
shell was nearly completed before the 
designers were asked to join the museum 
design team. An experienced exhibition 
designer has a wealth of experience about 
how museums actually work and can pro- 
vide not only invaluable insights into the 
economic and practical aspects of the 
design, but also interpretations of the 
specific demands a particular collection 
will make on the building. The primary 
function of the public areas of a museum 
is to display, and this requirement can be 
forgotten or overlooked by architects, 
who easily become concerned more with 
the practical and personal aspects of the 
building design than with presentation 
aspects of the museums collections. Far 
too often a new or renovated museum 
opens with little input from the staff or 
people who now must work within the 
space, only to find that the spaces are not 

suited to display the very objects for 
which the structure was constructed. 

The problems were not so acute for this 
museum which had been commendably 
designed by an Athens architect to pre- 
sent a bold, striking façade to the street. 
Because the museum is situated just off 
the main thoroughfare between the 
Benaki and Byzantine Museums, this 
bold face was a masterful stroke, drawing 
the visitor up the small street to it and. 
distinguishing the museum from its 
townhouse neighbours. The design also 
takes maximum advantage of the small 
enclosed urban site by providing the 
maximum number of floors for the 
building height allowed by the local 
building codes. Thus, the architect, was 
able to provide five floors of museum ex- 
hibition space and a basement for sup- 
port services and a parking garage. In ad- 
dition, two apartments were provided on 
the upper two floors. 

To provide this economical provision 
of space and to keep the resulting floor 
areas as free from column as possible, a 
reinforced concrete slab and beam con- 
struction was used. This construction 
meant, however, that the ceiling height 
from the concrete floor to the bottom of 
the beamed ceiling (before the addition 
of lights, air-conditioning ducts, sus- 
pended ceiling, etc.) was 295 cm (9 feet 
8 inches). A ceiling height of 10 feet is 
usually considered the minimum floor- 
to-ceiling height for a museum space, 
and 12 feet is preferred for this type of 
collection. This height allows for the 
placement of lighting fuctures to provide 
lighting angles adequate to light in-case 
objects but still avoid viewer shadows on 
the case. In addition the greater height 
allows a cushion of vertical space to help 
relieve the discomfort people experience 
when confined to a small space (the 
museum was eipected to draw large 
crowds). Without examining the pro- 
blem further we conceded that the ceiling 
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24 
The dark blue and brown fabric brings out 

the form and colour of the marble figurines 
and vases. 

could work (had to work!) if minimal size 
light fixtures were used. The process oE 
exhibition organization and layout began 
with the curators, P~ofessors Christos 
Duoumas and Lila Marangou, charming 
and intelligent scholarly friends of the 

The initial layouts were completed 
after a few arduous days and late nights of 
work in Athens. Ir was not until then that 
we had our next design shock. The 
building engineer had called a meeting 
to discuss the mechanical systems of the 
museum. As the system was carefully 
engineered to supply the acceptable 
limits of temperature and humidity, he 
was concerned about the extra load plac- 
ed on the air-conditioning because ofthe 
lighting. At this meeting it was 
discovered that with the addition of air- 
conditioning ducts running below the 
concrete beams and ceiling rhat rhe floor 
to ceiling height was now about eight 
feet! Subtract an additional 1 5  to 20 cm 
for the suspended ceiling and the situa- 

collection. 

tion was untenable. To hang light fix- 
tures from this low ceiling would produce 
areas of 150 watt ih."ion only a few 
inches above the viewers' heads. 

The question of ducting suddenly 
became &e guiding issue of the exhibit 
design as we all had to step back and 
reassess the best steps to take to minimize 
the negative impact of this necessary 
mechanism. It was finally determined 
that with careful rerouting of the duct- 
work and modifications to the layout, the 
ducts could be strategically mn around 
the perimeter of the room, where wall 
cases could be inserted under the lowered 
duct space, or the ducts placed along the 
tops of temporary walls. 
had to pass through an exhibition space 
or room, the flQQr plan was modified to 
provide a lower bulkhead or ;a doomay at 
these points. 

With this quandary mechanically set- 
tled, we were still concerned about the 
adverse ramifications of the ceiling 
heights and the relatively small area to 
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display the objects. When the Cycladic 
collection had been shown in Washing- 
ton at the National Gallery of Art, a floor 
area of approximately 3,000 square feet 
was utilized. In Houston 4,000 square 
feet had been used. At the new museum 
the same collection (with notable addi- 
tions) had to be housed in a little more 
than half that area. It was obvious that as 
open a plan as possible would be neces- 
sary, offering see-throughs and long 
vistas where attainable. The space and 
the collection, as well as the air- 
conditioning ducts, dictated that 
perimeter wall-recessed cases should be 
used. However, the areas under the cases 
could be left open, allowing the flooring 
(carpet) to run under them, expanding 
the visual, if not usable, floor area. 

The Cycladic collection offered 
possibilities for many layout formats. Ex- 
act information about the civilization 
that had produced the magnificent carv- 
ed figurines of this collection is still large- 
ly elusive. The dating of the objects of the 

Cycladic period and specifically from this 
collection, has been by necessity limited 
to establishing large time periods from 
several hundred to a thousand years. 
Even though archeologists are discover- 
ing more and more about the Cycladic 
civilization, the function and symbolism 
of these objects is still very much a matter 
of conjecture. Therefore we and the 
curators decided to treat them as the ob- 
jects of wonder that they are. A 
chronological schema was adhered to but 
as most of the objects come from a single 
age grouping, a strict chronological 
placement of the bulk of the collection 
was not required. The most important 
aspect of the display should be to em- 
phasize the forms clearly, providing the 
necessary ‘impact’ space for each piece to 
be appreciated individualy, and yet to 
encourage the comparision of forms from 
one object to the next. 

To facilitate this, the case design was 
kept very simple, with a minimum of ex- 
tra detail other than that necessary for the 
function of the case. Much to everyone’s 
delight, forays to the agora of Athens 
revealed a readily available Greek suede 
which proved to be the least expensive 
alternative for case coverings. This 
material, presented in dark blues and 
browns, provided a dramatic backdrop 
for the figurine and marble vessels, allow- 
ing the shapes to be read and experienced 
immediately (Fig. 24). The textured sur- 
face of the suede had the additional effect 
of contrasting with the surface of the ob- 
ject, highlighting the smoothed patina of 
one, drawing attention to the maker’s 
tool-marks on another. The drama of the 
scene was reinforced by painting the walls 
in darker colours to complement the 
suedes. 

Leading the way in museum innova- 
tion in many ways, the lighting of the 
museum utilizes equipment recently in- 
troduced to the European market by 
Concord Lighting Inc., a manufacturer 

from England. The interiors of the cases 
were lit by a fluorescent warm white bulb 
with extremely small low-voltage track 
fixtures. The low profile of these fatures, 
able to fit into a space of 17 cm, was the 
perfect solution to the problem of in- 
terior lighting in cases, the tops of which 
were already very near to the ceiling line. 
These fuctures, called ‘Lytespan Micro- 
Optic’, are composed of individual lamp 
housings which share a remote transform- 
er. Powered by attachment to a low-pro- 
file track, this system allows total flex- 
ibility. in the lighting of case interiors 
similar to the traditional ceiling track 
systems. 

This combination of fluorescent bulb 
and low-voltage lamp in the track fucture 
allowed for the overall ambient wash of 
light for the case and also for the controll- 
ed spotlighting of individual figures and 
objects. Another major advantage of the 
dual use of fluorescent and low-voltage 
lamps is the excellent colour rendition 
with low heat and long lamp life, allow- 
ing for overall display continuity with low 
maintenance. In addition, the new 
’Targa’ series of low-voltage incandescent 
ceiling track lighting, also by Concord, 
was used for surface and accent lighting 
to aid in the lighting and overall colour 
rendition. 

It is hoped that the overall effect is one 
of wondèr and mystery, that the viewer 
will not only enjoy these objects of an an- 
cient civilization as art but will also 
become personally involved in divining 
the hidden meanings behind these fig- 
ures. The largest of the idols is approx- 
imately 1,4 meters tall, and is placed so as 
to greet the visitors as they turn a corner 
of the exhibition. One of the significant 
additions mentioned previously, this im- 
posing figure was to have its public début 
at the museum’s opening. Evocatively 
placed in its own crystal ‘throne’ sur- 
rounded by his ‘court’ of lesser sentinels, 
one can conjecture a myriad of scenarios 

. 

, 
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about this idol, and about the 
significance it held for the people who 
carved it, any one of which could be cor- 
rect (Fig. 25). 

Because of the importance of the 
Goulandris Cycladic collection, the 
Classical portion of the collection (com- 
prised primarly of objects and vessels 
from the sixth to the fourth century B.C.) 
has taken an undeserved back seat to the 
Cycladic, for here, too, the collectors 
have shown remarkable connoisseurship 
in selecting objects of great beauty and. 
scholarly importance, covering the realm 
of Greek classical art. The voluminous 
research done on these periods of Greek 
civilization and the diligent study and 
dating by Professor Lila Marangou made 
it easy to organize this collection into 
strict chronological and geographic units, 
and it was indeed the desire ofthe curator 
to organize the exhibition likewise. From 
a designer’s viewpoint this can be seen as 
a problem, the exhibition manifesting 
itself in the shape of a single, continuous 
case sunning around the perimeter of the 
exhibition room, its contents in painstak- 
ingly chronological order! At the cost of 
new gray hairs and heated discussions 
over glasses of Ouzo, however, a com- 
promise was reached, and the resulting 
display incorporates a chronology allow- 
ing for the highlighting of certain objects 
and the grouping and rearrangement of 

others to produce a lively survey of the 
classical arts (Fig. 26). 

The same case design format was ad- 
hered to on this floor to provide a design 
continuity with the lower Cycladic floor. 
The physical contraints were the same as 
the Cydadic floor as well (both exhibition 
areas are of exactly the same dimensions) 
and the floor-plan is of necessity very 
similar. Colours here were kept light, 
however, in the range of warm earth 
tones, to complement and contrast with 
the earthen tones and pointing§ of the 
objects. The display of the bronzes is 
especially effective. This fine grouping of 
Archaic and Hellenistic bronzes, donated 
by the private collector Mr Lambros Ey- 
taksias, had acquired a green glow of 
patina. When contrasted with the warm 
colours ofthe walls and fabrics, the depth 
and drama of each piece was an added 
bonus for the exhibit. 

The lighting system in the Classical 
floor was similar to that of the Cycladic 
collection. The overall ambient light 
levels here W C K ~  increased, however, 
through the use of more exterior track 
lighting using both low-voltage and 
regular-voltage fixtures. 

The presentation of factual informa- 
tion about the objects in this collection 
was a paramount concern for both 
designers and curators. The mystery of 
the Cycladic civilization notwithstand- 

ing, a great deal is known about this era 
and the presentation of this material was 
essential to the museum’s overall god of 
educating both the Greek public and the 
foreign tourist. With the assistance of 
Matsourakis, an Athens-based graphic 
design group, a format which incor- 
porated an angled label shelf for each case 
was established. This label shelf rises 
from the bottom edge of the case and all 
essential information is presented on it 
without allowing the text to interfere 
with the appreciation of the object itself. 
Additional and more lengthy texts were 
also required to establish important ar- 
chaeological points or to highlight certain 
groups of objects, and these were rear 
silkscreened on planes of acrylic attached 
to the walls. Less likely to be harmed by 
us and easily changed if necessary, these 
clear planes allow h e  colour of the walls 
to show thrQUgh, providing architectural 
continuity while presenting the necessary 
information. 

It was the desire to share and to inform 
which was the overriding mission behind 
the establishment of the museum and 
which had become the mission statement 
for the exhibition design as well. During 
the process of acquiring this collection, 
the Goulandris family maintained the 
objects on display in their Athens home. 
Always interested in the furtherance of 
information about and appreciation of 
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Greek arts, they opened the collection to 
both the scholar and the interested 
tourist. It was therefore very important to 
the family that the public presentation of 
their collection be scholarly and exciting, 
interesting and challenging for local 
Greeks or tourists, adults or children, all 
of whom have had a special place in the 
design process from the beginning. An 
on-going test of presentation was always, 
‘can the children see it and appreciate its 
significance?’ The exhibition was given 
the ‘test’ shortly before the official open- 
ing of the museum to the public. A child 
of the Goulandris family was making the 
tour, and coming upon the small seated 
Cycladic figure holding a cup, the child 
raised his hand in toast. ‘Stin Hygeia 
Sou’, he said solemnly, ‘To your very 
good health’. 

26 
ElRoy Quenroe and Gordon Anson study 
the placing of a funeral stele in the classical 
art collection. 

25 
The large figure or ‘idol’ in its setting. 

27 
The classical art collection is set off by 
bright colours against warm browns. 
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Born in 1944. Studies in classical archaeology and 
classical philology in Berlin, 1964-69; Associate Ex- 
pert in the Numismatology Department of the 
Staatlichen Museen, Berlin, 1969-71; Director of 
the Winckelmann Museum, Standal, 1971-82; 
since 1982, Director of the antiquities collection 
and the Pergamon Museum; 1978-83, Chairman of 
ICOM’s International Committee for Literature 
Museums; 1985, Member of the International 
Committee of History and Archaeology. Editor of a 
large number of ICOM publications, 1978-82, of 
the ‘Beiträge der Winckelmann-Gesellschaft‘ from 
1974 (13 volumes) and the annual Mitteilmgen der 
Winckelmann Gesellxcbaf . 

28 
Courtyard of the Pergamon Museum in 
Berlin, with new entrance hall. 

Among the many museums in the capital 
of the German Democratic Republic, the 
Pergamon Museum has a particularly 
strong public appeal. In 1985, nearly 3 
million visitors from all over the world 
came to see its five collections. When in- 
augLirated in 1930, the museum was used 
mainly to house Greek and Roman collec- 
tions and a collection of Near Eastern and 
Islamic antiquities. After the Second 

ar, with the reconstruction of 
Germany and the return of works of art 
transported to the Soviet Union for safe 
keeping, it was extended CO include East 
Asian and folk art collections. The 
museum’s attraction for large numbers of 
international tourists, as well as visitors 
from Berlin and other parts of the Ger- 
man Democratic Republic may be at- 
tributed to its sDacious rooms. some of 

and the outstanding works of art on 
display in them. The pergmon Museum 
was designed by the architect A. Messel 
(1853-1909). After many changes of 
function, it was used for reconstructions 
of Greek, Roman, Near Eastern and 
Islamic architecture, which served as a 
model for later museum projects and still 
give the Pergmon its reputation as one 
of the WQE~I’S  leading museums of ar- 
chitecture. 

The antiquities collection, housed in 
the three vast central halls lit from above 
by natural light, contains partid and 
complete reconstructions of Greek and 
Roman architectural works. Great care 
was taken in these reconstructions to 
reproduce the original interrelationship 
of individual architectural elements, 
enabling the visitor the experience the 

Y 

which have recently been remodelled, dimensions and proportions of antique 
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architecture. For example, the hall of 
Graeco-Hellenistic architecture (height: 
17.2 m) contains reconstructions of the 
two columns from the mighty Temple of 
Athena at Priene and sections of the 
monumental altar forming part of the 
temple. The lower part contains 
fragments of the original, while the 
original upper parts (capital and cornice) 
remain at eye-level for close inspection 
and are replaced in the reconstruction by 
casts. This principle was consistantly ap- 
plied in the partial reconstructions. There 
are also complete reconstructions such as 
the almost 17-m high market gate of 
Miletus (120 A.D.), rebuilt from large 
numbers of original fragments with mar- 
ble and reconstituted-marble additions. 
A further example, housed in the second 
of the three central halls, is the western 
end of the altar of Pergamon (180-160 
B.C.), with its wide flight of steps and in- 
set frieze of gods and Titans (Fig. 29)  The 
museum offers an almost unequalled op- 
portunity for visitors to study the basic 
structures of antique architecture, its pro- 
portions and its decorative devices, and to 
form an idea of the original dimensions 
of the religious and secular edifices of an- 
tiquity. Large new information boards, 
with text, illustrations, cross-sections, 
ground plans and models of ancient 
towns such as Pergamon and Miletus, 
help the visitor to understand the prin- 
ciples of antique architecture. Each 
building thus forms part of an infor- 
mative whole. It may be observed that 
antique architecture, especially when 
presented in this way and notwithstan- 
ding its contrast to modern architecture, 
is optically particularly ,accessible to 
visitors, partly because it gives them a 
sense of familiarity conveyed by the many 
architectural ground plans, structural 
elements and decorative forms based on 
antique models to be found in European 
architecture from the Renaissance 
onwards. 

When the newly built museum was 
opened in 1930, two narrow entrances via 
the side wings were the only means of ac- 
cess to the exhibits. Since 1982, however, 
in accordance with the original plan, 
visitors enter the museum via the re- 
designed courtyard, passing through a 
new entrance hall and the two foyers in 
the central hall containing the Pergamon 
altar. The entrance hall was necessary not 
only to provide .adequate space for the 
essential functions of a modern museum 
but also to provide the information ser- 
vices for visitors and the two lecture 
rooms used for introducing permanent 

and temporary exkbitions. The new dis- 
plays in the two foyers also have an in- 
troductory function. Outstanding ex- 
amples of antique and early Greek 
architecture are accompanied by infor- 
mation boards with photographs of ex- 
cavations, drawings and texts that, 
together with the objects themselves, 
provide an introduction to the 
chaeological work carried out by the 
Berlin museums since 1875 in Olympia, 

29 
Reconstruction of the west side of the Zeus- 
Athena altar at Pergamon, central hall of 
Pergamon Museum. 

Samos, Pergamon and other Greek cities 
on the coast of Asia Minor. In addition to 
the history of the excavations, the visitor 
is given a brief introduction to the history 
of the cities of antiquity. 

Antique architecture forms only part 
of the Pergamon Museum's Greek and 
Roman display, which covers a total area 
of about 6,000 m2. On the main floor of 
the 'north wing the collection continues 
with the antique sculpture rooms opened 
in 1983. Almost two years were spent on 
the restructuring of these rooms and the 
laying of natural stone flooring. Many of 
the antique sculptures have been placed 
on new, individually hewn sandstone 
bases: the sculptures and busts are fre- 
quently placed on the detachable upper 
portion of the display pedestals so that 
they can be removed for temporary ex- 
hibitions. 

