
to veÊ 45 godina i... ne staje, trend izgrad-
nje se nastavlja. Po mojem miπljenju, glavni
razlog je u tome πto se muzejima vjeruje,
muzeji uæivaju povjerenje publike. Doista je
zanimljivo da posvuda, u svakom druπtvu,
socijalistiËkom, kapitalistiËkom, vjerskom
ili svjetovnom, ljudi koji ne vjeruju u ono πto
njihova djeca uËe na fakultetima, ne prih-
vaÊaju ono o Ëemu Ëitaju u novinama ili ono
πto vide na televiziji - ipak odlaze u muzeje
i potpuno im vjeruju. To je vrlo znaËajno i
na tome trebamo raditi, pokuπavati i dalje
odræavati takvo stanje, zato πto ako izgubi-
mo to povjerenje, to Êe nas skupo stajati.
Muzeji uæivaju povjerenje, muzeji su institu-
cije koje daju smisao svakodnevnom æivotu.
Zbog toga i æivimo u vremenu muzeja.
Uglavnom nema drugih institucija kojima bi
svi vjerovali i koje bi ljudima mogle dati
smisao, a muzeji su upravo to.    

n n »ini mi se da vjerujete kako vaænost
muzeja joπ nije doπla do vrhunca?

Ne, ne vjerujem da je doπla do vrhun-
ca, mislim da Êe i dalje rasti. Danas u na-
πem poslu vidimo kako ima sve viπe razliËi-
tih muzeja za brojne naËine æivota. Napra-
vili smo muzeje balona na topli zrak za ljude
koji lete balonima na topli zrak. Treba li uis-
tinu stvarati muzej posveÊen baπ tome? Oni
koji se time cijeli æivot bave zacijelo misle
da treba. Oni znaju da je to bitno i treba im
institucija za koju mogu vjerovati da Êe
smisao njihova rada prenijeti u buduÊnost
kada njih viπe ne bude. U gradovima koji
veÊ imaju svoje gradske muzeje vidimo
manje zajednice koje æele imati muzeje svo-
jih naselja. To je doista institucija koja je
relevantna i bitna sadaπnjoj generaciji. 

n n GledajuÊi s europskog stajaliπta, jesu
li Sjeverna Amerika - Kanada i SAD - dale-
ko viπe orijentirane prema muzejima i jesu
li sklone staviti mnogo veÊi dio svog æivota
u muzejski kontekst? 

Naravno, u Sjevernoj Americi misle da
je Europa puno viπe orijentirana prema
muzejima. Po financiranju muzeja NjemaË-
ka je sigurno daleko ispred svih usporedimo
li dræavne fondove spomenutih zemalja, a
isto vrijedi i za Francusku. No πto se tiËe
unoπenja svakodnevnog æivota u muzej, isti-
na je da je svijest o tome kako muzeji mogu
dati smisao svakodnevnom, privatnom æiv-
otu, na primjer u sluæbi druπtvene povijesti,
potpuno prihvaÊena u SAD-u, Kanadi i
Velikoj Britaniji, a daleko slabije u drugim
dijelovima svijeta u kojima su muzeji u

©to je krenulo krivo u sluËaju rijeËkog
predavanja proslavljenog Barryja Lorda

o projektu Muzeja moderne i suvremene
umjetnosti? Barry Lord autor je niza naslo-
va muzeoloπke literature, sudionik i revizor
mnogobrojnih muzejskih projekata. Vjeru-
jem da su mnogi, poput autora ovog raz-
govora, smatrali kako je nemoguÊe pomisli-
ti ili zatraæiti, a kamoli uspjeti zabraniti pre-
davanje o arhitektonskom projektu koji je
izabran na javnom natjeËaju, financiran iz
gradskih i nacionalnih proraËunskih sred-
stava te viπekratno publiciran u medijima.
Ipak, odvjetniËki ured arhitektonskog biroa
RandiÊ - Turato svojim je odrjeπitim dopisi-
ma upuÊenim na adrese MMSU-a, tvrtke
Lord Cultural Resources, Veleposlanstva
Kanade te Hrvatsko-kanadskog akadem-
skog druπtva uspio u svojem naumu, pro-
nalazeÊi pravno uporiπte u toËki ugovora
koji su sklopili investitor (Grad Rijeka) i
arhitekti, iz koje slijedi da se “projektna
dokumentacija moæe koristiti iskljuËivo u
svrhu izgradnje zgrade Muzeja, bez prava
prezentacije i prijenosa prava upotrebe do-
kumentacije na treÊu osobu”. Pod egidom
zaπtite autorskih prava pobijedio je stav od-
vjetniËkog ureda, odnosno autorskog tima
koji smatra da iznoπenje miπljenja neza-
visnog eksperta (pozvanog od strane koris-
nika) pred javnost, koja veÊ godinama iz-
dvaja za projekt i od koje se oËekuje da ta-
ko nastavi i u buduÊnosti, nije vrijedno i
dobrodoπlo, veÊ ga tretira kao negativnu
platformu za razmatranje muzeoloπko-funk-
cionalnih vidova konkretnog projekta pre-
tvorbe T-objekta tvornice BenËiÊ u muzej-
sku zgradu. 