From the conceptual and organiza- 
tional point of view, the new layout was 
based on the principle that sculpture, as 
one of the main art forms of antiquity, 
provides perhaps the most striking ex- 
amples that exist of the originality and 
evolution of Greek art in general. The 
Greeks realistic representation of the 
human form became an essential feature 
of European - and to some extent non- 
European - artistic development. In 
spite of varying and sometimes conflict- 
ing artistic trends, it remained a living 
tradition in twentieth century art and still 
offers permanent access to a historical 
period that will stand as a model for all 
time. 

The visitor's contemporary social and 
educational context was also taken into 
accmnt. It was assumed that today peo- 
ple are less familiar with the Greek and 
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30 
Greek burial reliefs, 
sculpture collection. 
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Roman civilizations than they used to be, 
and that traditional institutions, par- 
ticularly schools, are less oriented towards 
imparting classical knowledge than they 
were in the past. For this very reason, to- 
day's museum of antiquities has a new 
educational function, a new potential 
and a receptive audience in the younger 
generation. 

The new exhibition of antique 
sculpture covers almost a thousand years 
of artistic development and highlights its 
special impact in terms of the discovery 
and representation of the human from 
the Archaic period (seventh and sixth 
centuries B.C.) to the late Roman period 
(fourth century A.D.). 

It forms a chronological sequence, with 
each of the main periods in the develop- 
ment of antique art and history presented 
as a compact whole. 
less emphasis is placed on chronological 

Room 3 of the 
artistic development (i.e. the dating of 
items to within a decade through the ap- 
plication of modern techniques to 
classical archaelogy) thaw on revealing 
typical aspects of an era by selecting Ley 
themes and thus arousing the visitor's in- 
terest. 

The bright new exhibition rooms have 
the added advantage ofenhancing the in- 
trinsic artistic properties of each 
sculpture. The informal, asymmetrical 
arrangement brings out the characteristic 
restraint of Archaic sculpture and the 
lively qualities of pieces from the 
Hellenistic period. 

The exhibition begins with large-scale 
early works from the s k t h  century B.C. 
and a few representative sculptures from 
the seventh century, to give m idea of the 
previous stage of development. The first 
room is dominated by Archaic Rzlroi, 
statues of young men, and the second by 
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series of rooms, for instance, is devoted 
largely to Greek funerary reliefs (Fig. 30) 
Pre-archaic works are displayed, and the 
visitor can follow their artistic develop- 
ment from low relief to the representa- 
tional, almost free-standing works of the 
fourth century B.C. The dominant 
theme, however, is burial rites and the 
cult of the dead. In the centre, various 
types of antique relief work have been 
juxtaposed to give the impression, for ex- 
ample, of a family grave on the burial 
road in Athens. In other words, the 
display is modelled on the original con- 
figuration dating from ancient times. 
The various kinds of relief can therefore 
be clearly related to particular groups in 
Greek society. 

In a few instances other art forms such 
as vases, terracotta work and bronzes have 
been added to the display of antique 
sculpture. For example, the lecythi 
(painted vases with a white background) 
used in burial rites vividly depict ancient 
ideas about this life and the hereafter, 
and add to our knowledge of burial 
customs. The visitor is thus offered 
several different levels of reference and 
can either respond to them all or select 
particular point of interest. In addition to 
the artistic and aesthetic impact of in- 
'dividual works, information is provided 

Greek votive reliefs, ~~~m 4 of the 
sculpture collection. 

Rorai, enchanting representations of' 
young girls and women and godlike 
figures characteristic of the period. The 
former practice of grouping exhibits on 
the basis of scientific principles and 
schools of Archaic art has been abandon- 
ed in favour of a thematic approach: 
directing attention to the function of a 
pïéce of sculpture as a gravestone, a votive 
offering or a memorial statue, and to the 
extremely wide range of expression of Ar- 
chaic art, as reflected for instance in 
smaller works of sculpture. 

The Classical and post-Classical 
periods (fifth and fourth centuries B.C.), 
with their new approach to the human 
form during the heyday and subsequent 
crisis of the Greek city-states, have also 
been organized along thematic lines, so 
as to introduce some kind of order into 
the profusion of statues, busts, friezes, 
gravestones and votive reliefs. The first 



on the ways of life and the prevalent ideas 
of ancient times, so that only a few ex- 
planatory legends and diagrams are 
necessary. An impression of interrelated 
images is created by the way in which the 
works are arranged. Of course, such a self- 
contained panorama can only be created 
with a large and varied collection of 
original Greek burial reliefs such as the 
one at the Pergamon Museum, ranging 
from slender Ionic single-figure steele to 
multi-figure reliefs depicting the dead 
and the bereaved in an atmosphere of 
poignant yet restrained mourning, and 
largescale works in high relief whose in- 
dependent architectural setting is in most 
cases missing. Little temples such as these 
are, however, depicted on contemporary 

- vases, so that the original framework can 
be reconstituted from the vase paintings 
in the exhibition. Greek votive reliefs also 
form a separate display. The whole spec- 
trum has deliberately been presented, 
ranging from the masterpieces of Attic 
high art to the lowly offerings of minor 
craftsmen (Fig. 31).  

Another large group of rooms contains 
a collection of masterpieces by prominent 
artists of antiquity, preserved in the form 
of Roman reproductions (Figs. 32-34) .  
They are not presented as examples of 
contemporary Roman taste but, in most 
cases, as lost masterpieces showing the 
development of Greek art. This approach 
had implications for the restoration pro- 
cess: ancient or more recent additions 
shedding little light on the Greek 
original (or even obscuring it) were 
removed. However, in another part ofthe 
display of the Berlin collection of anti- 
quities, restoration work reflecting the 
tastes ofthe past two centuries is perfectly 
at home. For example, the rotunda ofthe 
Berliner Altes Museum, built by Carl 
Friedrich Schinkel and opened in 1830, 
was originally designed as a kind of Pan- 
theon. Since 198Q, ancient statues of the 
gods can again be viewed in a fine setting 
inspired by Schinkel’s original layout. 
The systematically decorative presenta- 
tion seeks to adhere as dosely as possible 
to the taste of Schinkel’s day, leaving the 

restoration work intact. 
An adjoining display is devoted to 

Hellenistic art dating from the third to 
the first centuries B.C. §everal large 
pieces of sculpture reflect the new stylistic 
trends and modes of expression used to 
represent the human form in this period, 
seen in works of art commissioned by the 
courts of the realms governed by the 
Diadochoi. Individual themes, such as 
representations of the ruler, have been 
singled out as typical of the period. The 
Prometheus group is assigned to this 
category, since the figure of Heracles is 
also a portrait of the ruler, revealing 
something of the taste for allegory 
prevalent in this period. References to 
social issues and representations of pover- 
ty  and exploitation are also discernible in 
the Hellenistic sculpture display. 

The main itinerary comes to an end in 
the hall of Roman art (Figs. 3 5 ,  36). A 
selection of exhibits from the extensive 
collection stored in the Berlin reserves 
provides some idea of the scope of this 
period, ranging from official State art to 
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32 
A side-gallery of Room 6 with Roman 
copies of Greek originals. In the centre, the 
Doryphoros by Polycletus. 

33 
Roman copies of Greek originals, Room 6 
of the sculpture collection. In the centre a 
Pergamene copy of the Athena Parthenos in 
Athens. 
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more popular art movements. In contrast 
to the exhibition of Greek sculpture, the 
display of Roman statues wearing armour 
and togas is based on decorative prin- 
ciples, in line with the approach adopted 
in ancient Rome itself. By and large, this 
part of the exhibition focuses to a greater 
extent on cultural history. It does not seek 
to reflect the wide diversity of Roman art 
production or even the imperial struc- 
tures of the Roman Empire, but it does 
provide clear references to the phenome- 
non of art production, with accompany- 
ing thematic information, such as small 
bronze works depicting the most impor- 
tant Roman gods, bronze implements, 
lamps and decorated bronze, earthen- 
ware and glass vessels from Roman villas, 
with relief works and other objects show- 
ing scenes of Roman military life, public 
games, gladiators and theatres. The 
burial section contains a collection of sar- 
cophagi, urns, ash caskets and funerary 
reliefs. A further reason for the stronger 
emphasis on cultural history in this part 
of the collection is the fact that on the up- 

34 
A side-gallery of Room 6, with Roman 

copies of Greek originals. In the centre, a 
torso of Dionysus. 
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per floor Roman art is represented only by 
portraits, owing to the limited amount of 
space available. 

The displays in the nine rooms on the 
upper floor of the same wing of the 
Pergamon Museum are seen as both a 
necessary supplement to the sculpture 
collection and a series of additions to the 
main exhibition featuring Greek and 
Roman culture. As already noted, the 
display of Roman art is completed by a 
separate room containing about 30 por- 
traits. These represent Roman rulers, of- 
ficials and citizens, and provide a general 
introduction to this typical Roman art 
form. The sculpture display is also ex- 
panded by a selection of bronzes and ter- 
racottas dating from the tenth to the 
seventh centuries B.C., which may be 
regarded as the forerunners of the later 
monumental works of sculpture. Other 
practical and artistic examples of early 
Greek art are also on display in this room. 

A further aim ofthe exhibit on the first 
floor is to present antique art forms other 
than sculpture, each in a separate room. 
A comprehensive range of terracotta 
figurines from Greece, Asia Minor and 
southem Italy enables the visitor to trace 
the development of this genre from the 
seventh to the first centuries B.C. and to 
differentiate between the centres and 
regions of art production. A similar 
general survey is provided in the room 
devoted to Greek ceramics of the sixth to 
the fourth centuries B.C. During this 
period the design and shape of the vases 
attained a high degree of artistic p e r k -  
tion, especially in Athens. The scenes 
painted on vessels from this period also 

serve as an introduction to everyday life in 
ancient Greece and to ancient religion, 
mythology, games and drama. Both 
aspects of the display are highlighted by 
appropriate arrangements and combina- 
tions. Other rooms are devoted to Greek 
bronzes and Etruscan art. 

In spite of its considerable size, the ex- 
hibition surface of the Pergamon Musem 
in Berlin in too small to display the entire 
cultural range of Greek and Roman art as 
fully as one might wish., For example, the 
collections representing early and ad- 

vanced Mediterranean civilizations are 
only removed from the reserves for tem- 
porary exhibitions. Plans are afoot, 
however, to include works of Cycladic 
and Mycenaean art and the art of Asia 
Minor Anatolia and Cyprus in the perma- 
nent display, and to show how the 
cultural achievements of the peoples con- 
cerned were interlinked. 

[ Translatedfiom German] 

35 
Roman statuary, reliefs and mosaics in the 
hall of Roman art. 

36 
The so-called Xanthian youth in the hall of 
Roman an. 
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Every exhibit is understood through a 
processpf optical and mental perception, 
repeated recognition, interpretation and 
comparison, and through the esteem in 
which it is held by others. Every object in 
a collection has its meaning and its com- 
plexity, and the museum’s job is to bring 
this out for each individual item. Each 
item must at least be set in its historical 
context, but the museum premises must 
also be organized so as to ensure its safety 
as well as its visibility. Conservation is in- 
dispensable if the past is to be of use to 
us, and is the raison d’être of today’s 
museum. 

A basic pedagogical problem of 
museum presentation is that rather than 
adopting a critical or interpretive ap- 
proach, visitors tend to be primarily im- 
pressed by the object’s visual appeal. 
There is nothing wrong with this if the 
aim is simply to provide pleasure rather 
than an understanding of the object’s 
complexity and relevance. But museums 
also seek to draw attention to economic, 
historical, religious, political, social or 
technical factors that bring the object to 
life and make it not only pleasing but in- 
structive. This is the starting-point for 
museum-based educational activity, 
which consists in showing the exhibit as 
part of the living continuity of human ac- 
tion and thus making its meaning ac- 
cessible. 

Anything that is part of human ex- 
perience can be used as an aid to instruc- 
tion, but visual charm affects only one of 
the senses and it is the museum’s 
thematic content that will determine how 
to use the others through the numerous 
display possibilities which can be chosen. 

In addition to providing specialized in- 
formation on the objects they display, 
museums have the responsibility of over- 
coming mistrust or ignorance with 
respect to unfamiliar ideas, a mission 
which is far removed from the images of 
dust and decay sometimes evoked. For 

the objects a museum houses were once 
an integral part of everyday life, and 
when viewed in this light they can give us 
an insight into our lives and put the ma- 
jor concerns of our time in a larger 
perspective. 

The museum building itself affects the 
senses, and in doing so should express the 
purpose of the museum and evoke rele- 
vant themes for reflection. 

Great progress has been made in the 
restoration, conservation and display of 
the collections in recent years. 

In the following pages, we shall at- 
tempt to give an overall idea of develop- 
ments in the Egyptian art displays in the 
last few years, with particular reference to 
air-conditioning, lighting and the ar- 
rangement of exhibits. 

Air conditioning 

In the exhibition area, the main require- 
ment for air-conditioning in the vicinity 
of the objects on display is stability. The 
problems this involves are easiest to solve 
in the case of stone sculpture. However, 
for the Egyptian Collection in the 
Metropolitan Museum of Art in New 
York, for example, even the stone reliefs 
will be displayed in air-conditioned 
rooms. In the British Museum in London, 
when the main hall of the Sculpture 
Gallery was redesigned (a process com- 
pleted in 1981), the underfloor heating 
system was maintained, but a ventilation 
system was added to the lower extension 
galeries, together with exit air ducts in 
the skylights, in order ro regulate the 
temperatures. 

Metal, wooden and ivory objects or 
fabrics present greater difficulties. Where 
possible, heat and moisture readings 
should be taken in the place where the 
object was found, compared with those of 
its present location and adjusted accor- 
dingly. Experts soon opted for self- 
contained air-conditioning in the case of 
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pressure sodium lamps. The latter pro- 
vide indirect lighting but their use is con- 
fined to storerooms because the light they 
produce has a golden colour. 

In general, the risk of damage to the 
exhibits can be averted in the following 
ways: first, by eliminating ultra-violet 
radiation by means of an absorbent pro- 
tective coating, or a protective screen in 
front of windows, or filters in front of 
lamps; secondly, by reducing the amount 
of light (lux or lumina per square metre), 
or excluding light by means of curtains or 
blinds, with strict control of exposure (lux 
hours) by darkening the gallery when no 
visitors are present, or by brief illumina- 

. tion of sensitive exhibits and only in ideal 
conditions, or simply by not exhibiting 
particularly sensitive pieces. 

In the Museo Arqueólogico of Madrid, 
the amount of sunlight coming through 
the east windows was reduced to 25 per 
cent by placing them at a higher level and 
fitting them with grey sun-protective 
glass and diffuser curtains (1975). In this 
museum artificial lighting is provided by 
parabolic spotlights and fluorescent 
lamps. The illuminated hoods of the 
display cases are fitted with parabolic 
screens, which direct the light, and 
parabolic lamps with Plexiglas filters 
which prevent the photochemical decom- 
position of colours. Great care was taken 
not to distort the outline or colour of the 
objects displayed. The ratio of concen- 
trated lighting (of display cases and in- 
dividual objects) to diffuse room lighting 
is about 3 to 1. Superimposed shadows 
are thus avoided, the relative importance 

of exhibits is indicated and visual har- 
mony is achieved, to mention only a few 
of the advantages. 

Diffuse downlighting in big showcases 
in the MMA collection is accomplished by 
placing opaque or textured glass plates in 
the hoods. Highlighting is provided by 
spots hidden inside the showcases. 

A further trend is also discernible in 
the major travelling exhibitions of the 
past few years, individual pieces and 
display cases are made to shine as if they 
were sources of light in the darkened 
room, while the actual light sources are 
barely visible. This is an effective techni- 
que for achieving temporary excitement 
over a display, but permanent exhibition 
areas should aim at a lower average con- 
trast level, to accommodate the adapta- 
tion habits of the eyes of visitors and per- 
sonnel. 

The Egyptian Museum in West Berlin 
used a rather eccentric approach to dis- 
play in a recent reinstallation, isolating 
the object not only by its lighting but by 
taking it out of its chronological context, 
and setting up the whole exhibition in 
two drastically different environments. 

The display rooms in the British 
Museum of London and the Staatliche 
Sammlung Aegyptischer Kunst of 
Munich have a historical interest in their 
own right. Here it was not possible to 
follow the trend in lighting described 
above, so an appropriate mix of natural 
and artificial light was tried. A particular 
problem (or advantage) in northern 
regions can be the change of natural light 
conditions. An average exclusion of 

37 
Model of the project (1 : 100) seen from 
the south-east, garden façades. Left: 
museum building. Right: administration, 
restoration and institute. 

natural light from 50 to 75 per cent, when 
it comes from large lateral windows, 
seems reasonable in these regions. Light 
from skylights can be cut down drastically 
because of its high effectiveness, or used 
indirectly as reflecting light. 

The British Museum conversion plans 
originally featured external blinds with 
concave slats for the west windows of the 
Sculpture Gallery to reflect bright 
daylight towards the ceiling. In addition, 
certain sculptures in the main hall are 
spotlit from high above. Light futures 
with fluorescent and tungsten lamps are 
placed under the window-sills to il- 
luminate reliefs and charts on the wall. 
The new side galleries, on the other 
hand, have been fitted with lateral strip 
skylights casting a strong vertical beam on 
inscriptions and reliefs. Fluorescent 
lamps and tungsten spotlights illuminate 
free-standing objects. 

In 1975, new display principles were 
put into practice in the new Museum of 
Luxor (Egypt), which has ideal lighting 
and atmospheric conditions outside the 
building. On the east side of the main 
hall a row of stone sculptures was placed 
under a narrow strip of light which runs 
along the whole side of the building, 
shining down from the ceiling to just 
above eye level, so that the sculptures 
stand out in strong light. Artificial 
lighting was used equally effectively to 
highlight display cases and individual ob- 
jects in the otherwise rather softly lit 
rooms. 

With sophisticated lighting tech- 
niques distracting reflections can be 
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avoided. It is also the task ofthe architect 
to solve these problems by not making 
study galleries 01 show cases too narrow, 
for example, or placing illuminated in- 
formation material disadvantageously. 

As far as display is concerned, the major 
innovation has probably been the MMA's 
decision to prepare all the contents of its 
storeroom for inclusion in the permanent 
exhibition. The entire storage area, in- 
deed, became exhibition space, so that 

provides an attractive setting for festive 
occasions, though it is probably wiser not 
to use the main exhibition areas of 
museums for this purpose. 

For the temple 06 T&&, the inner 
court ofthe Rijksmuseum van Qudheden 
in Leiden was converted and roofed in 
with glass in 1979, and an outer wall with 
simple openings was added. 

There are many different ways of corn- 
bining study facilities and main display 
areas. Initially, the principle of parallel 
A c A A l r A u l l r u  i + i n ~ r , P ~ . - c  s":E de:&& $:CATA the 
museum's dud  function as a place of 

38 
Model of the project (1 : 100) from the 
South side. In front of the museum 
building there are skylights for the 
subterranean study collections. 

39 
Model from the west side. Behind the west 
façade the hall with the three pyramids 
behind the great windows, which secure 
natural light for the study-collections. 

there is now hardly any storage and work- 
ing area. This change in display 
philosophy is due to the consolidation of 
the museum's overall stock after about 
200 years of excavation, and also reflects 
the desire to present the collections in as 
attractive a form as possible. The 
museum tries to give visitors a more com- 
plex picture of Egyptian art, its history 
and development, and a feeling for the 
Nile Valley, its climate, etc. During three 
periods of intensive conversion (begin- 
ning in 1972) the stocks were arranged in 
strict chronological order. Some flexibili- 
ty  has been achieved by displaying part of 
the collection in study rooms and in tem- 
porary exhibitions dealing with specific 
themes. Smaller display rooms, of the 
walk-in showcase variety referred to 
above were introduced, as well as vast 
rooms filled with carefully selected and 
arranged exhibits. Limestone was chosen 
for the background walls, with wood, 
opaque glass and fabric for the bases. 
Pink granite was chosen for the floors, 
with areas of green carpeting to provide 
visual and tactile 'oases'. A special wing 
was built for the temple of Dendur, a 
large glass structure with a pool. This also 

culture and study, so that both small and 
large groups of visitors with their dif- 
ferent needs could circulate at their own 
speed. This double function is particular- 
ly well catered for in the Civico Museo Ar- 
cheologico of Milan (1975). 

Following a parallel course, the side 
galleries of the British Museum in Ilon- 
don are based on a similar idea, although 
they are intended primxily as extensions 
of the exhibition area for smaller objects. 
Their more intimate atmosphere, derived 
from their size, lighting, material, and 
cQlQblr5Cheme adds an extra dimension to 
the main gallery. Ramps and steps lead to 
the two galleries, introducing some varia- 
tion in the floor level ofthe main gallery. 
The reorganization also introduced the 
chronological order beginning at the en- 
trance and the exhibits are now displayed 
as freely and openly as possible. Warm 
grey sandblasted concrete was selected for 
the bases, in addition to the existing 
Yorkstone floor. The more brightly col- 
oured paintings which had been added to 
the classical collection were removed, so 
that the collection now has a more sub- 
dued tone. 

The housing of Egyptian exhibits 
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underground is appropriate for many ob- 
jects that have been excavated. It is par- 
ticularly suitable for the presentation of 
funerary art and the cult of the dead. 
Here, the differentiated lighting referred 
to above, with softly lit rooms and bright- 
ly lit exhibits, is even more dramatic. The 
Osiris crypt in Paris (1979) creates just 
such an extraordinary ambiance in terms 
of form and content (unlike the display 
case design in the Castello Sforzesco in 
Milan where in spite of great technical 
sophistication the objects seem to hide 
the message). In the Osiris Crypt associa- 
tions and tensions between the objects 
seem to invite the mind to span millen- 
nia. The free-standing objects are 
displayed individually or in groups, ac- 
cording to their importance, protected by 
all-glass cases and spotlit. Frameless seal- 
ed airtight display cases or glass cloches 
on stone stands (an early example may be 
seen in the Pushkin Museum in Moscow, 
1969) are in very common use nowadays 
because they offer optimum protection 
with minimum visual obstruction. 

The evocative effect of the Paris in- 
stallation reflects yet another inspiring 
development in presenting Egyptian art, 
which is to exploit the sensuous and 
associative potential of the exhibits, and 
their power to stimulate the mind. 

The special effectiveness of this ap- 
proach to display lies in the skilful use of 
association in relation to content. It 
becomes particularly clear in this type of 
exhibition that information material 
must be used with extreme care in the 
vicinity of exhibits. 

ConcZusion 

The presentation of Egyptian art and 
culture at its best reaches standards of 
curatorship technology and display that 
can serve as official norms for future work 
in this field. Minimum requirements for 
protection, conservation, restoration, 
and technical environment must be 
observed, through display philosophies 
can of course vary considerably. Indeed it 
is this variability that ensures the special 
value and interest of each museum. 

A museum project for Munich 

The State Collection of Egyptian Art in 
Munich is poorly housed in a noble 
building, the Munich Royal Residence. It 
is cut up into disparate space sequences, 
and its air-conditioning, lighting and 
display possibilities are inadequate. 
There is no space connected to the exhibi- 

tion areas for restoration, temporary ex- 
hibitions, study, documentation, lec- 
tures, receptions, or staff facilities. These 
poor conditions on the one side, with 
steadily increasing public interest and 
numbers of visitors and public activities 
on the other, make it urgently necessary 
to redesign the collection. 

This project, which began in 1981, 
concerns the construction of an Egyptian 
Museum in Munich and its location, for 
which no final plans have yet been 
adopted. We do not propose to describe 
in detail the special advantages of the 
best location or the beauty of the nine- 
teenth century park (the Finanzgartelz) to 
the north of the Munich Royal Residence 
in the neighbourhood of the Englischer 
Garten or the urban planning aspects of 
the project, but will confine ourselves to 
a description of the building and the 
design of the exhibition rooms. (Figs.' 

A basic principle of the project was to 
make the most intensive use possible of 
the collection. The Egyptology Institute 
was therefore associated with the 
museum to ensure optimum interaction 
of research, teaching and museological 
activity. The joint use of rooms and 
facilities by the two bodies is also 
economical. The Institute, the museum 
administration and the restoration 
department are housed in a long narrow 
building between the street and the park, 
with a lecture-room linking them to the 
exhibition block (see site plan). 

The project includes space require- 
ment devised by Dr. Dietrich Wildung, 
Director of the State Collection of Egyp- 
tian Art in Munich. These provide for the 
incorporation of stocks held in storage 
with the permanent exhibition as a study 
collection. The permanent exhibition 
areas are in the basement and on the 
ground floor, and space will be made 
available for temporary exhibitions on 
the upper floor of the main building. The 
hall, store-rooms, classrooms and areas 
for staff, technical and other services are 
arranged to form buffer zones around the 
exhibition areas, which makes it easier to 
control the air-conditioning system. The 
height of the rooms is adjusted to suit the 
exhibits and can be relatively low (about 
5 metres). The cubic volume of the 
building is thus reduced and this has a 
favourable effect on the air-conditioning 
and building costs. Considerations of cost 
were also taken into account in selecting 
the building system and materials: 
prefabricated elements are used for the 
supporting structures and ceilings, and 

37-41) 
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40 
Model from the  north-east (1 : 100) 
showing the  street façade, as a wall against 
traffic noise. 

41 
Model from the east (1 : 100). Left: 
museum-building, entrance-ramp on the  
south. Right: administration, institute- 
building (street façade, north) under this 
building there is a shallow traffic tunnel 
- an auditorium bridges the tunnel and 
facility rooms. 

exhibition areas on completion of the in- 
tegration phase. Space for later expansion 
has also been provided in the,south-east 
corner of the basement, but this could 
also be used as a small temporary exhibi- 
tion area or a lecture room. 

Other features include a room unit in 
which only small works of art are ex- 
hibited chronologically and in frameless 
sealed display cases, the so-called burial 
chambers with sloping ceilings under the 
ramps, and smaller rooms for the display 
of coffins and the Meroitic treasures. 

This project demonstrates some of the 
many ways in which Egyptian art can be 
displayed in a museum which takes the 
visitor's different senses into account. 
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Director of the National Museums of the Kremlin in 
Moscow since 1977. Before this he worked for many 
years as Vice-Minister of Culture in Kazakhstan, 
and then as Vice-Director ofthe central administra- 
tion of cultural and educational establishments for 
the Ministry of Culture of the Soviet Union. He was 
in charge of remodelling the exhibition rooms of 
the Armoury. He is a member of ICOM and serves 
on its international committee on museum security. 

The formal opening of the new exhibi- 
tion in the world-famous A ~ Q U I ~ J  of the 
Kremlin in MOSCOW took place on 25 
April 1986. The Armoury is the oldest 
and largest museum of decorative and ap- 
plied art' in the Soviet Union and houses 
artistic treasures from almost nine cen- 
turies.z Although it opened only recent- 
ly,s the exhibition has already won ac- 
claim from museum specialists, artists, 
designers, the academic community and 
the public-at large and is attracting in- 
creasing interest. But this acclaim was 
preceded by a long and df icul t  period of 
search and experiment and the study of 
the best that Soviet and foreign museums 
had to offer. 

The experience ofworking on a new ex- 
hibition in a museum ofthe size and im- 
portance of the Armoury in &e Moscow 
Kremlin may also be of value to other 
museums. 

1. This is the name given to six museums - 
the Armoury, the Cathedrals of the Assumption, 
the Annunciation and the Archangel, the 
Rizpolozhenie Church, the Museum of the 
Applied Arts and Everyday Life of the 
Seventeenth Century-and a number of 
architectural monuments. 

was in 1508. Weapons, armour, jewellery and 
works of art destined for cathedrals were 
originally made and stored there and in other 
chambers in the Kremlin. These activities in the 
chambers of the Kremlin practically ceased when 
the capital was transferred from Moscow to 
Petersburg, and most of them became 
storehouses. In December 1709, shortly after hi5 
victory at the battle of Poltava, Peter I ordered 
that all weapons, banners and other trophies were 
ta be moved for storage to the Armoury, as if 
recognizing its role as a museum. In 1727, 
various chambers in the Kremlin were merged 
into the Armoury and Workshop. In 1755, the 
first director of Moscow University, A. 
Argamakov, who was instructed to make 
proposals regarding the role of the Armoury and 
Workshop, wrote that the crowns, sceptres, gold 
and silverware and old weaponry could form a 
gallery, but that a special building needed to be 
constructed for them as the old one had 
deteriorated and been damaged by fire. It would 
also be necessary to draw up an inventory of all 
artefacts and publish a catalogue in Russian and 

2. The first known reference to the Armoury 

The need for a new exhibition was dic- 
tated by the increase in the social hnc-  
tion of museums, in their educational 
mission and their active aesthetic, moral, 
patriotic and internationalist role. The 
previous exhibition did not permit the 
great range and the character of the col- 
lections in the Kremlin museums to be 
displayed to the full. 
task with the new exhibition of applying 
the experience accumulated by museo- 
logical practice and we aimed to carry out 
this task ar a qualitatively higher level 
with regard to science and aesthetics, as 
well as emotional impact and general 
layout. A very rare opportunity enabled 
us to carry out these bold plans since the 
Armoury building, which is an example 
of mid-nineteenth century palace at- 
chirecture, was scheduled to undergo 
full-scale repair and restoration work and 
the museum was to be closed for three 01 

in foreign languages. In addition, he proposed 
opening the Armoury and Workshop to visitors 
on one day a week, i.e. it virtually became a 
museum open to all. In the ukase concerning the 
rules for the administration and complete and 
orderly preservation of the antiquities in the 
Armoury and Workshop, signed by Alexander I 
on 10 March 1806, there is a reference to 
functionaries whose job it was to ensure that 
valuables did not go missing or become damaged 
while the public was visiting the palace. Thus, 
the Armoury and Workshop were considered as a 
museum even at that time. 

In 1810, a museum building was constructed 
in the Kremlin to a design by the architect I.V. 
Egotov but as it proved unable to cope with the 
growing number of visitors, a larger building was 
eventually built in 1844-1851 to a design by the 
architect K.A. Ton as an extension to the Great 
Palace of the Kremlin. 

Shortly after the October Revolution, the 
Armoury received many works of ancient Russian 
art of immense artistic and historical importance 
which had been held for centuries in the 
churches and monasteries of Russia. An 
exhibition of Russian enamels was opened in 
1920, and in 1924 a permanent exhibition was 
opened in the Armoury, then known as the 
Museum of Decorative Art. 

3.  Article written in July 1986. 

c_michotte
*
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42 Room No. 9 houses one of the world’s best collections of carriages from the sixteenth to the 
eighteenth centuries. The artists and designers have tried to create a special atmosphere in 
the room. The carriages are on open display on a low podium. The windows are fitted with 
specially made decorative grills. The single-tier chandeliers, similar to those in the other , 

halls but with additional glass plates, are reminiscent of old lanterns. 

four years. The idea and plan for the new 
exhibition in the Armoury were examin- 
ed by the USSR Ministry of Culture which 
approved the proposal of the Board of 
Directors of the Kremlin Museums to 
replace the exhibition facilities complete- 
ly and to design and instal new show- 
cases meeting present-day requirements, 

Thus, a fortunate opportunity to con- 
sider and think through as a single entity 
the three major components of the new 
exhibition - the exhibits, the exhibition 
facilities and the exhibition area - oc- 
curred at the design stage. Such an op- 
portunity would be extremely important 
for any museum establishing a new ex- 
hibition but for us it was particularly 
significant as the Armoury belongs to a 
rare type of treasure-house museum. The 
core of its collections, historically built up 
on the basis of the national treasure- 
house and State store-houses, reflects the 
particular features of the process by which 
artistic treasures were accumulated in the 

’ 

Kremlin, their arrangement in complete 
collections and their structure. The for- 
mation of the collections in the Armoury 
and the other Kremlin museums is in- 
timately involved, as in the case of no 
other museum, with the history of the 
Kremlin itself, Moscow, Russian culture 
and the formation and development of 
the centralized Russian State. 

Most of the artefacts in the Armoury 
collection were made in the Kremlin 
itself, which had many workshops pro- 
ducing armour, paintings, jewellery, car- 
riages, embroidery, etc., as the Moscow 
Kremlin was for several centuries not only 
the administrative, political and religious 
centre but also the leading artistic centre 
of the Russion State. These items were 
made by the best Russian craftsmen for 
the needs of the Kremlin and remained 
for centuries in its cathedrals, monas- 
teries and palaces and in the Patriarchs’ 
Vestry. They were used on ceremonial oc- 
casions, such as the reception of foreign 

ambassadors, and to meet the needs of 
the grand-ducal and Tsarist court and the 
clerical hierarchy. Hundreds of the ob- 
jects preserved in the Armoury are direct- 
ly connected to major historical events. 

Other items came to the Kremlin as the 
gifts of ambassadors. With time they 
became integral and unique collections 
of Western European and Oriental 
decorative and applied art. Some of these 
works are unique and of exceptional 
historical and artistic value; all of them 
offer eloquent material testimony to the 
extensive commercial, diplomatic and 
cultural links between Russia and the 
countries of Western Europe and the 
East. 

One important point about the collec- 
tions in the Armoury which should be 
mentioned is that they mostly feature the 
leading branch of decorative and applied 
art, which is jewellery (Russian, Western 
European and Oriental). Most of the ob- 
jects are made of gold, silver and precious 
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fabrics with a profusion of precious 
stones. This made special demands on 
the organization and artistic presentation 
of the exhibition, the choice of lighting 
for the exhibits and the nature of the 
display installations. Also on exhibition 
in the Armoury are unique collections of 
ceremonial weapons and armour, State 
regalia, precious fabrics, embroidery, 
secular clothing and ecclesiastical vest- 
ments. There is also a very rare collection 
of ceremonial horse harness and a collec- 
tion of carriages (Fig. 42). 

These collections helped to determine 
the main sections in the exhibition. The 
organizing principle for the whole exhi- 
bition and each ofits sections is historical. 

As items of old Russian decorative and 
applied art (twelfth to the beginning of 
the twentieth centuries) predominate in 
the Armoury, it was necessary to find 
ways of emphasizing the historical link 
between periods and the continuity of 
cultural and artistic traditions, to provide 
an impressive demonstration of the posi- 
tion of Russian culture and art in world 
culture, its deep historical roots and 
traditions, the supreme craftsmanship of 
Russian’ armourers, jewellers and artists 
and the role of the Kremlin itself as the 
leading artistic centre of the Russian 
State. 

One of the tasks involved in the crea- 
tion of the exhibition was to increase con- 
siderably its potential impact on all kinds 
of visitor. This involved making clear in a 
comprehensive way the general idea 
behind the exhibition and its different 
aspects. 

In our view, the new exhibition has 
managed to provide a convincing histori- 
cal panorama of Russian decorative and 
applied art, illustrating the paths by 
which it developed, its artistic diversity 
and national characteristics, its stylistic 
development over eight centuries, the 
variety of artistic and technical methods 
used in working the materials, and the 

creative identity of outstanding Russian 
craftsmen, and at the same time re- 
presenting the main artistic centres and 
local schools. 

It was equally important to display h l -  
ly the extremely rich collections of 
Western European and Oriental art. In 
this way, we wanted to draw attention to 
the fact that Russian culture was not in- 
trospective and isolated from either 
general European developments or from 
contacts with the countries of the East, 
and to put across the idea that World 
culture and its component national 
cultures cannot flourish without the cons- 
tant contact, interaction, reciprocal in- 
fluence and exchanges which have always 
been to the advantage of all peoples. 