Predavanje je odræano. ÆeleÊi poπted-
jeti predavaËa neugodnosti potencijalnog
policijskog i sudskog uredovanja, investitor
i korisnik pristali su da se navedeni projekt
u izlaganju nigdje izriËito ne spomene. Time
su ujedno pristali i na instrumentalizaciju
pravnog sustava kao sredstva represije aka-
demskih sloboda i slobode govora, koje su
tekovina demokratskog druπtva i prava jav-
nosti da raspolaæe struËnim miπljenjem o
statusu, svrsi, kvaliteti, racionalnosti i smis-
lenosti vlastitog ulaganja. Te veËeri nije bilo
ugodno biti graanin Hrvatske.

n n Æivimo li u razdoblju muzeja?
Da. SjeÊam se kad sam se joπ kao stu-

dent 1960. godine poËeo baviti muzejima,
ljudi su govorili da je sve gotovo. Pedesete
su bile godine velike izgradnje, ali sada viπe
nema novaca i viπe se neÊe graditi. Sluπam
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What went wrong in case of the lecture
of eminent Barry Lord about the project

of the Museum of Modern and Contempora-
ry Art in Rijeka, held by the author of nume-
rous titles in museological literature, partic-
ipating in and revising many museological
projects? The author of this interview like
many others, I believe, considered impossi-
ble even to think of or to demand, and cer-
tainly not to succeed in banning a lecture on
an architectonic project elected on public
competition, financed by city and state bud-
get, and published already several times in
media. The RandiÊ-Turato Architectonic
Bureau’s law office sent resolute letters to

MMSU, to Lord Cultural Resources, to The
Embassy of Canada, to The Croatian-Cana-
dian Academic Society, finding a juridical
stronghold in a paragraph of a contract bet-
ween The Town of Rijeka, the investor, and
the architects, according to which “the pro-
ject’s documentation is available exclusively
for the purpose to build the structure of the
Museum, and there are no rights of presen-
tation and no transfer of rights on third per-
son to use the documentation”, and achie-
ved their goal. Using authors’ rights protec-
tion as Aegis, the law office’s standpoint,
respectively the authors’ team’s standpoint
won, implying that opinion of an indepen-

dent expert, called by the user (in front of a
public already financing the project for years
and expected to do so in future, has no va-
lue), is not welcome and is considered as a
negative platform to discuss the museologi-
cal-functional aspects of project to trans-
form the T-structure of BenËiÊ’s factory into
the museum.

The lecture took place. Wanting to save
the lecturer from potential unpleasant police
or legal procedure, the investor and user
agreed not to mention explicitly the project
in lecture, accepting thereby the instrumen-
talisation of juridical system as the means
to repress the academic liberties and the
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n n SudeÊi po onome πto sam Ëuo na
Vaπem predavanju, a sudeÊi i po muzejima
koje sam u æivotu posjetio, Ëini se da su
muzeji umjetnosti najdosadnija vrsta mu-
zeja u smislu komunikacije s posjetiteljima.

Svakako, statistiËki gledano zooloπki
vrtovi i zbirke æivih organizama sigurno nad-
maπuju prirodoslovne muzeje, prirodoslovni
muzeji opÊenito nadmaπuju muzeje umjet-
nosti, ali se muzeji umjetnosti nalaze ispred
povijesnih muzeja. Kad bi se muzeji stup-
njevali po njihovoj posjeÊenosti, muzeji
umjetnosti ne bi bili na posljednjem mjestu.
Oni su u stvari privlaËniji πiroj publici nego
povijesni muzeji. Fenomen umjetniËkih
muzeja vrlo se znakovito mijenja. Posebno
je vaæno spomenuti fenomen Tate Modern
muzeja. U Tate Modern je posjeÊenost dvo-
struko veÊa od oËekivane, te i dalje raste. U
tom primjeru vidljivo je da pojavnost suvre-
mene umjetnosti viπe nije avangardna, veÊ
je postala uobiËajena. Bilo to bolje ili loπije
za umjetnost, javnost je sada daleko bolje
prihvaÊa. PoistovjeÊivanje suvremene um-
jetnosti i ideje slobode - ideje o slobodnom
izraæavanja i o ljudskoj sposobnosti za ko-
munikaciju, koja je prije bila strogo vezana
uz pop i rock glazbu itd., danas se πiri i na
suvremenu umjetnost. To vidimo u Tate
Modernu i drugim izrazito popularnim no-
vim mjestima, kao πto je na primjer Bilbao.
Ta sveprisutnost, posebno suvremene
umjetnosti, nastavit Êe se i dalje. Mlaa ge-
neracija suvremenu umjetnost jednostavno
ne smatra marginalnom. Vidi je kao obiËnu
i s njom je povezana kao i s rock glazbom.  

n n Umjetnost se pretvorila u atrakciju.
Bez obzira na kulturni turizam i ekonomiju
opÊenito, Ëini se da je izgubila svoj elitis-
tiËki status. Postala je joπ jednim kotaËi-
Êem ekonomije. Koja je dobra, a koja loπa
strana tog fenomena? 