Finally, we attempted to display as h l -  
ly as possible another very important 
aspect of the general idea behind the 
exhibition - the supreme importance of 
artistic culture in the spiritual life of the 
nation, and its active role in aesthetic, 
moral and internationalist education. 
Our starting-point here was the fact that 
culture has, at all times, been one of the 
most powerful ways of influencing peo- 
ple’s awareness and the development of 
their spiritual universe. The works of 
high art produced by all branches of art 
and architecture are not simply expres- 
sions of the ethical and aesthetic 
categories of their time but are also the 
source of high aesthetic, humanist and 
moral ideals which retain their capacity to 
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The Armoury, Room No. 5 .  Like the other 
exhibition rooms on the first floor, this is 
palatial in character, with a high, vaulted 
ceiling. The side walls are pierced by high, 
narrow windows. The marble medallions on 
the walls are bas-reliefs depicting Russian 
princes and Tsars, the work of the famous 
sculptor F.I. Shubyn, and date from 
1774-75. They were transferred to the 
Armoury during the nineteenth century. 
When the new exhibition was created, the 
ceremonial character of the interiors was 
reinforced by the colour scheme in each 
room, the elegant two-tiered chandeliers 
and the style of the curtains. The tiered 
arrangement of the exhibits in the show- 
cases recalls a common arrangement of 
many objects in ancient Rus’. At 
ceremonial receptions given by the Tsars, 
large amounts of gold and silver plate 
symbolizing the splendour and wealth of 
the court were stacked on a tiered dresser. 
The arrangement of the show-cases in the 
room and the way in which they relate to 
its internal architecture are clearly visible. 

~ 

influence people even in different socio- 
economic contexts. 

In order to give practical expression to 
the general idea behind the exhibition 
and to our other aims, we selected three 
major lines of emphasis and concentrated 
on achieving three goals: 
1. A fundamental improvement in the 

artistic presentation of the exhibition 
and the museum as a whole. 

2. The development of new, better-qual- 
ity display cases meeting the most up- 
to-date safety and reliability specifica- 
tions for the display of exhibits and 
providing a wide range of display op- 
tions and high aesthetic standards. 
(Fig. 4 3 ) .  

3 .  A fundamental improvement in the 

lighting system not only for each sec- 
tion of the exhibition but for each 
show-case, and also an optimal rela- 
tionship between the lighting for ex- 
hibits and the general lighting in the 
exhibition rooms. 

Now that the new exhibition has opened 
we can say with satisfaction that our 
choice of the areas in which practical ef- 
forts were to be concentrated was the 
right one. 

One of the features of the Armoury 
museum is that it is housed in a specially 
constructed building in the unified ar- 
chitectural ensemble of the Great Palace 
of the Kremlin which displays all the 
typical features of palace architecture. 
The interior of the ceremonial halls in the 

Armoury and the nature of the items on 
display called for the establishment of a 
treasure-house museum in a ceremonial 
style. We considered that the resonance 
of the interior would have a beneficial ef- 
fect on the general perception of the 
museum and the exhibition. Our start- 
ing-point here was the view that a con- 
temporary museum and a well-presented 
exhibition should share the same artistic 
concept and be experienced as a single 
entity in both intellectual and spatial 
terms. 

The display facilities - show-cases, 
lighting, furniture, assorted equipment 
-were designed to take account of the 
architecture of the interiors and the col- 
our scheme in each exhibition room. 
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perception of the exhibition as a whole 
and of the individual exhibits. 

The lighting module is located above 
the show-case and to provide better ven- 
tilation there is a small space between it 
and the case top, made of highly translu- 
cent laminated safety glass. The show- 
cases are fitted inside with a special toned 
lurex lattice so that the light sources do 
not come into direct contact with the 
display module. Together with the ven- 
tilation system, this prevents any rise in 
the temperature in the display module.* 
The lighting module is easily serviced 
(bulb replacement and regular dusting of 
the laminated safety glass). The design of 
the module and the type of illumination 
employed enable adjustments to be 
made to the direction and intensity of the 
light. Optimal lighting conditions can 
thus be obtained, which is extremely im- 
portant. The new show-cases also make 
use of fibre optics, which produces good 
results in spot-lighting. We are at present 
using this system on an experimental 
basis, testing all its applications to 
museum work. 

Our specialists have worked out the 
best relationship between the lighting for 
the exhibits and the general lighting in 
the exhibition rooms. 

An air-conditioning system maintains 
the most favourable temperature and 
humidity conditions, throughout the 
museum. 

Admittedly, the development of the 
air-conditioning system, new show-cases, 

auxiliary equipment, furniture and new 
chandeliers for the general lighting of the 
museum represent a considerable invest- 
ment which would be beyond the reach 
of many museums, but in this case the 
necessary resources were provided by the 
government. 

Over 20 all-union ministries and a 
hundred assorted enterprises and 
organizations in Moscow and a number of 
Union Republics played a part in the 
repair and restoration work in the Ar- 
moury and in the production of the new 
show-cases and equipment, the interior 
design, etc. They readily provided the 
museum with assistance, making every 
effort to produce high-quality work and 
bring forward the opening date for the 
new exhibition, which indicates the 
widespread interest that is taken in the 
Armoury. 

The new exhibition was not an end in 
itself. In addition to establishing 
favourable conditions for the conserva- 
tion of exhibits, it offers a wide range of 
new opportunities for more effective 
educational work with all kinds of 
visitors, from schoolchildren to specializ- 
ed research groups, with visits based on 
specific themes, as well as seminars for 
museum workers, artists and restorers. 

Over 300 previously unshown art works 
of high quality have been included in the 
exhibition, thus achieving another aim, 
which was to make the exhibition a more 
abundant source of information. 

As the collections in the Armoury were 

45 
Room No. 2. Russian silverwork from the 

seventeenth to the beginning of the 
nineteenth century. In the foreground, a 

show-case containing objects made by 
Russian jewellers in the second half of the 

seventeenth century. The show-cases, which 
are made of metal alloys, appear light and 
‘airy’. The other cases in the room can be 

seen though the glass. An excellent view is 
provided of the exhibits in the case. In de 
middle of each case is a vertical surface to 

which exhibits are attached by special 
mountings. The size of the base unit varies 

with the size and shape of the exhibits. The 
design of the lock is visible. 

8. Larchenko, op. cit. 

constituted on the basis of the national 
treasury, the new exhibition still observes 
the principles of arranging the material 
by historical collections and in such a way 
as to provide a multi-faceted display 
without conflicting with the need for 
compactness. 

As we have seen, the show-cases in the 
Armoury are either free-standing or ar- 
ranged around the walls, and this seems 
to be the best way to enable visitors to 
tour the museum in groups. Visits for 
foreign tourists are conducted in many 
languages. ’ 

The new exhibition in the Armoury 
has now come to life. We can see where 
we should concentrate our efforts now in 
order to achieve further improvements, 
and in this respect there is no limit. 

We would be delighted to welcome 
colleagues and specialists from other 
museums in order to share ideas and ex- 
perience. 

[Translatedfrom Russian] 

Just beforegoing to press we were inform- 
ed, to  our deep regret, of the  death of 
Mickhaîl PetrovitGh Tsoukanov, the  
aathor of this article, 
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in connection with permanent ehibi-  
tions we should outline the importance of 
the part such exhibitions play in QUI 

museums and state their purpose. In a 
theoretical diagram illustrating the dif- 
ferent hnctions of a natural science 
museum the exhibition section occupies a 
central position: it is a focal point for 
utilization of the collections, museo- 
graphical production and the organiza- 
tion of activities for the public. Exhibi- 
tions constitute our principal means of 
communication, their purpose being to 
display QUI collections and demonstrate 
certain points. They occupy 50 to 80 per 
cent of the sudace area of our museums. 

Our present aim is to analyse the con- 
siderable changes that have taken place in 
both the form and the substance of per- 
manent exhibitions in French provincial 
museums since the appearance of curio 
collections, in order to define QUI present 
objectives and their material im- 
plications. 1 

Many so-called permanent exhibitions 
may originally have been temporary; un- 
fortunately &ere is no one left to tell us. 
Today they could readily be called per- 
manent, many of them having remained 
unchanged since they were first set up. It 
is no easy matter in our institutions to 
disrupt tradition, which decrees that the 
work of the Ancients should be 
scrupulously respected. To be convinced 
of this, one needs only to rehrbish a dis- 
play room, or take it into one’s head to 
remove a curator’s bust from the entrance 
hall and put it away in the cellar, to 
realize very quickly that many of the 
visitors are genuinely determined to have 

tangible points of reference in a world 
where everything is changing. From this 
point of view, our museums have on the 
whole continued to provide values that 
may be counted on. This weight oftradi- 
tion explains why necessa~y refurbish- 
ment is postponed and why curators do 
not dare to desecrate displays that have 
become truly historical set pieces. How- 

clusively on the ‘sociological barrier’ : it 
should also be recognized that it is often 
simply easier to leave things as they are. 
A few years ago we found a way to 

counteract this enforced inertia by 
organizing temporary exhibidons , which 
provide plenty of scope for expression 
without upsetting people. These ‘in- 
stant’ exhibitions are generally related to 
something topical, incorporate ap- 
propriate technical methods and refer to 
recent scientific discoveries. They have 
the added advantage of bein 

ever, the b l m e  should not be laid ex- 

worthy. 
Such exhibitions are often very well 

presented and of high quality, usually 
contrasting with the obsolescence of the 
permanent exhibitions surrounding 
them, with their exclusive attachment to 
the past. The problem is to find a way out 
ofthis mbiguous state of affairs in which 
we are forced to concentrate our efforts on 
the ephemeral at the expense of the 
essential. 

The Deed t o  afid@te t @ ~ o ~ ~ ~ ~ ~  data 

The specificity of what is kept in our 
museums cannot be ignored: natural 
science collections do nor merely consist 
of donations or acquisitions that are 
catalogued as they accumulate; they are 
part of a spatio-temporal framework that 
must be taken into ~ c ~ u n t ,  and this 

c_michotte
*
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A relic of the curio collection: the 

delightful jumble of the old Orleans 
Natural History Museum (around 1935). 

makes the problem of their management 
especially complicated. 

It should be recalled that taxonomy is 
the science of the hierarchical grouping of 
organisms and that it continually reorga- 
nizes categories and their content in ac- 
cordance with the multifarious relation- 
ships that unite them.2 This explains why 
our classification systems are perpetually 
changing. Unlike our colleagues in the 
fine arts, whose unchanging inventories 
we admire and envy, we are continually 
compelled to update our catalogues of 
specimens and reflect these changes in 
our permanent displays. 

Whereas it is true that taxonomy 
reflects the progress of current knowl- 
edge, many displays give one the impres- 
sion that time must have stopped and 
that Linné could be a contemporary of 
ours. It is hard to believe that taxonomy 
is an evolving science when we look at cer- 
tain display cabinets. Historically cut off 
from the research establishments, our 
museums have suffered from the marked 
separation that prevails in France be- 
tween taxonomists and what should have 
been their laboratory, or at least the 
showcase for their work. 

The historical development of the 
?.mhods of display 

It would be rash to attempt a general 
history of these museums, given their 
great diversity, both today and in the 

.. . .. . -....f.*-, 

past. What we shall do is adopt a 
palaeontological approach, outlining 
briefly their phylogeny and major trends 
during the main periods of their 
development. 

The origìns: curio colZections 

In the eighteenth century natural history 
enthusiasts abounded. Keen travellers 
and local scholars lumped all their 
treasures together, cheerfully putting 
tigers, ivories and ethnographic pieces 
with white blackbirds, regional fossils 
and other oddities. These collections 
showed the diversity of an unknown liv- 
ing world and the riches of distant lands 
to members of the public who were 
curious about nature. Colonial and scien- 
tific expeditions nurtured the budding 
museology of the Enlightenment with 
forms and colours, picturesque sights and 
quick impressions, giving free rein to the 
imagination (see Fig. 46). 

The goZden age: the great 
CZassifiCdtion (the creationist period) 

Following the Convention of 1793, the 
Jardin du Roy was reorganized as the Na- 
tional Natural History Museum. In the 
provinces the local authorities inherited 
the privately owned natural history col- 
lections, which were supplemented with 
donations and bequests from learned 
societies or enlightened collectors. Mu- 

1. D. Jammot, ‘Cost-effectiveness and 
Efficiency in a Small Museum’, Museum 
(Unesco, Paris), 1984, 36, No. 1, pp. 25-29, 
provides an example of a French museum in the 
provinces. 

2. For the benefit of the uninitiated it should 
be explained that a Latin binomial (e.g. Canis 
hpzu for the wolf) is never a definitive 
designation for the species given that name by an 
author. Species and all supraspecific taxa (genera, 
families, etc.) are defined in a pluridisciplinary 
context in which morphology, palaeontology, 
study of behaviour, genetics, biochemistry, etc. 
all have their part to play. Taxonomists devise so- 
called evolutionistic classifications to group the 
species in categories that attempt to reflect their 
phylogeny. In order not to complicate the 
explanation unnecessarily we have based it 
mainly on zoology. 
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A recent regional exhibition: wild boar (Sus 
scrofa, Mammalia, Suidae). Contemporary 
diorama at the Orleans Natural History 
Museum. 

world in which we live and our immedi- 
ate environment (Fig. 49). There have of 
course been rooms featuring regional 
points of interest in our museums for a 
long time, but they were of little impor- 
tance compared to the general exhibi- 
tions, and their displays were arranged in 
much the same way as those of the crea- 
tionist period. 

This development, which appears to 
have reached all the museums in the pro- 
vinces, is symptomatic of a new mood; it 
is wholeheartedly supported by the local 
authorities and also enables museums to 
receive support from specialists in the dif- 
ferent regional scientific institutes. The 
museums in the provinces are acquiring 
an identity of their own, in accordance 
with their geographical situation, and at 
the same time they are rediscovering their 
roots, adopting the new concepts of 
regional heritage and achieving a much- 
needed synthesis between the cultural 
and the scientific aspects of 1ife.G 

Present and future ex6ibitions 

The foregoing historical outline does not 
apply to all provincial museums, each of 
which is marked to a greater or lesser ex- 
tent by a particular period and is thus a 
kind of hybrid, but none of them is ex- 
empt from the current discussions on the 
functions to be fulfilled by permanent 
exhibitions. 

None of the trends that have emerged 
in the past should be neglected: each of 
them, for all its excesses and shortcom- 
ings, represents an adaptive response to a 
given situation, and an awakening 
curiosity, whether about science, culture 
or regional identity. It is necessary to 
achieve a subtle balance between these 
different elements and to reflect this 
balance in attractive presentation, scien- 
tific accuracy and intelligent interpreta- 
tion for the general public. In the choice 
of subject matter, the wealth of our 
heritage in existing collections should be 

3. The Zoology Gallery of the National 
Natural History Museum of Paris, which is the 
epitome of ‘shelf-mentality’ museology, is 
immortalized in the book by Michel Butor and 
Pierre Beranger, Les nuufiagés de Z’Arcbe, Paris, 
Editions de la Différence, 1981. 

l’éuolutionnisme en France’ by Denis Buican, 
Paris, Presses Universitaires de France, 1984, is 
worth reading on this subject. 

the provinces still have 60 natural history 
museums (Ministry of Education) and 122 
‘mixed’ museums (Ministry of Culture) 
concerned predominantly with the arts but 
having a natural history section. 

6. F. Carre, D. Jammot, L. Peru and J.L. 
Pointal. ‘La notion d’ensemble muséographique 
régional’. Actes du 3ème colloque national des 
natura~’ises-muséograpbes. Strasbourg, 18-21 
September 1984, pp. 49-55. 

4. ‘Histoire de la génétique et de 

5. Out of the 500 establishments listed in 1900 
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ReiizteMreting the Stone Age at Moesgåtd 

Annette Damm In 1983 the Prehistoric Museum of 
Moesgård in Denmark redesigned its per- Has a Master's degree in prehistory, and works at 

the Information Centre of Moesgård. manent exhibition which had been set up 
thirteen years previously, starting with 
the Stone-Age section. 

5.1 
Arhus Museum, before 1954. 

5.2 
Arhus Museum, after 1954. 

Historìograpby 

During the first half of this century the 
objects in the Århus Museum were 
displayed in exhibition cases, arranged 
according to their material, form and 
presumed function. Explanatory texts 
were sparse and rarely stated more than 
the place of discovery (Fig. 51). In 1954 
the museum set up a new permanent ex- 
hibition categorizing the objects cultural- 
ly and historically, and photographs were 
added, with more informative texts (Fig. 
52). Towards the end of the 1960s the 
museum moved to Moesgård, an eigh- 
tFenth century manor house south of 
Arhus, and the permanent prehistoric ex- 
hibition opened in 1970. 

Above all, this provided an opportuni- 
ty to exhibit many old and new discov- 

eries that had previously been relegated 
to storage. Everything was presented ac- 
cording to the latest developments in ar- 
chaelogical research and exhibition tech- 
niques. 

Moesgård Museum is not the only 
Danish museum to have evolved in this 
way. Similar changes are found in most of 
the other cultural historical museums of 
Denmark. This reflects the increasing 
tendency to focus on the dynamic aspects 
of museum presentation and on the in- 
terplay between the museum and society. 
At the same time it illustrates the grow- 
ing sense of responsibility among 
museum workers towards the present 
age. Not only as collectors, preservers and 
researchers, but also as information 
workers, they see their task as presenting 
the material in such a way as to further 
our understanding both of the past and 
of the present. As a consequence of this 
development, the Moesgård Museum 
recognized in the early 1980s that its 
prehistoric exhibition was becoming out- 
moded in its form and content. 
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The Stone Age exhibition of 1970, for 
example, reflected the materialistic view 
of culture prevalent in the 1960s, based 
on economic and technological preoc- 
cupations. 

In the 1970s a more differentiated view 
prevailed, leading to ideologically 
oriented studies of the structure of socie- 
ty,  where all aspects of society were taken 
into consideration. This led to new ways 
of evaluating archaeological and ethno- 
graphical research. One exciting conse- 
quence was that the contemporary inter- 
est in new religious movements and 
problems of identity resulted in research 
into burial rituals, stylistic analysis and 
the identification of subcultures. 