Loπa strana je tendencija gubljenja
pravog sadræaja umjetniËkog djela. Iskreno
govoreÊi, to nam je oduvijek bio problem.
Ni tradicionalni umjetniËki muzeji iz ranijih
razdoblja, ako su se uspjeli odræati dovoljno
dugo, nisu bili odviπe uspjeπni u komunici-
ranju sadræaja. Njihove su znaËajke bile ap-
straktne, πto se jasno moæe vidjeti na prim-
jeru muzejskih legendi - naËina kako ozna-
Ëavamo umjetniËko djelo. Profesionalno
sam odgojen smatrajuÊi kako, kao kod za-
tvorenika, treba reÊi samo ime, vrstu i serij-
ski broj. Za umjetniËko djelo trebate navesti
samo ime umjetnika, godinu, naziv, medij u
kojem je izvedeno, vrijeme kada je nastalo
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stvari nastali iz kraljevskih ili aristokratskih
zbirki. To je oduvijek bila prepreka u onim
dijelovima Europe i Azije u kojima nije bilo
dobrih kontakata s pukom. Dakako, u Ame-
rici su muzeje gradili ljudi koji nisu bili aris-
tokrati i koji su vjerovali u vrijednost svojih
æivota, bio on graanski ili radniËki. Tako su
u muzejima i zabiljeæili mnogo viπe o tim
æivotima. To je razlika koja Êe se s vreme-
nom izgubiti. Jedan od fenomena koji su se
pojavili u zadnjih petnaestak godina je po-
rast broja muzeja za djecu. Kada smo poËe-
li otvarati muzeje za djecu, projektirali smo
ih samo u Americi. Nakon nekog vremena u
Münchenu smo prisustvovali susretu orga-
nizacije Hands on Europe i tako je i po cije-
loj Europi poËeo pokret otvaranja muzeja za
djecu. Pomogli smo pri planiranju prvog
takvog muzeja u BeËu u Austriji. Danas je
to sasvim obiËna stvar. Mislim da se tip
muzeja moæe prenijeti i odræati se.
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liberty of speech, the gains of democratic
society, and the public’s rights to acquire
the expert’s opinion on a status, a purpose,
a quality, a rationality and a reason of their
investment.

It was not pleasant to be the citizen of
Croatia this evening.

l l Are we living in the age of museums?
Yes. I think when I first started with

museums as an undergraduate in 1960
people were saying well it is all over. It was
a great period of building in the 50s, but
now there is no money any more and there
will be no more building. I have been hear-
ing that now for the 45 years and… it never
stops, the building boom has continued. I
think the essential reason is that museums
are trusted; museums have the confidence
of the public. Virtually in every society - in-
terestingly enough, socialist, capitalist, reli-
gious or secular, people who don’t thrust
what their children are learning in the uni-
versities, let alone what they are reading in
the newspaper or watch on television - walk
in the museums and have absolute confi-
dence in it. It is quite remarkable, it is so-
mething we have to work with and try to
keep, and when we violate that thrust, we
pay dearly for it. Museums are trusted and
museums are institutions that give meaning
to the everyday life. That is why we are in
an age of museums. There are virtually no
other institutions that are universally trust-
ed to give meaning and museums are.

l l You seem to believe that importance
of the museum has not reached its peak.

No, I don’t believe it has reached the
peak and I believe it will increase. What we
are seeing now in our own practice is a
growing multiplicity of museum for many
ways of life. We have done museum for the
hot air ballooning, for people who fly hot air
balloons. Does there need to be museum
dedicated just to that? People who have
made their life around that certainly think
so. They know it is important and they need
institution that they can thrust that will con-
vey that meaning after they are gone in to
the future. We see smaller communities
within the cities that already have city mu-
seums who now want neighbourhood
museums. It genuinely is an institution that,
for the moment, continues to have rele-
vance and significance for the present gen-
eration.

l l Judging from the European point of
view North America, Canada and USA, is
much more museum oriented or tending to
put much more of their life in the museum
context?

Of course, the perception of North
America is that Europe is much more muse-
ums oriented. Certainly, in dedicating funds
for museums, Germany is why far ahead
compared to any state fund in those other
countries, and so is France. But, in terms of
that phenomenon of every day life being at
museums, it is true that the consciousness-
es of the fact that museums can give mean-
ing to the everyday domestic life, for exam-
ple for social history, is something that has
been firmly grasped in USA, Canada and
Britain, and less so in other parts of the
world where museums really arouse from
royal or aristocratic collections. That has
always been an impediment in other parts
of Europe and Asia where they do not have
association with common people so much.
In America, of course, museums have to be
built by the people who are not aristocrats
and thus they believe their lives were quite
all right whether these were bourgeoisie
lives or working people lives. They do get
them recorded in the museum much more.
That difference will change over time. One
of the increasing phenomena in 15 years or
so has been the growth of children muse-
ums. When we were first working on chil-
dren museums, we worked only in America,
but we participated in meetings in Munich
of the organisation called Hands on Europe
and you have a growing children museum
movement all over the Europe. We helped
planning the first one in Vienna, Austria. It
is very common phenomena now. I think,
that is just a lesson - museum type can
transfer and will take hold.

l l Judging from what I have heard at
your lecture and judging from the muse-
ums I have visited in my life, the art muse-
ums seem to be the most boring kind of
the museums in the terms of communica-
tion with the visitors. 