Our knowledge of the Stone Age has 
increased immensely over the last decade, 
both in Denmark as a whole and locally. 
The latter is a result of the Moesgsrd pro- 
gramme of excavation and analysis and 
the new ideas and attitudes prevailing in 
society. As to the actual display, the 
original exhibition had beea on show for 
so long that something new was called 
for- In addition to this, the competition 
of the mass media, popular scientific 
books and periodicals, and many other 
kinds of educational activity had made 
new methods indispensable. 

In the spring of 1983 the museum 
established a work group consisting of 
three archaeologists, specializing in the 

~~~~~ ~ 

Stone Age, to formulate the theoretical 
basis for the new Stone Age exhibition. 
The initial discussions concerned the 
place of this in relation to other Danish 
museums. Regional prehistory, or na- 
tional prehistory? With the growing in- 
terest in regional history at that time, the 
question was an important one. The con- 
clusion was that the museum’s size and 
its reputation, as a sort of ‘National 
Museum in Jutland’, gave it the major 
role of presenting the prehistory of Den- 
mark, though its regional aspect should 
be given equal recognition. The next 
question was the overall aim of the ex- 
hibition. 

A museum consists primarily of ob- 
jects, and its exhibitions should be based 
on these. However, objects cannot speak 
for themselves, and if one tries to let 
them do so, they turn into mere objects 
d’mt, with no connection to either time 
or place, and the museum becomes an art 
gallery or a curio collection. This kind of 
display is quite justifiable, and can be 
very inspiring, but it is out of place in a 
museum of prehistory, where the main 
emphasis should be on the bearing these 
objects have on the history of culture. It 
must HlQt be forgotten that in addition to 
the objects themselves, the archaeologist 
also brings back a lot of other material, 
such as photographs and drawings ofset- 
tlements, graves and houses, animal 
bones or the remains of plants. The set- 
tlements, graves and houses cannot be 
brought to the museums, except in very 

rare cases, and most of the bones and 
plants have meaning only for the 
specialists, but the information gathered 
from them gives life to the objects 
displayed and tells a story about them. 
This documentary material is kept in the 
museums, usually in archives and 
storerooms, and must also be regarded as 
prehistoric ‘objects’ which the museum 
has a duty to present to the public. 

These considerations led to the conclu- 
sion that the objects should be displayed 
in a cultural and historical way, showing 
as many aspects of the contemporary 
society as possible. In short, the aim is to 
illuminate social history, and the selec- 
tion of objects should be based on their 
quality 2nd the extent to which their art 
is representative, rather than on quan- 
tity. 

Thirdly, it was necessay to decide on 
the txget group. This in itself is a rather 
abstract question, especially in the case of 
an exhibition planned to be on display 
for a decade or SQ. However, the fact that 
the physical display area and the size of 
the galleries had not changed since 1970, 
while the material had grown immensely, 
meant that a critical selection of objects 
for display was necessary. Various criteria 
may be found for the selection of 
material, but it was decided to choose on 
the basis of the prime target group. 

The target group was not the profes- 
sionals, who would always be able to ob- 
tain their information from other 
sources, nor was it the amateur ar- 
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chaeologist, who would come for exam- 
ple, to see a special kind of axe like the 
one he had in his private collection, or 
like the one his greatgrandfather had 
found. His demands would be so varied 
that only the study collection could meet 
them. 

Thus it was decided that the prime 
target group should be the visitors, adults 
and children, who came to the museum 
unprepared. The task then was to set up 
an exhibition whose cultural significance 
everybody would understand without 
needing specialized literature or informa- 
tion folders or slide shows. 

Disposition and choice of materìaZ 

After these preliminary discussions the 
basic ideas of the exhibition were discuss- 
ed, as well as which objects should be 
shown and how they should be arranged. 
Some visitors prefer to have a fued 
framework for an exhibition, so that they 
always know where they are. These are 
the people who know their history and 
believe in being systematic. Others come 
to see the ‘show-pieces’. (Fig. 53) The 
Iron-Age ‘bog-body’ , also known as 
the Grauballe-man, for instance, has 
brought many visitors to Moesgård. The 
majority, however, probably want a little 
of both and consequently the presenta- 
tion had to be clear and well-planned, 
but also varied and life-like. 

To meet these demands the exhibition 
was divided into two sections, one chro- 

53 
Some visitors come to experience the ‘sho 
pieces’. (Drawing by Bo Bojesen.) 

Tegning af Bo Bojesen. 

1412 63: 
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54 
The chronological series is divided into 
sections, with changes in the environment 
as the main basis of division. Each section is 
built up on the same formula as here in the 
‘THE DENSE FOREST’: the land, 
settlements, the basis of life, implements, 
society, life and death. 
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5 5  
The technology section includes the results 
of many years’ experiments in reproduction 
of the flint-knapping techniques of the 
past. 

nological section and the other thematic, 
The chronological section was to be the 
backbone of the exhibition, or a 611adder’ 
in time, of which the major rungs would 
be the changes in natural surroundings 
under the increasing influence of man. 
(Fig. 54) Changes in culture would be a 
subsidiary theme. 

Continuity was stressed, to present a 
continuous development in which new 
ideas were adopted as and when they 
were needed. It was in this section that 
the history of the Danish Stone Age was 
to be told. (Pig. 5 5 )  

The thematic section met the demands 
for variation and liveliness. Here topics 
such as occupation, beliefs and precon- 
ceptions were to be elaborated. This also 
had the advantage of keeping the chrono- 
logical section dearer, making it less over- 
burdened with information and COI.&S- 

ing digressions. It was now the technolo- 
gy section, for example, which provided 
information on the use and manufacture 
of certain tools and on how the informa- 
tion was acquired. 

The thematic section also offers the 
possibility of a closer study of local finds, 
presented in such a way that the visitors 
can see something of the processes a find 
goes through before reaching the stage 
when it can be displayed to the public. 
They learn about the site during excwa- 
tion, the objects found (not only the im- 

plements themselves but debris from im- 
plement production and other activities 
on the site), the scientists’ conclusions as 
to their dates and how they were used, 
and finally a hypothetical demonstration 
in diorama form, showing a situation at 
the settlement when it was inhabited, 
supplemented by a selection of recon- 
structed implements which the visitor can 
handle. Here the visitor can obtain 
answers to many of the questions that 
arise both at the exhibition and at the ex- 
cavations. (Fig. 56) 

Dioramas are in no way a novelty in 
museums, but this is the first time that 
Moesgård has used them in a permanent 
exhibition. We consider &is to be a good 
way of giving today’s public an idea of 
how the past may have looked, without 
using too many words and, providing the 
diorama is used carefully, without in- 
hibiting the use of imagination. 

It is obvious that ifa diorama is to cre- 
ate the illusion of a real situation as it was 
several thousand years ago, the actual ob- 
jects involved cannot normally be used. 
(Fig. 57) The original structure and col- 
our will have disappeared from the 
wooden objects, for example, clay pots 
may have been put together from many 
small pieces, flint changes in colour and 
surface texture over the years. Replicas 
have to be made with as close a 
resemblance as possible to the original 
material when it was actually in use. 
Similarly, original material cannot be 
used in illustrating prehistoric work pro- 
cesses. There will be too many missing 
links, and often the only object available 
is the end product. If the aim is to give 
the public some idea of what is involved, 
it is necessary to repeat the entire process 
and illustrate d l  the stages in it, showing 
the tools that were used, the raw material 
at the start of the process, the various 
kinds of debris produced, and finally the 

The question arises as to whether to in- 
form the visitor of where replicas have 
been used in the exhibition. We felt that 
it was usually quite evident when replicas 
had been used, and that the immediate 
experience would be ruined by signs say- 
ing ‘replica’ to distract the visitors as they 
moved from object to object. However, 
M inventory of objects included in the 
exhibition is planned so that interested 
visitors may look up the place of origin of 
the various objects and confirm which axe 
replicas. 

end product. 



Reinterpreting the Stone Age at Moesgård 111 

Texts 

The most sensitive part of an exhibition is 
the texts, and the language they use. The 
ideal is surely for an exhibition to present 
its theme with the utmost vivacity and in- 
volvement by means of the objects 
themselves and the framework surroun- 
ding them, and with minimal use of ex- 
planatory texts. 

As to the actual phrasing, it has been 
suggested that the ideal language level in 
this case is that of 12 to 13 year-olds, or 
that the texts should be comprehensible 
to an intelligent 11-year-old. However, 
such graduations seem rather absurd, and 
instead we would recommend, for non- 
specialist visitors, clearly formulated texts 
of reasonable brevity, without technical 
terminology or theoretical explanations, 
couched in a language which is not con- 
descending to either children or adults. 

It should be added that there are 
English texts throughout the exhibition 
giving a brief summary of each section. 

Secondary media of communication 

The museum’s primary medium of com- 
munication is the exhibition, in which 
the objects can be directly seen and 
studied. The secondary media comprise 
all the material and activities prepared in 
connection with the exhibition (Fig. 58). 
These can include audio-visuals such as 
slides and video shows, which in our case 
are deliberately excluded from the actual 
exhibition where they can cause too many 
distractions such as queues and discor- 
dant effects. However, they are an impor- 

tant supplement where, for instance, 
prehistoric processes like the building of 
megalithic tombs .or flint knapping may 
be described in greater detail than is 
possible in the exhibition itself. 

Supplementary thematic booklets are 
useful in discussing research and histori- 
cal theories on, for example, the origin of 
farming or of individual cultures; a single 
object may be taken out of its cultural 
connection and discussed from an ar- 
tistic, religious or functional angle. 

Essentially, secondary communication 
is aimed at schools. Taking into account 
their curriculum, the exhibitions have 
been adapted accordingly at various 
points. But it is also important that 
students should come to a museum 
without bringing the school with them. It 
schould be a new and inspiring ex- 
perience, which encourages them to 
come again, and to visit other museums. 
For this reason, too, the written educa- 
tional material provided is primarily a 
teacher’s guide, explaining the ideas 
behind the exhibition and the museum’s 
views on its use within the school cur- 
riculum. How the teachers use this infor- 
mation is up to them and depends on the 
work programme of which the museum 
visit is a part. 

This will also be the case when work- 
sheets are to be produced. Ideally, ques- 
tions on these sheets should be directly 
related to the topics and the problems 
that the students are dealing with. These 
can only be decided by the teacher, but 
the museum is quite willing to co- 
operate. In any case, the work-sheets 
must not be allowed to become mere 

56 
In the thematic series the visitor can view a 
single site in depth. Here a farming 
settlement of the New Stone Age is 
described: the excavation, the site with its 
implements and waste products, the 
research conclusions, a hypothetical 
situation in diorama form, and 
reconstructed implements for the visitor to 
handle. 
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Use of audio-visual effects in the exhibition 
can have disturbing effects, and hamper the 

overall view. (Drawing by Bo Bojesen.) 

Sons og sorillins 
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59 
Musée d’Orsay, Paris. Façade of the  Musée 
d’Orsay giving on to the  Seine. 

The objectives of the Musée 
d’Orsay 

The aim of the Musée d’Orsay in Paris 
originates with the encyclopaedic educa- 
tional approach which tends to present a 
chronological arrangement of works rep- 
resenting different periods and schools in 
art history. This conception of museology 
dates from the time of the French Revolu- 
tion and was used in creating the Louvre 
Museum and many others throughout 
France, but in recent years the French 
Museum Service (Direction des Musées 
de France) limits its application to Paris 
institutions. 

The Musée d’Orsay brings together art 

the Jeu de Paume, the Palais de Tokyo, 
the Louvre, and other French museums.’ 
New aquisitions were made through 
donations, datioiz (government aquisi- 
tion of art works in payment of in- 
heritance taxes), and purchases. The 
museum collection covers the period 
from 1848 to 1914, thus creating a bridge 
between the Louvre and the National 
Museum of Modern Art at the Centre 
Georges Pompidou. 

1. Versailles, Fontainebleau, Le Musée des Arts 
Décoratifs, Le Mobilier National, La Manufacture 
de Sèvres and Provincial Museums also - -  

works which were formerly dispersed in contributed to the Orsay collection. 
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Cross-section of the Musée d‘Orsay. A, The 
central ‘avenue’; B, Lateral cubicles; C, 
Middle level terraces; D, Display rooms and 
corridors; E, Third level attic galleries; F, 
Vault Intrados; G, Vault Extrados. 

2. The architects collaborating on the project 
were Pierre Golbac. Renaud Bardon and Tean- 
Paul Philippon. 

3.  Michel Laclotte. chief curator of the Louvre 
Museum Painting Department, is director of the 
Musée d’Orsay museum programme. 

The transformation of Victor Laloux’s 
190Q train station and hotel (Figs. 59-60) 
into a museum is a museologicd novelty, 
and several teams of engineers col- 
laborated to solve the unusual problems 
of environmental control and security it 
presented. 

Gae Aulenti, the interior designer, 
worked with the initial plans made by the 
ACT Architecture Studio2 and for- 
mulated thirty different types of display 
areas on three floors. Aulenti aimed to 
create an interior ‘architecture’ in direct 
contrast to Laloux’s building, which 
neither conceals the original structure nor 
blends with it. The abundant use of stone 
and metal gives a permanent character to 
the building, which was originally 
designed for the transitory passage of 
visitors. The curators responsible for the 
project acknowledge the apparent con- 
tradiction in &e increased display possi- 
bilities attained by the installation of rec- 
tangular exhibition rooms with fixed 
walls, thus turning their backs on the ex- 
periments carried out with ‘mobile walls’ 
ten years earlier at the National Museum 
of Modern Art. 

Technical and aesthetic criteria are 

responsible for Michel Laclotte’s3 deci- 
sion to separate the different categories of 
art: oil paintings, photographs, furniture 
and fragile pastel drawings have different 
lighting requirements. The individual 
objects in the Orsay collection were judg- 
ed sufficiently evocative of their era to 
render reconstitutions and artificial en- 
vironments superfluous. The various 
schools of painting and sculpture are 
placed in dserent  parts of the building, 
and two storeys separate the works of the 
impressionist masters from the academic 
paintings. The museographic program- 
me aims to be both historical and critical. 

J t i m m y  aga$ ~~~~~~~~~~g~~~~~ o$ 
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The museum itinerary was designed to 
make use of the extraordinary volumes 
and illumination of the building. These 
are accentuated by open and closed ex- 
hibition areas, natural and artificial 
lighting, and numerous steps, stairways 
and escalators. 4,000 art works are 
displayed in the 80 rooms and galleries of 
the museum. These exhibition areas oc- 
cupy 16,000 m2. The total usable 
museum surface is of 47,000 m2. Gae 
Aulenti preferred stone, cement, plaster, 
metal and glass to the textiles and woods 
usually used as display settings. Echoes 
are absorbed by the 40,000 sound traps 
which are hidden throughout the 
museum. These devices consist of plaster 
boxes in seven sizes, fillled with glass fibre. 

The Orsay Museum building consists 
of one great ‘nave’ measuring 220 m by 
75 m, vaulted with an enormous skylight 
(Pig. 61). Glass and iron arcades run 
down the sides and dose off each end of 
the structure. A central aisle runs down 
the nave, built on an artificial slope and 
divided by steps (with lateral ramps hop 
wheelchairs) into a series of landings 
where sculptures are displayed. Two 
massive towers displaying the work of Art 
Nouveau artists bring the vista to a close. 
Bark coloured paving indicates perpen- 
dicular ‘streets’ which lead into two rows 
of ‘houses’ running parallel to each side 
of the avenue. These are enclosed areas 
built to contain the paintings of a par- 