Certainly statistically, Zoos and living
collections of course overdraw natural his-
tory museums, natural history museums
generally overdraw art museums, but art
museums do outdraw human history muse-
ums. If one wants to rank them, art muse-
ums don’t come last. They actually exceed
history museums in terms of their appeal to
general public. The phenomenon of art mu-

seum is really very significantly changing.
The phenomenon of Tate Modern is some-
thing that is really important to address.
With Tate Modern one sees that attendance
right away was double of expected and is
still holding up. With Tate Modern, you can
see the emergence of contemporary art no
longer being avant-garde, but actually being
mainstream. For better or worst in terms
what is that doing to the arts, the public
acceptance of it is much more wide spread.
An identification of the contemporary art
with an idea of freedom - the idea of free
expression and ability of people to commu-
nicate which is of course strongly associat-
ed with pop music, with rock music and so
on, has now spread to contemporary art.
We see that with Tate Modern and other
very popular new venues such as Bilbao. I
think that ubiquity, and particularly of the
contemporary art, is something that will
continue to take hold. The younger genera-
tion simply does not see contemporary art
as marginal. They see it as mainstream, as
related to them in the same way the rock
music is. 

l l Art has become attraction. Apart cul-
tural tourism, apart economy in general it
seems to have lost the elitists status. It
became just another wheel of the econo-
my. Which are the good and which are the
bad sides of this phenomenon?

The bad side is a tendency to miss the
real content of the work of art. Frankly, we
always had that as a problem. Traditional
art museums in the previous periods, hav-
ing been around long enough to still be
there, were also not able to communicate
the content very well. They tended to be an
abstract sort of character. One of the ways
where you can see that clearly enough is in
the status of the museum label - how we
label works of art. I was brought up profes-
sionally with the notion that you should,
like a captive prisoner, give only name, rank
and serial number. So, for the work of art
you could only tell the artist names, dates,
title of the work, their medium and the
dates the work was created and then the
collection that it belong to. That was the
only thing you tell people on the labels. You
must not interpret the work; it must speak
for it self. My wife Gail worked intensively
with the Tate on their new approach to the
labels. Now they really lead the way, but it
has become widespread that one sees
labels helping to interpret to people. It
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n n Vratimo se sada temi muzeja. Moæe-
mo li reÊi da su muzeji kao institucije suo-
Ëeni s teæim uvjetima opstanka? Prisiljeni
su stvarati profit i smiπljati atrakcije kako
bi mogli preæivjeti. Katkad se Ëini da viπe
nije toliko vaæna obrazovna funkcija muze-
ja, veÊ da je prevladala teænja za  atrakci-
jama i stvaranjem zarade. Moæe li se to
dvoje uskladiti?

NaËelno sam optimist. Postoje odree-
ni napori. OpÊenito vlada stanje trajnog
ograniËavanja dræavnih sredstava. Muzeji
su prisiljeni biti mnogo odgovorniji, podu-
zetniji i pokloniti viπe pozornosti stvaranju
prihoda i nalaæenju sredstava nego ikada
prije. Takvo stanje vlada u cijelom svijetu i
trajan je problem. Pritom je bilo i neπto gu-
bitaka, ali samo je nekoliko muzeja zatvo-
reno kao posljedica te vrste pritiska i bi-
lanca je u osnovi priliËno pozitivna. U vrije-
me kad smo koncem 80-ih, 1986. i 1987.
u Engleskoj osnovali svoju tvrtku, doslovce
ne biste poæeljeli ruËati u nekom engleskom
muzeju. Tada nije postojao nijedan pristo-
jan kafiÊ, a danas je drugaËije. Velika veÊi-
na engleskih muzeja, Ëak i oni najmanji,
izrazito se trude ponuditi dobru hranu. I
prodavaonice su im mnogo bolje. A neki od
njih, kao recimo WMA - The Wiregrass Mu-
seum Of Art - nude svoje proizvode πirom
svijeta, sluæba narudæbi im je doista odliË-
na. Sve u svemu, izrazito je podignuta razi-
na usluga i moram reÊi da je to pozitivno
utjecalo na muzeje.

Ranija obrazovna razina starih muzeja
nije bila posebno dobra. Bilo je sluËajeva
poput The Cleveland Museum of Art, koji je
doista predvodio u obrazovnom radu. Ali
uglavnom obrazovni doprinos muzeja jed-
nostavno nije niti izdaleka bio onolik kao
πto smo danas skloni zamiπljati. Ustvari,
danas se dio muzeja koji su usredotoËeni
na posjetitelje daleko viπe bavi obrazova-
njem. Grubo govoreÊi, muzeji 19. stoljeÊa
bili su usmjereni prema istraæivanjima i
kolekcionarima, poËetkom 20. stoljeÊa bili
su uglavnom usredotoËeni na javne dræavne
fondove i obavljali su javnu dræavnu djelat-
nost. Krajem 20. stoljeÊa okrenuli su se
posjetiteljima kao glavnoj potpori i to je
zdravo, pokreÊe ih u dobrom smjeru.

n n Ljudi moæda idu u muzeje jesti i kupo-
vati i uopÊe ne ulaze u izloæbene prostore.
To je doduπe dobar prihod, ali..

To je moguÊe. Ali dobro je to πto pro-
davaonice mogu ponuditi kvalitetnu robu
dobrog dizajna, vjerodostojnu, kvalitetne

n n Takva muzejska prezentacija mogla bi
se primijeniti ne samo na πezdesete i se-
damdesete, nego i na 16. stoljeÊe.

To je zapravo izuzetno vaæna opomena
onim muzejima kakve nalazimo u ovom
dijelu svijeta, bez bogatih zbirki. Muzeji s
bogatim zbirkama bez problema mogu pri-
reivati stilske izloæbe. To sam spoznao na
primjeru High Museum of Art iz Atlante,
koji ustvari ima priliËno skromnu zbirku.
Muzej je projektirao Richard Meier, trenut-
no se nadograuje i mijenja, ali u poËetku
bio je to jedan od klasiËnih Meierovih bije-
lih umjetniËkih muzeja. Kako su imali pri-
liËno neujednaËenu zbirku, stalni su postav
napravili u cijelosti na temelju sadræaja.
SjeÊam se, na primjer, jednog zdruæivanja
talijanske slike iz 18. stoljeÊa, koja je pri-
kazivala Abrahama i Izaka. Izak je bio vrlo
lijep djeËak, ispruæen na stijeni s prsima iz-
baËenima prema ocu, koji je priliËno teat-
ralno pozirao dræeÊi bodeæ pod prikladnim
kutom. Aneo koji je slijetao na korektan
rokoko naËin, obavijen s mnogo draperije,
obraÊa se Abrahamu govoreÊi mu neka to
ne Ëini. Uz tu sliku stavili su prikaz oca koji
ubija sina, puËku skulpturu jednog afro-
ameriËkog umjetnika, ruæno i æestoko djelo,
ali i vrlo snaæno. Rezultat takvog sparivanja
bio je taj da ste uistinu uoËili sadræaj obaju
djela. InaËe biste vidjeli talijansku sliku kao
priliËno slabo djelo 18. stoljeÊa i usredo-
toËili bi se na njezin rokoko karakter. Ovako
ste je promatrali kao prikaz oca koji je spre-
man ubiti vlastitog sina. Mislim da je i orga-
nizacija povijesnih izloæbi prema sadræaju
umjesto prema temama vrlo vaæan i za-
nimljiv naËin. Osobno mi se svia takav
pristup apstraktnom slikarstvu, kada tre-
bate biti vrlo hrabri kako biste radove orga-
nizirali prema sadræaju, zato πto tu nema
tema. Poanta je organizirati ih prema sadr-
æaju zato πto vas to uistinu tjera da pogledate
o Ëemu se u djelu zapravo radi. Odræao sam
mnoga predavanja o povijesti umjetnosti,
koju nisam studirao. Diplomirao sam filozofi-
ju, ali sam zbog muzeja odluËio prouËiti
povijest umjetnosti. Na predavanjima uvijek
govorim πto je sadræaj djela, a shvatio sam
da mi se studenti æale na druge profesore, na
knjige koje Ëitaju i predavanja koja pohaaju
i koji su svi posveÊeni povijesti stila; to nije
povijest umjetnosti, koja je zapravo povijest
sadræaja. Uvijek se trudim doprijeti do
sadræaja o kojemu je rijeË i iskreno mislim da
konaËna prosudba neke izloæbe ovisi o tome
ukazuje li ona na sadræaj djela, za razliku od
viπe-manje stilistiËkih ideja ili tematike. 