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Plaster panels are pierced by an upper and 
lower row of holes. The upper holes hold 
the metal rods from which the paintings are 
hung, the lower holes support metal card 
holders. A sophisticated system of futed 
vertical and horizontal panels prevents the 
sun’s rays from striking the paintings. A 
longitudinal series of light diffusion panels 
runs directly above the paintings. 

4. ‘Cortel’ is a self-protecting metal which was 
originally intended for the showcase frames. The 
brown rust which forms on the metal actually 
protects the material against further rusting. 
Museum conditions do not allow the weathering 
necessary for the brown rust to occur. The metal 
showcase frames were painted in brown as a 
souvenir of the desired effect. 

blue-grey emulsion, giving a speckled 
effect. 

Each display panel has an upper row of 
holes from which the paintings are hung 
on rods and a lower row to support the 
metal label holders (Fig. 62). The paint- 
ings may thus be hung in different posi- 
tions throughout the museum using any 
of the panel holes available. Very large 
paintings are hung from thick metal bars 
or placed on easels, while very small ones 
are either placed in showcases or grouped 
together on a second stone panel. 

The curious decor of the ground floor 
‘houses’ makes the contemplation of 
paintings dEcul t .  The differently sized 
panels and rows of cement columns create 
a series of incongrous perspectives. In one 
case (Puvis de Chavannes’Jeunes Pil’l’es au 
Bord de la Ner) the painting is far higher 
than the background wall, and the spec- 
tacle of the torsos of passing visitors is 
highly distracting. Some of the side walls 
of the middle-level exhibition rooms are 

of such a peculiar design, with an upside- 
down trapezoid shape cut out ofthe mid- 
dle, that they haw a baroque tramDe- 
l’oeil‘ effect which transforms a normal 
square painting into a trapezoid (this 
time right-side-up). 

At the attic level, on the other hand, 
the simple galleries with their rows of 
three-sided display rooms provide a tran- 
quil setting for the appreciation of 
painting. 

Sculpture 

Large sculptures on the ground floor 
‘avenue‘ and on the middle level ‘ter- 
races’ benefit from the impressive dimen- 
sions of Orsay’s nave. The statues are sup- 
ported by pedestals of all sizes, shapes 
and colours, in polished cement, metal, 
marble and other stones (Fig. 63). Some 
of the pedestals originally belonged to 
the statue in question, while others were 
specially designed. The range of cylin- 



117 

ders, cubes, trapezoids and combinations 
of the above shapes, form a distracting 
ensemble. 

Statuettes and models are placed in 
glass showcases which are supported from 
beneath, suspended from the walls, or 
built in. Very large showcases rise up 
directly from the floor. The steel and 
aluminium frameworks are coated with 
‘corte1’4 brown paint. The glass shelves 
are either supported by bronze-coloured 
fixtures or suspended from above by thin 
transparent rods. 

Drawings, small pastels, photographs 
and  etchings 

These are displayed in special ‘dark’ 
rooms where all sources of daylight are 
blocked out by white shades. The fragile 
objects are hung at eye-level in the 
showcases which line the walls. Photo- 
graphs are mounted with a white passe- 
partout and framed in beechwood. Wax 

negatives are displayed flat on table 
showcases and illuminated from behind. 

Architectwe and  town planning 

This is represented by models and plans. 
A bird’s-eye view of the Opéra district, 
designed by Baron Haussmann is provid- 
ed by a 1 : 1000 scale model fitted into the 
floor and protected by a thick layer of 
glass which one can walk over. A cross- 
section model of the Opéra made by Gar- 
nier is displayed against a starry sky back- 
ground, while built-in showcases contain 
original models of stage furnishings. 

Many of the major public buildings of 
the second half of the nineteenth century 
are represented by models stacked one on 
top of the other, forming a central col- 
umn in the yellow Amont pavilion. 
These models may be studied from each 
of the tower levels (Fig. 64). 

Furniture and art objects 

These are exhibited on plastic supports 
which sometimes evoke the intricate 
spaces of a home. Silverware and vases are 
placed in showcases, and plastic and 
stainless steel backgrounds are used for 
the Art Nouveazl items placed on the 
landings of the look-out towers. 

Museum gZass 

The 35,000 m2 of double-layered glass 
walls are composed of thirty kinds of 
glass. The main varieties may be sum- 
marized as follows. 
Slightly t inted non-re#ective glass was 
chosen for the extrados and the exterior 
walls of the building, because a reflective 
glass would have been incongruous with 
the Paris cityscape. These materials ab- 
sorb some of the sun’s heat, thus reduc- 
ing the running costs of the air-cooling 
system. The ultraviolet radiations are 
considered unharmful to the statues, and 
to the one painting (Thomas Couture’s 
Les Romains de la Décadence) exhibited 
in the nave. 

The slightly tinted non-reflective glass 
is accompanied by a grandar, metal- 
reinforcedglass on the intrados and the 
side wall interiors. The granular surface 
hides the technical apparatus and the 
long maintenance passage in the vault. 
The metal reinforcement imitates the 
original glass of Orsay. The two layers of 
glass on the side compose a double- 
glazed system with an air-passage in be- 
tween, providing climatic insulation. 

Colourless lamilzatedglass was chosen 

for the interior and exterior of the attic 
gallery roof, where the subtle colours of 
the paintings prohibit the use of tinted 
glass. Safety regulations require glass 
roofs in public buildings to be laminated. 
Ultraviolet absorption is provided by a 
system of white, light-reflecting panels, 
and laminated glass was also chosen for 
the showcases. 

Laminatedopalglass was used to create 
part of the transversal light screen system 
(see ‘Lighting’). This translucent mate- 
rial diffuses the light in the ‘illuminating 
ceilings’ installed in the attic rooms 
which are without daylight. An ultravio- 
let absorbing glass was placed over some 
of the light projectors in these ceilings. 

Laminated glass tiles which are three 
centimetres thick cover the Opéra district 
floor model, and a replaceable 8 mm 
glass covering is used for the rest of the 
flooring. The tiles provide a resistance of 
500 kg per square meter. 

Lightilzg 

The even distribution of light is one of 
the most successful aspects of this muse- 
ology. Daylight is supplemented or ‘re- 
placed by no less than 3,894 fluorescent 
tubes and 4,205 spotlights. Large sculp- 
tures are illuminated by natural and ar- 
tificial light which penetrates from the 
vault over the nave. Seven rows of fluores- 
cent tubes (colour number 25 by Osram) 
run across each of the nine skylights. S i x  
1,000-watt light projectors (Osram) and 
two 6,000-sci metallic halide narrow 
beam lamps (Thorn) are placed at the 
foot of each skylight. 

Paintings on the ground and middle 
floors are illuminated by artificial lights 
which are built into suspended panels. 
Most of the illumination is supplied by 
25O-watt metallic halide projectors 
(Osram) with a colour temperature of 
4,800” Kalvin. This light is reflected one, 
two, or three times from white vertical or 
slanted panels before reaching the pain- 
tings, a process of reverberation which 
eliminates harmful ultraviolet rays. The 
lamps are placed far enough away from 
the art works to render infrared radiations 
harmless. The same lamps are used to 
supplement the sunlight in the attic 
galleries, A sophisticated system of fixed 
vertical and horizontal panels prevents 
the sun’s rays from striking the paintings. 
An exception occurs in late spring, when 
shades have to be drawn across the ceil- 
ing. A longitudinal series of light diffu- 
sion panels runs directly above the pain- 
tings while a transversal network of 
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Statues are supported by pedestals of all 
sizes, shapes and colours. Two look-out 
towers close off the avenue. 

laminated opal glass is suspended from 
the roof structure. 

Small movable halogen spotlights (50 
watts with 12 volts, 100 watts with 24 
volts) supplement the illumination of 
paintings and showcase displays. The 
lamps are provided with a built-in in- 
frared reflector and allow for a colour 
rendexing of 80 per cent. 

A 75 per cent colour rendering is pro- 
duced by the Qsram fluorescent ceiling 
tubes (colour number 25,  4,000” Kalvin) 
placed in staff grooves which direct the 
light onto the vertical gallery walls. 

As we have seen, all daylight is exclud- 
ed from the ‘dark’ rooms created for the 
display of photographs, pastels and draw 
ings. 50-lux fluorescent tubes are placed 
in reglets above and below the built-in 
showcases. The reglet has a small opening 
which only allows a tenth of the light rays 
to enter the showcases, and the remain- 
ing light is absorbed by the wall. In this 
way very few ultraviolet rays reach the 

photo-sensitive works. The distance be- 
tween the lamps and the objects is suffi- 
cient to prevent the infrared radiations 
from having harmful effects. 

Special sensors placed ora the ceilings of 
sunlit rooms send signals to the central 
computer base when &e sunlight is par- 
ticularly strong. The artificial illumina- 
tion is then automatically lowered. 

Environmental control a n d  seczcdy 

The Gestion Technique Centralisée 
(GTC) is a central control station which 
monitors the technical installations ofthe 
Orsay Museum. M. Bernard Guindollet 
spent five years designing the unique 
program of this system, which controls 
and regulates the museum’s electrical cir- 
cuits, air-conditioning, and security 
systems, The program was perfected dur- 
ing a four month trial period before the 
museum opened. The ‘Clemessy’ com- 
puter models chosen for the GTG also 
operate the technical installations of the 
Ariane IV space centre in Kourou, French 
Guiana. The GTC runs 24 hours a day, 
every day of the year. 

The Orsay air-conditioning equipment 
contains four 500 kW air-cooling 
systems, tpvo ice-water storage tanks, 
three 2,000 kW vapour heat-exchangers, 
and air-purifying equipment which pro- 
cesses 1 million m3 of air per hour. The 
ice-water storage tanks are placed 17.5 m 
underground. They are filled at night ac- 
cording to the next day’s requirements, 
which are determined with the help of 
weather forecasts, The tanks are used 
even during winter as the 5,000 visitors 
present in the museum at any one time 
would otherwise overheat the exhibition 
areas. The heat-exchangers mn  on vapour 
supplied by the Chauffage Urbain Pari- 
sien. The air-mixing system is closed at 
night and begins to operate just before 
opening hours. 

Fifty electronic sensors measure the 
temperature and relative humidity 
throughout the museum. A computer 
base compares data on exterior and in- 
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terior environmental conditions and 
automatically regulates the air-condi- 
tioning programme every 15 minutes. 
The programme prescribes a minimum 
temperature of 18 OC in winter and a 
maximum of 24 "C in summer. The rela- 
tive humidity is fixed at 50% plus or 
minus 10 points, with a variation 
tolerance of up to 5 points per hour. Thir- 
ty  air-conditioning units operate 
throughout the museum. 

A combined system of sensors and 
heaters placed in the central skylight 
automatically heat the glass roof to pre- 
vent condensation. 

Theft und fire securìty 

The Orsay security service has a surveil- 
lance staff of 220 employees who belong 
to the French museums corps and the fire 
department, and this service is also run by 
the GTC. Every known theft detecting 
device is used, according to circum- 
stances. These include 350 video cam- 
eras, 500 infrared and micro-wave radars, 
and a series of electrically controlled 
locks. 1,535 Cerebus smoke and fire de- 
tectors are distributed throughout the 
museum. The exact position of a fire 
can be immediately traced on the com- 
puter screen. The air-conditioning sys- 
tem is automatically shut down when a 
fire is signalled. A thousand fire and theft 
barrier doors can be shut from the com- 
puter base whenever necessary. 

The curators, designers and techni- 
cians of Orsay claim to have created 
museum installations that are represen- 
tative of our time and should take about 
a generation to become obsolete. 
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Many of the major public buildings of the 
second half of the nineteenth century are 
represented by models stacked one on top 
of the other, forming a central column. 
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Pot for making maté. Peru. Eighteenth 
century. Isaac Fernández Blanco Museum. 

the baroque, rococo and neo-classical 
styles. Silver used for the Roman Catholic 
ceremonies is predominant, owing to the 
well-known importance attached to 
richly ornate sacred vessels in Baroque 
liturgy, and the splendour with which the 
retable was adorned. 

The churches and chapels in the north 
glittered with the precious metals cover- 
ing their inner walls. The most striking 
works were the 'antipendia', made up of 
small embossed and chiselled plates, at- 
tached to a wooden frame and riveted 
together. Their artistry makes use of 
sixteenth-century motifs drawn from the 
mannerist prints which abounded in 
Latin America and which craftsmen 
reproduced tirelessly, introducing new 
themes with the passage of time, such as 
the rocaille effects. 

Plates with a semi-circular vault, in the 
same style, were used to decorate the 
altars. 

Mention should also be made of a 
series of caskets in which the holy oils 
were probably kept. The inside of these 
caskets is usually divided into three com- 
partments designed to contain phials and 
small spoons (Fig. 65). 

The lecterns are made of embossed and 
chiselled silver with openwork. When the 
ornamental composition involves a lot of 
openwork, the wood is covered with 
velvet. 

A profusion of silver haloes and crowns 
gave added splendour to the representa- 
tion of the Blessed Virgin and the Saints. 

Mirrors were set in silver frames in 
order to reflect the lighting of the altars. 

There are two styles that can be 
distinguished among the various uten- 
sils: one in which embossing and chisell- 
ing predominate and the other in which 
hammered and even cast metal is used 
without any ornamentation, thereby pro- 
ducing plastic rather than pictorial effects 
(Fig. 66). 

Another technique, often used for per- 
fume burners, was the filigree. The per- 
fume holders often have animal shapes: 
llamas, deer and turkeys or pairs of 
animals, the bodies of which provide 
vessels for fumigations, while the heads 
are often used as lids (Fig. 67). 

The other objects, similar in shape to 
the perfume burners, are matés, which 
were widely used in this part of Latin 
America and have survived in Argentina, 
Uruguay, Paraguay and certain provinces 

of Brazil. This term was widely used from 
Peru to the Rio de la Plata to designate 
the fruit of the calabash tree, particularly 
the calabash which contained the infu- 
sion of the Paraguay herb which became 
the 'maté herb'. It is a very typical object 
of which many examples are to be found. 
Originally, the term referred to a vase. It 
is now used to designate the calabash for 
containing the infusion of a Paraguayan 
herb which has come to be known as 
maté. The herb was cultivated by the 
Jesuits on their missions in Paraguay. The 
most common models were made from a 
calabash either partly or completely 
covered with silver. 

As the indispensable complement to 
maté, the 'bombilla' is a hollow metal 
stem equipped with a filter at one end 
which made it possible to inhale the infu- 
sion of maté. 

Ornamental plates were made that 
were sewn onto a woollen cape in order to 
symbolize armor. This garment, used by 
the Bolivians, celebrated the fight be- 
tween the angels and the demons. 

After the rococo style which prevailed 
in Rio de la Plata until virtually the end 
of the eighteenth century, neo-classical 
forms influenced the design of subse- 
quent production until well into the 
following century. This influence is also 
to be found in cabinet-making and or- 
namental sculpture, as well as in religous 
and secular gold objects. 

From the nineteenth century onwards, 
the Creole gold and silversmiths con- 
tinued to work by hand and unsuccessful- 
ly resisted the advance of mechanical 
methods. These craftsmen, who remain- 
ed active until the twentieth century, in- 
variably displayed their skills in matés, 
bombillas, perfume burners and pit- 

chers, < as illustrated by the very rich 
Argentinian collections of works pro- 
duced by the masters of the colonial 
period. 

This article does not provide a full ac- 
count of all the activities that were 
organized on the occasion of the General 
Conference of ICOM. Emphasis has been 
placed on the desire of the Friends of the 
Museums in Argentina to highlight cer- 
tain characteristic aspects of their art 
treasures. They, in fact, were responsible 
for all the visits organized for members of 
the ICOM International Committee on 
Applied Art to the public collections in 
Buenos Aires and Rosario as well as to 
private collections. Their aim was to 
enable the museum specialists from all 
over the world who had gathered 
together for the first time in Buenos Aires 
to become acquainted with this original 
heritage and become more conscious of 

[ Translateedfrom French] 

1. The photographs presented in this article show 
objects belonging to the silver collection of the 
Isaac Fernández Blanco Museum in Buenos Aires. 

its importance.' 
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Perfume Burner. Ayacucho (Peru), early 
nineteenth century. Isaac Fernández Blanco 
Museum. 
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Nigerian Archaeology, Lagos, 1983. 

1. N. Nzewunwa, ‘Nigeria’, in Henry Cleere 