i zbirku kojoj pripada. I to je sve πto legende
trebaju reÊi publici. Djelo ne smijete objaπ-
njavati - ono treba govoriti samo za sebe.
Moja supruga Gail suraivala je intenzivno
s Tateom na njihovom novom pristupu le-
gendama, u Ëemu su postali vodeÊi. Njihov
novi pristup ukljuËuje posvuda raπirene le-
gende koje ljudima objaπnjavaju umjetniËka
djela. Smatram kako ne treba priËati πto
djelo znaËi, nego treba postavljati pitanja
koja Êe navesti promatraËa da ga bolje sa-
gleda. U skladu s tim postoje Ëak i galerije
koje se temelje na sadræaju ili tematici, a ne
na stilu. Umjesto strogog opredjeljenja za
kasno kubistiËko razdoblje, postoji galerija
posveÊena prikazu æene u 20. stoljeÊu, u
kojoj na legendi doznajemo, kao πto je bio
sluËaj na izloæbi postavljenoj u Tateu, da se
poloæaj æena drastiËno promijenio u 20.
stoljeÊu stoga ne iznenauje kako se i pri-
kaz æena isto drastiËno promijenio. Pogle-
dajte oko sebe kakvu razliku vidite? Zatim
su uslijedila ciljana pitanja o usporedbi
Picassa i Matissea. Takav pristup potiËe
ljude da dublje uu u tematiku. Problem je
u tome πto vrlo teπko moæemo izvesti za-
kljuËak o sadræajima koji su uistinu subver-
zivni, negativni ili nihilistiËki, odnosno ako
pravi sadræaj djela nije moralno pouËan ili
pozitivan. Teπko je to. S muzeoloπkog gle-
diπta dobro je πto sve viπe radimo na inter-
pretaciji i sve viπe paænje posveÊujemo sa-
dræaju, posebno kada radimo izloæbu o
neËem drugom, a ne o stilu. U Ottawi sam
nedavno vidio izloæbu o umjetnosti 60-ih
godina dvadesetog stoljeÊa - takve izloæbe
postale su priliËno Ëeste - koja mi se uopÊe
nije svidjela. BuduÊi da sam proæivio te go-
dine, bio sam u poziciji kritizirati je. Pozna-
vao sam svaku sliku i skulpturu na toj izloæ-
bi, niπta mi nije bilo novo. Ali ono πto su ti
kustosi napravili - a usput reËeno, bili su to
mladi kustosi - bilo je na nesreÊu to da su
πezdesete godine tretirali kao povijesnoum-
jetniËko razdoblje. PoËeli su od neodadaiz-
ma, zatim su nastavili govoriti o utjecaju
pop-arta i tako dalje. Nizali su stil za stilom.
Bilo je tu slikarstva obojenih polja, geomet-
rijske apstrakcije. No, bilo je dosadno i iz-
gubljena je bit onoga o Ëemu se u πezdese-
tim godinama radilo. Izloæba nije komunici-
rala. Bilo je pogreπno pokuπati prikazati to
razdoblje kao povijesnoumjetniËko, dok bi
tematski pristup bio daleko primjereniji.
Teme poput droge, politike, rata u Vijetna-
mu - pomoÊu takvih sadræaja mogle su se
zakljuËiti daleko zanimljivije stvari o πezde-
setima.

66

76/7_ZU_9  13.03.2006  15:11  Page 66



should not be telling people what the work
means but rather asking questions, which
get people to look at the work better. There-
fore, you have a gallery based on subject
matter or content rather then on style.
Rather then having strictly late cubist paint-
ings you have a gallery of the representation
of woman in the 20th century, where the
interpretive label says - this actually was a
show at the Tate - the status of women has
changed radically in the 20th century so it
is not surprising that representation of wo-
man has changed drastically. Look around
you and what contrast you see. Then they
start asking specific questions on compar-
ing Picasso with Matisse. That kind of ap-
proach makes people to dig more of the
content. A bit of the problem with that is it
is very difficult to actual elicit the content
that is really subversive, or negative, or ni-
hilist, or if the real content of the work is
not edifying or positive. It is hard. The good
thing from the museum point of view is that
we are doing harder work on the interpreta-
tion and that we are trying to direct the at-
tention more to the content, especially
when we are trying to organise exhibition
on the other things rather then style. I saw
an exhibition recently of the art of the six-
ties - they have become common - at Otta-
wa, which I did not like at all. Having of
course being in the sixties, I was in a good
position to criticise it. I knew every painting
and sculpture in the show, nothing new for
me. However, what curators have done and
these were young curators, by the way,
unfortunately was to treat sixties as art his-
torical period. They started with Neodada,
and then they talked on the influence of
Pop Art and so on. It was one style after the
other. There were colour field paintings,
than geometric abstraction. However, at
the end, it was boring and it missed the es-
sence of what the sixties were all about. It
did not communicate. The error was at-
tempt to threat that period art historically
while a content base approach would have
been much more appropriate. For example,
drugs, politics, war in Vietnam - subjects
like that, would have been a way to elicit
something much more interesting on the
sixties.

l l Such a museum presentation can be
applied not only to 60s or 70s but also to
the 16th century.

That is actually very important lecture
to the museums such as some in this part

of the world where you don’t have a depth
of collections. Museums that have the
depth of collections can do style exhibitions
without the problem. I learned this particu-
larly at the High Museum of Art in Atlanta
that actually has a very thin collection.
Richard Meier built their museum. They are
currently expending and changing it, but it
was one of the classic Meier’s white art
museums. What they did because they
have a rather spotty collection was to make
their permanent collection exhibit entirely
around the basis of content. For example, I
remember one pairing where you had an
Italian painting 18th century representation
of Abraham and Isaac. Isaac was a very
pretty boy, stretched out on the rock bear-
ing his chest to a father who is poised
rather theatrically with the dagger at the ni-
ce angle. Then, the angel was descending
in the correct rococo fashion, with lots of
drapery around him to tell Abraham not to
do it. Beside it they had a representation of
a father killing a son by an African Ameri-
can artist done in folk sculpture, which was
very vicious and nasty piece of work but
very powerful. The result of that pairing
really made you see the content of the both
works. Otherwise, you would have seen
Italian painting as rather weak 18th centu-
ry work where you would concentrate on
the rococo character of it. Now you look at
it in the terms of representation of a father
about to kill the son. I think organising even
historical exhibition around not subject
matter but content is really very important
and interesting way to go. Personally, I real-
ly like it also as an approach to the abstract
painting where you have to be very brave
indeed to try to organise around the content
because there is no subject matter. The
point is to organise around content that
really forces you to look what the work is all
about. I have done a lot of teaching in art
history. I never studied the subject, I was a
Philosophy major, but I came to study art
history for the museum purposes. In my
lectures I always teach what the content of
the work is and I find from most students
that the complaints are coming from the
other professors and from most of the books
they read, most of the courses they take,
they simply are style history they really are
not history of art which is really the history
of content. I am always very kin to get at
the actual content involved and truly I think
that final judgment of the exhibition is does
it reveals the content of the work as

opposed to merely stylistic association or
the subject matter.

l l Let us get back to the subject of mu-
seums. Can we say that the museums as
institutions are facing tougher conditions
of their existence? They have to create rev-
enue and have to invent attractions in
order to survive. Sometimes it seem that
shift from the educational to attraction or
making profit is taking over. Can these two
be combined?

I am basically optimist. There is a
struggle. Overall situation is continually one
of constrain government revenue. Museums
are forced to be more accountable, more
entrepreneur able, to devote more attention
to revenue generation and fundraising then
ever before. This is worldwide and it is a
constant problem. There have been some
loses along the way, but there are few mu-
seums that have been closed as result of
that kind of pressure and largely that bal-
ance sheet is basically pretty positive.
When we started in Britain with our own
firm in later 80s and even as late as ‘86,
‘87, you literary would not want to have
lunch in any British museums. They didn’t
have a single decent café in that stage.
Today is different. Vast majority of British
museums, even the small ones, work hard
to have a decent food service. Similarly, the
shops have vastly improved. And some of
them like WMA (Wiregrass Museum of Art)
have a worldwide service, mail order that is
just terrific. Overall, level of service has im-
proved enormously and I would have to say
that was a positive influence on museums. 

The original educational delivery of the
old museums was not terrible great. It was
in some cases like The Cleveland Museum
of Arts that really led the way in education-
al work. Many museums just didn’t deliver
educationally nearly as much as we would
like to think nowadays. In fact, part of the
visitor centred museums of today a much
more concerned with education. Broadly
speaking museums in the 19th century
were focused on research and collectors, in
the early 20th century are really focused on
the state public funding and were having
state public function. In the later part of the
20th century, they have turned to the visi-
tor as their main support and that is healthy
thing and is powering move in the good
direction.
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lemi doista su vrlo sliËni. I upravo zato smo
toliko uznapredovali. Jasno smo prepoznali
probleme i bili u stanju pomoÊi ljudima.
©irom svijeta prepoznaju nas kroz naπe
knjige i pozivaju na sva moguÊa mjesta. To
je uzbudljivo i zanimljivo. Svako malo po-
mislimo kako smo se pretvorili u establish-
ment, a onda se suoËimo sa situacijom s
kakvom sam se susreo prije neki dan, kada
je jedan mladi ameriËki ravnatelj oveÊeg
muzeja joπ uvijek æivio u uvjerenju da arhi-
tekt moæe rijeπiti sve njegove probleme i da
osoblje tog muzeja moæe obaviti cijelo pla-
niranje. Stalno nailazite na takvu vrstu
naivnosti stoga tako i on, unatoË Ëinjenici
da u vidu ima nadogradnju vrijednu viπe mi-
lijuna dolara, u to ulazi veoma amaterski.
Pred nama je joπ uvijek puno posla.

n n Koja vam se kultura i druπtvo Ëine naj-
otvorenijima prema suvremenom muzeju?

Svako druπtvo na to gleda drugaËije.
AmeriËko druπtvo je poznato po tome, stoga
je razumljivo da ondje imate mnoge dobre
primjere zato πto je cijelo ameriËko druπtvo
utemeljeno na iskrenosti i otvorenosti. To je
njihova druπtvena vrijednost, bilo to u dob-
rom ili loπem smislu. Ponekad ima stvari o
kojima niπta ne æelite znati ali ste prisiljeni
to doznati radeÊi s ameriËkim muzejima ili
klijentima. Englezi su u usporedbi s njima
potpuno drugaËiji. Oni su tako suzdræani i
nekomunikativni da je teπko otkriti koji su
stvarni problemi i pitanja, a kamoli dostiÊi
razinu na kojoj svoja miπljenja izraæavaju
otvoreno. Pogledajte, na primjer, Tate Mo-
dern, koja je naπ klijent veÊ godinama i za
koju sve vrijeme radimo analize posjetitelja.
Unutar te engleske suzdræanosti naÊi Êete
vrlo otvoreno bavljenje posjetiteljima i ono-
ga πto oni doista æele. Rekao bih da su me-
u naπim engleskim klijentima oni daleko
zainteresiraniji za sadræaj ideja. Opaæamo
da je to neπto πto se πiri u meunarodnim
razmjerima s dobrim ameriËkim i europ-
skim primjerima onoga πto zovemo muze-
jom ideje. To ne mora uvijek biti dobra
stvar zato πto zaista vodi prema ideoloπkom
muzeju. Zamisao je ta da je muzej mjesto
koje se ne bavi predmetima veÊ odreenim
idejama, bilo da se radi o dizajnu, ili nekoj
osobitoj estetici koju se pokuπava slijediti,
ili pak o idejama koje se tiËu povijesti, ide-
jama o vrijednostima, kao πto to Ëine
Museum of Tolerance ili National Museum
of Human Rights u Kanadi. Dobar primjer
su i muzeji koji se bave borbom za graan-
ska prava u SAD-u. Svjedoci smo pojave