(ed.), Approaches to the Archaeological‘ Heritage, 
pp. 101-108, Cambridge, CUP, 1984. 

2. N. Nzewunwa, A Sourceboolk for Nigerian 
Archaeology, Lagos, National Comm. for 
Museums and Monuments, 1983, 140 pp. 14 
maps, 2 tables, bibliog., index. 

3. See the series of Preliminary Reports in 
West A frican Archaeological’ Newsl‘etter (Ibadan) 
No. 10, pp. 31-42 (1968), and No. 12, pp. 7-42 
(Ibadan) 1970 and West Afrikan J. Archaeology 
(Ibadan), No. 2 ,  pp. 121-122; No. 5 ,  pp. 
91-151. 

The permanent archaeological exhibition 
at Yelwa, entitled ‘The Living Past’ is the 
first bf its kind in the history of cultural 
resource management in Nigeria. 
Resources of this kind have various values 
and meanings attached to them by their 
makers and admirers alike, and serve as 
links between the present and the past. 
Their power in commemorating the im- 
mediate or distant past has been ex- 
ploited by different nations at different 
times in their history, especially for 
political ends, Cultural resources assume 
added importance when they help to 
establish the chronology of certain events 
and processes. 

Developing nations whose ancestry 
and antiquity have been the object of 
doubt and debate use cultural resources 
to anchor their national identity. 1 - In a 
multi-ethnic nation like Nigeria, 
museums which bring cultural objects 
from different ethnic groups under one 
roof serve as centres for forging national, 
cultural and political unity. This is a 
justification for the extensive museum 
development at both national and state 
government levels. National universities 
located in Zaria, Ibadan, Ife, Nsukka and 
Port khrCOuKr have various cultural 
resources at their disposal, for education 
and research and research on culture and 
history. Private museums are largely 
unknown in Nigeria’s cultural resource 
management strategy, although this does 
not mean that there are no private collec- 
tions. Archaeological research in Nigeria 
has come a long way.2 In the Middle 
Niger Basin and especially in the Yawuri 
Emirate of Nigeria, archaeological 
research began after the Kainji Dam Pro- 
ject. One ofthe traditional rulers who co- 
operated with the various achaeologists 
during the 1968 Kainji Rescue Ar- 
chaeology Project (KRAP)3 was Alhaji 
Muhammed Tukur, Emir of Yawuri and 

first Pro-Chancellor of the University of 
Port Harcourt. He was a historian who 
had a great interest in cultural matters, 
and in 1979 he invited the University of 
Port Harcourt to send experts to visit his 
Emirate for the purpose of conducting 
fresh archaeological research. The 
fieldwork which Professor E. J. Alagoa 
(historian) and I began in March 1980 
and continued until mid-August, with 
the assistance OS MI. Abi Derefaka (a- 
chaeologist), produced a large amount of 
data (Fig. 68). 

Alhaji Muhammed Tukurr was en- 
thusiastic about . bringing the ar- 
chaeological objects to the notice of the 
wider public since this would increase 
people’s cultural awareness of his 
Emirate. Consequently I was invited to 
exhibit the objects during the first con- 
vocation ceremony of the University of 
Sokoto, in late 1980, and at the Universi- 
ty  of Port Harcourt. I also set up an ex- 
hibition at the Kanta Museum, Argun- 
gu, for the Sokoto State Government, 
during the International Fishing Festival 
at Argungu in February 1981. The ob- 
jects remained on display until August 
1981. But while the bulk of the data from 
the excavations was still being analysed 
Alhaji Muhammed Tukur died on 17th 
April 1981. 

The idea of an archaeological 
exhibition 

In May 1981 the Vice-Chancellor of the 
University of Port Harcourt, Professor 
Donald E. U. Ekong, suggested that I 
should establish a permanent exhibition 
of the artefacts from our excavation in the 
Middle Niger Basin, to be dedicated to 
the memory of Alhaji Tukur. It was to be 
located in Yelwa, Yawuri, in Sokoto, 
State of Nigeria. 

The idea represented an exciting 
challenge to me. I was not a professional 
museum curator or a technician, and had 
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only picked up my knowledge from visits 
to different museums in England, 
Europe and West Africa. The exhibition 
would be unique in several ways. It was to 
be the product of an amateur curator, its 
content would be largely archaeological 
and it would be the first permanent ex- 
hibition of archaeological objects in the 
country. Its location was equally unique, 
not in a state or federal government head- 
quarters but in Yelwa, which is an 
emirate headquarters. It would also be 
the first time for a Nigerian university to 
be involved with its resources in an 
establishment of this kind outside its own 
campus. All these factors made involve- 
ment in the project particularly 
fascinating. 

Space and facilities 

After the university authorities had ac- 
cepted my proposal, I travelled to Sokoto 
where I discussed the idea of the project 
with State Government and Emirate Of-‘ 
ficials who warmly received it. They made 
available a room for the exhibition in the 
grounds of the Emir’s Palace within the 
Emirate Secretariat in Yelwa. 

The room, measuring 7 m long, 3 m 
wide and 6.6 m high, had served at one 
time as the Emirate Reading Room and at 
another as a sub-Treasury. A mason and 
two painters were hired to rehabilitate 
the walls and floor, and an electrician to 
rewire the room and install new lamps. A 
carpenter replaced the doors, repaired 
the windows and secured them with 
metal protectors. 

It was decided that the display facilities 
should be provided locally in Yelwa, 
which would save time and money. I 
sketched out the disposition of the show- 
cases and the shelves, and the positions 
for wall photographs and soft boards for 
pinned pictures, and discussed these 
plans with two carpenters and a local art- 
ist. The artist was helpful with advice on 
the colours for the interior of the show- 
cases, which he recommended after close- 
ly inspecting the objects to go on display. 
Under my supervision, the carpenters 
produced seven show-cases - five of 
them measuring 2.0 m x 0.6 m x 0.5 
m,  and two measuring 2.8 m x 0.8 m x 
0.6 m. TWG double-chambered hanging 
shelves, each 2.0 m x 1.0 m x 0.5 m, 
and a reception table were also con- 
structed. A large five-chambered cup- 
board was built into the north-east corner 
of the room to hold conservation 
materials and undisplayed artefacts. The 
disposition of the objects on display was 
arranged with the curaturial assistance of 
Benjamin Ogbonna and Livinus Opara, 
both of the University of Port Harcourt. 

Communication 

In planning and setting up the exhibi- 
tion, my greatest concern was with the 
visitors. I imagined that it would attract 
people from widely differing social and 
economic backgrounds. There would be 
some who had never left their homes 
before, and others who had travelled in- 

receive governors, kings and queens 
ternationally. The exhibition might - 

68 
Archaeological excavations in progress at 
Waira. Some of these pots being unearthed 
were placed on display. 
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alongside servants and cleaning ladies. It 
needed to be suitable not only for 
diplomats, bureaucrats, businessmen, 
academics, students and school-children, 
but also for illiterate farmers, herdsmen, 
fishermen, and beggars. I was being call- 
ed upon by the challenges of the exhibi- 
tion entitled The Living Past to strike a 
balance between the top and the bottom 
ranks of society. How would you convey 
an understanding of the culture 
represented in Ulaira and Yaw”  to this 
variegated audience? I had not closely 
observed this being done elsewhere, so I 
had no immediate experience to draw 
from, but H still had to provide an answer. 

Communicating to non-specialists rhe 
story of the archaeological excavations at 
Ulaira and the way the objects were pro- 
cured was particularly challenging. Pinal- 
ly I adopted a five-point solution. The 
first point was to use a series of 
photographs taken during the site survey, 
showing excavation, and how the objects 
were unearthed and processed. These 
photographs were arranged sequentially 
to illustrate the different stages of the 
field operation. The second solution was 
the use of a slide projector mounted in 
the north-east corner of the display room 
and projected onto the south-western 
wall. This provided a fascinating view of 
the local environment, settlement stmc- 
tures, and people in their everyday ac- 
tivities. Thirdly, we played recordings of 
local music of the Kambari, Gungawa 
and Hausa as used in recreation, work 
and festivities, thus providing a sound 
environment that is reminiscent of the 

culturd area. Fourthly, we provided 
guides who explained the nature of the 
objects and the exhibition in English and 
in local languages. Finally, I prepared a 
twentypage exhibition guide-book en- 
titled The Living Part for the visitors.4 

The archaeological objects on display 
include different types of stone articles 
such as axes, grinding and cutting 
stones, beads and a carved stone repre- 
senting a stylized human face. Objects in 
clay included decorated pots, saucers, lip 
and ear plugs. beads, whistles and SIE&- 
ing pipes. There are also terracotta 
figurines of humans, some naturalistic 
and others stylized, often in the form of 
double-headed humans or h~rned  
human heads. Metal objects are largely 
farm implements, sword and dagger 
blades, arrow and spear heads, finger 
rings, anklets, bracelets and bangles. 
There are also objects made of shell, bone 
and glass. The radio-carbon dates obtain- 
ed on the site now show that the culture 
represented at Ulaira began during the 
first millenium B.C. The large collection 
of illustrations is arranged in eight 
albums depicting the life of the late 
Alhaji Tukm and the archaeological 
fieldwork. 

Visitors 

The exhibition was planned to open in 
December 1981, but this was delayed un- 
til the eve of the installation of Alhaji 
Shu’aibu Yakubu Abarshi as the new 
Emir of Yawuri. The Sokoto State Gover- 
nor, Br. Garba Na-Dama, declared the 

‘The Living Past’ open on 25 March 1982 
as one of the major activities marking the 
installation ceremony. In the first week 
alone over a thousand visitors were 
recorded in addition to the large number 
of local people who did not sign the 
book. The keeper says that this group 
forms the bulk of the visitors, which he 
estimates at six thousand per annum (Pig. 
69). The visitors’ book, however, shows 
that the exhibition has also attracted 
government officials, students, school- 

visitors, thus increasing the tourist poten- 
tial of Yelwa. The University of Port Har- 
court has now formally presented the ex- 
hibition ‘The Living Past’ to the Sokoto 
State Government in order t~ provide for 
its effective management. 

chi!dreP1, rese¿x,.ch s:udena and f m i p  

4. N. Nzewunwa, The Living Past: An 
Exhibition Guide, Port Harcourt, 1981. 
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walks of life come to 



125 

Chris Hudson 

Studied three-dimensional design in London and 
then worked in the British Museum design depart- 
ment. Later, at James Gardner Studio, he worked 
on a variety of international museum projects and 
the studied development planning at London 
University. Moving to Ecuador to direct the British 
Volunteer Programme, he stayed on to design the 
archaeological museums of the Pacific Bank in 
Guayaquil. Now resettled in the United Kingdom 
as a freelance designer, he has recently been back in 
Ecuador to work on an archaeological site museum. 

Colin McEwan 

A professional archaeologist from Great Britain who 
specializes in the Precolumbian cultures of South 
America. His current excavation at Agua Blanca is 
part of a long-term project supported by the Na- 
tional Institute for Cultural Patrimony (INPC), the 
Central Bank of Ecuador, the programme for 
Ecuadorian Anthropology, the University of Illinois 
and the British Museum. 

70 
Agua Blanca, with the excavation site in the 
foreground. 

Amid growing concern to stem illegal 
traffk in cultural property from the Third 
World, little mention is made of positive 
'grass roots' action to encourage local 
people to evaluate prehistoric artefacts in 
terms other than immediate monetary 
return. People knowledgeable and proud 
of their past are less likely to part with ob- 
jects that are perceived -to be important 
elements of their cultural identity. 
Artefacts, rather than disappearing for 
the private enjoyment of a few, remain to 
enrich the lives of their rightful guard- 
ians - the descendants of those who pro- 
duced them. The accidental discovery of 
a carved stone seat in the rural Ecuadorian 
community of Agua Blanca in South 
America led to a chain of events that pro- 
vides a good illustration of what can be 
done to focus pride in the past. 

The #re- CoZumbìan heritage 

Coastal Ecuador is exceptionally rich in 
pre-Columbian remains, with many sites 
yet to be explored. Some of the earliest 
pottery in the Americas was produced 

here more than five thousand years ago 
by the Valdivia culture, giving rise in turn 
to two other intriguing and sophisticated 
cultures, the Machalilla and the Chor- 
rera. Ecuador soon lay at the hub of a 
flourishing long-distance exchange net- 
work introducing formative traits that ap- 
pear in both Middle America (Mexico) 
and the Central Andes (Peru). The later 
Regional Development (Bahía, Guan- 
gala, Jama Coaque, La Tolita) and In- 
tegration phases (Manteño, Huancavilca) 
are fepresented by a wealth of beautifully 
crafted ceramics and metal and stone 
sculpture. Unfortunately, the vast ma- 
jority of pre-Columbian antiquities from 
Ecuador in both national and interna- 
tional museums have been procured by 
the illegal looting of ancient sites, and 
this often severely compromises their 
aesthetic and scientific value. 

The typical huaquero (grave robber, 
from huaca - burial mound) is, as often 
as not, a poor campesho (peasant) who 
begins casual excavation to supplement 
an otherwise meagre income. For some it 
becomes a lucrative source of year-round 
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employment. Professional huaqueros 
soon develop an uncanny expertise in 
locating cemeteries and tombs where the 
most attractive and valuable objects are to 
be found. Inevitably this results in not 
just the removal of the objects themselves 
and their sale to private collectors, but 
also the wholesale and irreparable 
destruction of unique archaeological 
sites. 

This trade in Ecuador grew significant- 
ly from the 1970s uwil 1985, when the 
National Institute for Cultural Patrimony 
ordered the museums of the Central 
Bank to acquire artefacts only from ap- 
proved ’scientific excavations. This was a 
bold move, but many fear that while it 
may help to reduce the illegal trade it 
could also lead to the increased export of 
items to North American and European 
buyers. 

Despite international legislation spon- 
sored by Unesco designed to curb this il- 
licit trade by intersifhg and impound- 
ing large shipments and eventually 
returning material to its country of 
origin, few Third World countries can 
muster the resoúrces to stop the traffic in 
antiquities at the source, which is the ar- 
chaeological site itself.1 

Agua Blanca: a rìc.4 past facìng 
modeTB ~ ~ ~ @ ~ ~ ~ §  

Agua Blanca is a small village in the pro- 
vince of Manabí on the central coast of 
Ecuador, in the heart of the Machalilla 
National Park. Nearby is an extensive 
Manteño archaeological site comprising 
the ruins of several hundred rough stone 
and adobe structures, mounds and ter- 
races, described by Olaf Holm (director 

71 
The CUJU 

village. 
comund at the centre of the 

of the Central Bank Museum in Guaya- 
quil) as ‘the largest pre-Columbian 
settlement yet discovered in Ecuador’ 
(Fig. 70). 

Lying 8 km inland from the Pacific 
coast in the Buenavista River Valley, the 
hamlet of Agua Blanca consists today of 
approximately fifty families living in 
traditional houses of timber and barn- 
boo. Its name (‘white water’) derives 
from the adjacent sulphurous springs. 
The villagers’ principal economic ac- 
tivities have traditiondly been charcoal- 
burning and horticulture, but the first is 
now forbidden by the National Park and 
the second is only feasible with irrigation 
and appropriate soil management. The 
village has a primary school, a church and 
a community meeting house (tau corn- 
uaad), all built by the community’s own 

efforts and without government assis- 
tance (Fig. 71). There is no electricity or 
running water, and basic supplies are 
brought from the fishing towns of Puerto 
Lopez and Machalilla, reached by a two 
hour walk along dirt tracks. Curiously, 
the location of these modern settlements 
closely mirrors the prehistoric pattern 
described by an early Spanish chronicler 
in which an alliance (seBorio) of four pre- 
Hispanic towns was ruled by a powerful 

Since 1979 Colin McEwan has been 
conducting an archaeological survey 
here, and mapping the Buenavista 
Valley. In 9985 he began excavation in 
the mins at Agua Blanca, working with a 
team of local residents. The site is 
remarkable both for its long record of 
continuous human occupation, spanning 

~ 

lora. 
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at least five millenia, and for the excellent 
preservation of its surface architectural re- 
mains. The site has remained relatively 
undamaged by looting. 

The challenge is to protect the site for 
the benefit of future generations and to 
preserve it for scientific study. However, 
the pressing economic needs of the local 
people cannot be ignored and if sub- 
sistence alternatives are not developed, 
Agua Blanca risks being added to the 
long list of sites which have been 
plundered out of need rather than greed. 
The strategy adopted has been to seek the 
fullest possible co-operation and col- 
laboration of the people of Agua Blanca. 
Work on the site is regularly discussed at 
meetings between the archaeological 
team and a village committee, together 
with other items that affect the life of the 
community, such as a project to expand 
the irrigation system so as to develop 
viable alternatives to the activities pro- 
scribed by the National Park. But it was 
the discovery of a Manteño carved stone 
seat, perfectly intact, that provided an 
unexpected opportunity to raise the 
villagers’ awareness of the significance of 
the cultural resources that lay, quite 
literally, beneath their feet. 

Seats of power 

The Manteños, who lived on the central 
coast of Ecuador at the time of the 
Spanish conquistadores in the sixteenth 
century, manufactured a distinct type of 
U-shaped stone seat. Under the ‘U’ of the 
seat is the sculpture of a crouching hu- 
man or feline figure. The seats evidently 
functioned as powerful icons of social 
status. It is rare for undamaged seats still , 

to be discovered, because nearly all of 
them have been exported as curiosities to 
the major museums of Europe and North 
America. 

At Agua Blanca people have watched 
with mixed feelings as the best examples 
of the seats where whisked away from the 
ruins by outsiders. Resentment vied with 
the prospect of making some occasional 
ready cash from the sale of other casual 
finds of pre-Columbian objects exposed 
by annual winter rains. 

In early April 1985, while a trench was 
being dug through the village to carry 
long-awaited water pipes, a complete 
Manteño seat was accidentally un- 
covered. It was immediately sold to a 
commercial trader from nearby Macha- 
lilla for the sum of US$40- the 
equivalent of nearly a month’s income 
for the person who discovered it, but a 
mere fraction of its real worth. Excite- 
ment and interest grew during the next 
few days into a groundswell of opinion 
that the seat should be returned. The 
event also raised the question of how this 
and other objects found over the years 
might be suitably displayed in the 
village. 

The exhibit 

Thus it was the discdvery of this seat that 
catalysed the process of providing for the 
long-term conservation of the site and 
setting up a site museum’and visitors’ 
centre. Over the years villagers had fre- 
quently mooted the idea of a cultural ex- 
hibit in the comma.  The availability of 
an exhibit designer, Chris Hudson, made 
it possible to implement this idea. Sug- 
gestions for a simple display in a corner of 

72 
The exhibition. 

1. See ‘Ecuador Recovers an Important 
Fragment of its Cultural Memory’, Museum, Vol. 
X X X V I ,  No. 1, 1984. 
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The stone sear, on display. 

the casa comunal were discussed with the 
village committee and a drawing and list 
of materials were prepared and presented 
to the Central Bank Museum in Guaya- 
quil, which agreed to finance the work. 
Support was also given by Alfred0 
Moreira of the Archaeological Museum of 
the Pacific Bank in Guayaquil and Carlos 
Zambrano, director of the Machalilla Na- 
tional Bark. 

Materials were acquired and two young 
carpenters from the village worked with 
the designer to produce a pair of upright 
showcases, a plywood plinth and a table 
case to contain a relief map of the site 
(Fig. 72). The work was carried out in the 
casa comunal, which was filled with 
schoolchildren during breaks, inquisitive 
to see what was happening. Villagers call- 
ed in to observe progress and to give a 
hand. As work advanced the combined 
enthusiasm of the village committee, the 
excavation team, the archaeologist and 
the designer generated wider interest and 
villagers readily donated pieces for the ex- 
hibit. Anticipation mounted as the open- 
ing day approached and the seat itself 
had still not appeared. Some doubted 
that it would be returned without money 
changing hands. Finally, to the relief and 
delight of all concerned, Don Segundo 
Vásquez donated the seat in time for it to 
be proudly cleaned and restored (Fig. 
7 3 ) .  

A lively celebration sponsored by the 
comuna inaugurated the exhibit on June 
7, 1986. Quotoas collected from each 
family by the comuna committee paid for 
the chica (maize beer), seco de chivo 

(traditional goat stew) and aguardiente (a 
kind of brandy) served to over 150 guests 
after the more formal opening by Olaf 
Holm. 

The experience at Agua Blanca is a 
modest but important success story. I t  
might be argued that short-term gains in 
the form of huaquero sales were passed 
up for possible long-term advantages: an 
eventua! site m~seul?; âiìd thc cïexiûíì of 
an archaeological park would certainly 
improve the village's fortunes. However, 
we cannot assume that this experience 
could be easily replicated in other loca- 
tions for, in many ways, Agua Blanca is a 
remarkable community with a rare 
degree of collective organization and 
unity. 

Nevertheless the safe return of the seat 
is a 'first' for Ecuador and sets a challeng- 
ing precedent for archaeological projects 
being conducted in Pura1 areas of Latin 
America. 

For a modest outlay (the exhibit bud- 
get was less than US$ 1,000) Agua Blanca 
has tangible proof of the significance of 
its cultural resources, and is already draw- 
ing visitors from all over Ecuador and 
beyond. The creation of their own 
'museum' is helping the people of Agua 
Blanca to focus on their past and to 
develop responsible attitudes with regad 
to its conservation and preservation. And 
should you manage that once-in-a- 
lifetime trip to the Galapagos Islands do 
stop by and visit! 
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SlovuAaon/y:. Alfa Verlag Publishers, Hurbanov; nam. 6. 893 31 
BRATISLAVA. For the 'Courier' only: PNS-UED. Jindrisska 14, 
PRAHA 1. 

4227, ADEN. 
DEMOCRATIC YEMEN: 14th October Corporation, P.O. Box 

DENMARK: Munksgaard Export and Subscription Service, 35 Nqrre 
Sqgade. DK-1370 KCßENHAVN K. 

DOMINICAN REPUBLIC: Librería Blasco, Avenida Bolivar, No. 
402, esq. Hermanos Deli ne, SANTO DOMINGO. 

ECUADOR: Perio&ca/r on8: Dinacur Cia. Ltda, Santa Prisca n." 
296 y Pasaje Sans Luis. Oficina 101-102, Casilla 1,l2-B, QUITO. 
Nueva Imagen, 12 d e  Octubre 959 y Roca, Edificio Marrano de 
esus QUITO. 

EdY!YP?i Centre for Unesco Publications. 1 Talaat Harb Street, 
CAIRO. 

ELSALVADOR Librería Cultural Salvadoreria, S.A., Calle Delgado 

ETHIOPIA: Ethiopian National Agency for Unesco. P.O. Box 2996, 
ADDIS ABABA. 

FINLAND: Akateeminep Kirjakauppa, Keskuskatu 1, SF-00100 
HELSINKI 10; Suomalainen Kirjakauppa Oy, Koivuvaarankuja 2, 
01640 VANTAA 64. 

FRANCE: Unesco CPDIV, 1 me Miollis 75015 PARIS. 
GABON: Libraiiie, ,So alivre (Librevhe Port Gentil and 

Franceville): Librairie Aachette, B.P. 3923, LIBREVILLE 
GERMAN DEMOCRATIC REPUBLIC: Buchhaus Leipzig, Postfach 

140, 701 LEIPZIG or international bookshops in the German 
Democratic Republic. 

GERMANY, FEDERAL REPUBLIC O F  S. Karger GmbH, Karger 
Buchhandlung, Angerhofstrasse 9. Postfach 2, D-8034 GERME. 
RINGIMONCHEN: UNO-Verlag. Simtocksttasse 23. D-53000 
BONN 1. Forscienfzyc mupr 084: Geo Center. Postfach 800830, 
7000 STUTTGART 80. For 'The Courier': Mr Herbert Baum, 
DeutscherUnesco-Kurier-Vertrieb. Besaltstrasse 57,5300 BONN 3. 

D e  oc Ltd., P.O. Box 195, AC- 
CRA. Ghana i o o k  Sup lien {d., F.O. Box 7869, ACCRA, The 
Uni;crsity Bookshop o?Ghana. ACCRA: The University Bookshop 
of Capc Coast; The University Bookshop of Legon. P.O. Box 1, 

No. 117, apartado postal 2296. SAN SALVADOR 

GHANA: Presb tcrian Booksho 

LEGON. 
GREECE: lnrcrnarional bookshops (Elcfrhcroudakis. Kiuffmann. 

etc.); John hlihalopoulos & Son S.A., lnicrnationnl Bookscllcrs. 
75 Hermou Strcct. P.O.B. 73. THESSALONIKI; Commission Na- 
iionalc HellCniquc pour l'Unesco. 3 NC Akadimias, ATHENS 

GUADELOUPE: Librairic Carnot. 59. rue Barbès, 97100 POINTE. 
À.PITUF . . . . . 

GUATEMALA: Comisión Guatemalt&a de Cooperación con la 
Unexo. 3a Avenida 13-30. Zona I. apartado postal 244, 
GUATEMALA. 

HAITI: Librairie 'A la Caravelle', 26. rue Roux, B.P. 111-8, 
PORTAU-PRINCE. 

HONDURAS: Librería Navarro, 2a Avenida N" 201. Comayaguela, 
TEGUCIGALPA. 

HONG KONG: Swindon Book Co., 13-15 Lock Road, KOWLOON: 
Federal Publications (HK) Ltd. ZD Fredcr Centre, 68 Sung Wong 

Toi Road, Tokwawan, KOWLOON: Hong Kong Government In- 
formation Services. Publication Section. Baskerville House, 22 Ice 
House Street. HONG KONG. 

HUNGARY: Akadémiai Könyvesbolt. Váci u. 22, BUDAPEST V; 
A.K.V. Känyvtárosok Boltja. Népkoztársaság utja 16. BUDAPEST 
VI. 

ICELAND: Snaebjöm Jonsson & Co., H.F.. Hafnarstraeti 9 ,  
REYKJAVIK. 

INDIA: Orient Longman Ltd., Kamani Marg. Ballard Estate, BOM- 
BAY 400 038. 17 Chittaranjan Avenue CALCU'ITA 13' 36a Anna 
Salai, Moun; Road, MADRAS 2 ;  8 0 / i  Mahatma Gaidhi Road, 
BANGALORE 560001; 5-9-41/1 Bashir Bagh. HYDERABAD 5OOOOl 
(AP): 3-5-820 Hyderßuda. HYDERABAD 500001. Subdepoir: 
Oxford Book & Stationery Co. 17 Park Street, CALCU'ITA 
700016; Scindia House, NEW DÈLHI 110001; Publications Sec- 
tion, Ministry of Education and Social Welfare. 511, C-Wing. 
Shastri Bhavan, NEW DELHI 110001. 

IRAN: Iranian National Commission for Unesco, Seyed Jamal Eddin 
Assad Abadi Av.. 64th St.. Bonyad Bdg.. P.O. Box 1533, 
TEHRAN. 

IRELAND: TDC Publishers 11 North Frederick St. DUBLIN 7. 
ISRAEL A.B.C. Bookstore i td. .  P.O. Box 1283, 71'Allenby Road, 

TEL AVIV 61000. 
ITALY: Licosa (Libreria Commissionaria Sansoni S.p.A.), Via 

Lamarmora 45, casella ostale 552, 50121 FIRENZE: FAO Book- 
shop, Via delle Terme !¡ Caracalla. O0100 ROME. 

CôTE D'IVOIRE Centred'édition et de diffusion africaines 04 B.P. 
541, ABIDJAN 04 PLATEAU. 

JAMAICA: Sangster's Book Stores Ltd.. P.O. Box 366, 101 Water 
Lane. KINGSTON: Universitv of the West lndies Bookshoo. Mona. 

I I  & .  .~ 
KINGSTON. 

JAPAN: Eastern BobkService Inc.. 37-3 Hongo 3-chome, Bunkyoku, 

JORDAN: ordan Distribution Agency P.O.B. 375 AMMAN. 
KENYA: gas, African Publishing House, P.0: Box 30571. 

NAIROBI; Africa Book Services Ltd, Quran House, Mfangano 
Street, P.O. Box 45245. NAIROBI. 

REPUBLIC OF KOREA: Korean National Commission for Unesco, 
P.O. Box Central 64. SEOUL. 

KUWAIT: The Kuwait Bookshop Co. Ltd.. P.O. Box 2942, 

TOKYO 113. 

KI I \ W A i T  ._ -....... 
LEBANON: Librairies Antoine. A. Naufal et Frères, B.P. 656, 

BEIRUT. 
LESOTHO: Mazenod Book Centre. P.O. MAZENOD. 
LIBERIA: ColehYancy BookshopsLtd., P.O. Box286, MONROVIA. 
LIBYAN ARAB JAMAHIRIYA: General Establishment. for 

Publishing, Distribution and Advertising. SoufAl Mahmoudi St., 
P.O.BOX 959, TRIPOLI. 

LIECHTENSTEIN: Eurocan Trust Rea., P.O.B. 5 ,  FL4494. 
SCHAAN. 

LUXEMBOURG: Librairie Paul Bruck, 22 Grand Rue, LUXEM- 
BOURG. Forthe Unesco 'Courier' only: 202 avenue du Roi, 1060 
BRUXELLES. 

MADAGASCAR: Commission nationale de la République' 
Démocratique de Madagascar pour l'Unesco, Boîte postale 331, 
ANTANANARIVO. 

MALAWI: Malawi Book Service. Head Office. P.O. Box 30044. . .  
Chichiri, BLANTYRE 3. 

LUMPUR 22-11. 
MALAYSIA: University of Malaya. Cooperative Bookshop, KUALA 

MALI: Librairie populaire du Mali B.P. 28, BAMAKO. 
MALTA: Sapienzas 26 Re ublic itreet VALLE'ITA. 
MAURITANIA: GRA.LI.C!O,MA, 1, &e du SoukX, Avenue Ken- 

nedy, NOUAKCHOTT. 
MAURITIUS: Nalanda Co. Ltd., 30 Bourbon Street, PORT-LOUIS. 
MEXICO: SABSA, Insurgentes Sur nu 1032-401, MÉXICO 12, DF; 

Librería El Correo de la Unesco', Acti án 66 (In- 
suegenteslhlanacar). Colonia del Valle, 03100 ME)XICO. DF. 

MONACO: British Library, 30, boulevard des Moulins, MONTE 
r a a i n  

MÖRÖFCO: Librairie 'Aux belles images', 282. avenue 
Mohammed-V, RABAT. C.C.P. 68-74. For 'The Courier' ffor 
teachers): Commission nationale marocaine pour ]'Education. la 
Science et la Culture, 19. rue Oqba. B.P. 420, AGDAL-RABAT 
(C.C.P. 324.45); Librairie des écoles, ?2?, avenue Hassan II. 
CASABLANCA; Société Chérifienne de Distribution et de Presse, 

'SOCHEPRESS, angle rues de Dinant et St Saëns. B.P. 683. 
CASABLANCA 05. 

MOZAMBIQUE Instituto Nacional do Livro e do Disco (INLD). 
Avenida 24 de Julho, 1921-rlc e 1' andar, MAPUTO. 

NEPAL Sa'ha Prakashan, Polchowk. KATHMANDU. 
NETHERLANDS: Pub/icufions: Keesing Boeken B.V., Hogehilweg 

13. 1101 CB AMSTERDAM or Postbus 1118, 1000 BC AMSTER- 
DAM. Periodcuts: Faxon-Europe, Postbus 197, 1000 AD 
AMSTERDAM. 

NETHERLANDS ANTILLES: Van Dorp-Eddine N.V.. P.O. Box 
200, Willcmstad, CURACAO. N.A. 

NEW CALEDONIA: Reprex SARL B.P. 1572 NOUMÉA. 
NEW ZEALAND: Government Pudishing, P.Ò. Box 14277. Kilbir- 

nie, WELLINGTON. Retail Bookshop - 25 Rutland Street; Mail 
orders - 8! BeachRoad. PrivateBag, C.P.O.. AUCKLAND. Ward 
Street: Mail orders - P.O. Box 857, HAMILTON. 159 Hereford 
Street; Mail orders - PrivateBa , CHR1STCHURCH.Princes Street; 
Mail orders - P.O. Box 1104,fJUNEDIN. 

NICARAGUA: Librería de la Universidad Centroamericana, Apar- 
tado 69, MANAGUA. 

NIGER: Librairie Mauclert B.P. 868' NIAMEY. 
NIGERIA: The University iookshop df Ife. The University Bookshop 

of Ibadan. P.O. Box 286; The Univerk Bookshop of Nsukka; 
The Univcrsity Bookshop of Lagos; The ALmadu Be lo University 
Bookshop of Zaria. 

NORWAY: Pubtications: Johan Grundt Tanum. Karl Johans Gate 
41/43, OSLO 1; Universitets Bokhandelen. Universitetssentret, 
P.O.B. 307, Blindern. OSLO3. For 'The Courier': AIS Narvesens 
Litteraturtjeneste, Box 6125, OSLO 6. 

PAKISTAN: Mirza Book Agency, 65 Shahrah Quaid-i-Azam. P.O. 
Box 739, LAHORE 3; Unesco Publicaiions Centre. Re ional Office 
for Book Development in Asia and the Pacific (RbBDAP), 39 
Delhi Housing Society. P.O. Box 8950, KARACHI 29. 

PANAMA: Distribuidora Cultura Internacional, Apartado 7571, 
Zona 5 ,  PANAMÁ. 

PARAGUAY A encia d e  Dianios y Revistas. Sra. Nelly de Gracia 
Astillero. Pte.kanco 580, ASUNCIBN. 

PERU: Librería Studium Plaza Francia 1164 Apartado 2139 LIMA. 
Libreria La Familia. &aje Peiialoza 112,'Apartado 4199.'LIMA.' 

PHILIPPINES: National Book Store Inc., 701 Rizal Avenue, 
MANILA. 

POLAND: ORPAN-lm ort, Palac Kultury, 00-901 WARSZAWA;AIS 
Polona-Ruch, Krafowskie Przedmiescie N" 7. 00-068 

PORTUGAL: Dias & Andrade Lrda. Livraria Portugal. rua do Carmo 

PUERTO RICO: Librería Alma Mater,. Cabrera 867. Rio Piedras. 

WARSZAWA. 

70 LISBOA. 

PUERTO RICO 00925. 

ROMANIA: ARTEXIM Export/Import, Piara Scienteii no 1, P.O. 
Box 33-16 70005 BUCURESIT. 

SAUDl ARABIA: Dar Al-Witan for Publishing and Information. 
Olaya Main Street, Ibrahim Bin Sulaym Building, P.O. Box 3310, 
RIYADH. 

SENEGAL: Librairie Clairafrique, B.P. 2005, DAKAR: Librairie des 
4 vents, 91, rue Blanchot, B.P. 1820, DAKAR: Les Nouvelles 
Editions Africaines, 10 rue Amadou Hassan Ndoye. B.P. 260, 
DAKAR. 

SEYCHELLES: New Service Ltd., Kingsgate House, P.O. Box 131, 
MAHÉ: National Bookshop, P.O. Box 48, MAHB. 

SIERRA LEONE Fourah Bay College, Njala'University and Sierra 
Leone Diocesan Booksho s FREETOWN. 

SINGAPORE: Federal Pubk.tions (S) Pte. Ltd., Times Jurong, 2 
Jurong Port Road SINGAPORE 2261. 

SOMALIA: Modern'Book Shop and General. P.O. Box 951, MO- 
GADISCIO. 

SPAIN Mundi-Prensa Libros S.A., Castelló 37, MADRlD I; Edi- 
cioncs Liber, a amado 17. Magdalena 8, ONDÁRROA (Vizcaya); 
Donaire. Ron& de Outeiro, 20, apartadp de correos 341, LA 
C0~U~~:LibreríaAl-Andalus. Roldana, 1 y 3, SEVILLA4; Librería 
Castells Ronda Universidad 13 BARCELONA 7. 

SRI LANkA: Lake House Booksiop, Sir Chittampalam Gardiner 
Mawara, P.O. Box 244, COLOMBO 2. 

SUDAN: Al Bashir Bookshop, P.O. Box 1118, KHARTOUM, 
SURINAME: Suriname National Commission for Unesco, P.O. Box 

SWEDEN: Pub/icutions; A/B C.E. Fritzes Kung. Hovbokhandcl. 
Regcr,inpgatan 12, Box 16356, S-103 27 STOCKHOLM. For 'The 
Couner ; SvenskaFN-Förbundet, Skolgränd 2, Box 150 50, S- 104 
65 STOCKHOLM. (Postgiro 18 46 92). Suhscn>fionr: Wennergren- 
Williams AB, Box 30004, S-104 25 STOCKHOLM. 

SWITZERLAND: Europa Verlag, Riimistrasse 5; 8024 ZORICH: Li- 
brairies Payot (Geneva, Lausanne. Basel. Berne, Vevey, Montreux, 
Neuchâtel. ,Zurich). 

SYRIAN ARAB REPUBLIC Librairie Sayegh, Immeuble Diab. rue 
d u  Parlement B.P. 704, DAMAS. 

THAILAND: dksapan  Panit, Mansion 9, Rajdamnern Avenue, 
BANGKOK Nibondh & Co. Ltd., 40-42 Chamen Krung Road, Si- 
yaeg Phaya Sri, P.O. Box 402, BANGKOK Suksit Siam Company, 
1715 Rama IV Road BANGKOK. 

TOGO: Les Nouvelles'éditions africaines 239 Bd Circulaire. 4862 
B.P. LOMÉ. 

TRINIDAD AND TOBAGO: Trinidad and Tobago National Com- 
mission for Unesco, 18 Alexandra Street, St. Clair, PORT OF 
SPAIN. 

TUNISIA: Société tunisienne de diffusion, 5 ,  avenue de Carthage, 

2943. PARAMARIBO. 

TUNIS. 
TURKEY Haset Kitapevi A.S.. lstiklâl Caddesi, ND 469, Posta 

Kutusu 219, Be o Iü, ISTANBUL. 
UGANDA: UganJagooksho P.O. Box 7145, KAMPALA. 
UNITED KINGDOM: HMS8Publications Centre, P.O. Box 276, 

LONDON SW8 5DT; Government Bookshops: London, Belfast, 
Birmingham Bristol Edinburgh Manchester; Third World Pu- 
blications, 15!1 Stratfkd RÓad. BlkMlNGHAMBll 1RD. Forscien- 
tific maps only: I McCarta Ltd, 122 King's Cross Road, LONDON 
W L l X  YU>.  

UNITED REPUBLIC OP CAMEROON Le Secrétaire Ginéral de la 
Commission nationale de la République Unie du Cameroun our 
l'Unesco B.P. 1600 YAOUNDÉ. Librairie des Editions Clé !'Il. 
1501.Y~OUNDE:LidrairieStPa~l.B.P. 763, YAOUNDB:Li&rait¡e 
aux Messageries, Avenue de la Liberté, B.P. 5921. DOUALA; 
Librairie aux frères réunis. B.P. 5346, DOUALA; Centre de Dif- 
fusion du Livre Camerounais, B.P. 338, DOUALA. 

UNITED REPUBLIC OF TANZANIA; Dar es Salaam Bookshop, 
P O. Box 9030 DAR ES SALAAM. 

UNiTED STATEk: Unipub. 10033 F King Highway, LANHAM, 
Maryland 20706. 

URUGUAY: Edilyr Uruguaya. S.A.. Maldonado 1092, MON. 
TEVIDEO. 

USSR: V / O  Mezhdunarodnaya Kniga. U1. Dimitrova 39, MOSKVA , 

ivenida - Plaza Venezuela 

5/8. P.O. 
, Titova C, 

17. .. . . . , 
P. 2307, Kinshasa; Commission na- 

tionale zaïroise pour l'Unesco, Commissariat d 'Rat  chargé dc 
I'Education nationale. B.P. 32, KINSHASA. 

ZAMBIA: National Educational Distribution Co. of Zambia Ltd. 
P.O. Box 2664 LUSAKA. 

ZIMBABWE: Textbook Sales (PVT) Ltd., 67 Union Avenue, 
HARARE. 

UNESCO BOOK COUPONS 
Uncsco Book Coupons can bc used to purchase all books and pe- 
riodicals of an cducational, scicntific or cultural character, For full in- 
formation please write to: Unesco Coupon Office. 7. place de 
Fontenoy, 75700 Paris (France). [74 1.1 
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