no komunicirati s posjetiteljem navodeÊi ga
na razmiπljanje o tome kako je to biti u kon-
centracijskom logoru. Neprestano vas na to
podsjeÊa profinjenim sredstvima. Baπ sam
prisustvovao izlaganju kustosâ tog muzeja o
tome koliko im je bilo teπko to postiÊi.
Veoma im je teπko bilo πto promijeniti zato
πto je vaæno da zgrada nastavi komunicirati
toËno tu priËu o koncentracijskom logoru.
Mnogi drugi muzeji daleko su estetski
odreeniji u onome πto komuniciraju. Oni
pred nas doista stavljaju dodatni izazov.
Naπ sustav zoniranja prihvaÊen je πirom svi-
jeta. Ponosni smo zbog toga. Nismo ga
zaπtitili autorskim pravom. Taj sustav
dragocjen je i zbog kontrole troπkova, ali i u
graditeljskom smislu zato πto vam pomaæe
razumjeti prostore. Joπ je relevantniji kada
se radi o sloæenim zgradama na kojima su
oblici i odnos prostora namjerno obraeni
tako da se postigne estetski uËinak. Sustav
zoniranja pomaæe razumjeti kako Êe se
napraviti funkcionalne zone tih zgrada. To
predstavlja sve veÊi izazov.

n n U svojem poslu bili ste pionir i preπli
ste dalek put od nekoga tko je samo
neobiËan do nekoga tko postavlja stan-
darde. Moæete li nam ukratko opisati tih
Ëetrdeset godina iskustva?

Do razvoja muzeja doπlo je zbog toga
πto oni u naπem stoljeÊu predstavljaju insti-
tucije od znaËenja, i to institucije od znaËe-
nja kojima se vjeruje. Zato smo imali puno
posla. Od poËetka smo bili svjesni da muze-
ji nisu statiËni nego se neprestano razvijaju.
Muzeji zapravo govore o ljudima, a ne o
predmetima. Razumjeti to bio je veliki ko-
rak naprijed. Druga stvar koju smo rano
shvatili bila je vaænost globalnog djelovanja.
Od samog poËetka uvijek smo se bavili me-
unarodnom usporedbom i, na naπe izne-
naenje, prva knjiga koja je izdana 1983.
godine (sve naπe knjige objavljene su u ko-
mercijalnoj nakladi) naiπla je na oduπevljen
prijem u Australiji i Italiji. Mislili smo da se
bavimo kanadskim problemom, ali zapravo
je problem bio meunarodni. To nas je uË-
vrstilo u globalnom pristupu. Ono πto je
bitno jest Ëinjenica da se muzeji πirom svi-
jeta suoËavaju s istim problemima na koje
su primjenjiva ista rjeπenja. Muzej uvijek
mora biti napravljen tako da bude specifi-
Ëan za odreenu kulturu. Ono πto funkcioni-
ra u Hrvatskoj neÊe nuæno funkcionirati u
Sloveniji, a kamoli u nekoj udaljenijoj zem-
lji. On mora biti specifiËan za onu kulturu u
kojoj radite. S druge strane, opÊeniti prob-

predmete koje ljudi mogu kupiti i odnijeti
kuÊi. To se dogaa svuda u svijetu. Ljudi u
tim prodavaonicama uËe... Osobno i nisam
neki kupac, ali danas je doba kulture kupo-
vanja i veÊina ljudi sudjeluje u tome, daleko
viπe nego u umjetnosti ili kulturi muzeja.
Ako veÊ kupuju predmete koji im mogu
uljepπati æivot i ako uviaju vrijednost dob-
rog dizajna, vratit Êe se i proπetati po muze-
ju. To se dogaa. Drugo podruËje koje ljudi-
ma doista moæe biti zanimljivo su prostori u
sklopu muzeja namijenjeni djeci, kao oni
koji se mogu vidjeti u Hong Kongu. Radi se
o muzeju za koji nitko ne bi rekao da ga
Hongkonæani posjeÊuju. Ne nalazi se u tu-
ristiËkom dijelu grada, a ipak je postao je-
dan od najpopularnijih muzeja u Hong
Kongu, zato πto ima galeriju za djecu pot-
puno okruæenu staklom koja se vidi iz obliæ-
njeg parka. Djeca vide drugu djecu kako se
unutra igraju pa i ona æele uÊi. Zabavljaju
se, dok roditelji za to vrijeme razgledavaju
galeriju. Uz pomoÊ duÊana, kafiÊa i tome
sliËno privuÊi Êe se i dovesti raznovrsna
publika. 

n n »itav taj pomak u ulozi muzeja rezul-
tirao je onime πto Vi radite: planiranjem i
zoniranjem muzeja, radom na organizaciji
i rasporedu unutraπnjeg prostora. S druge
strane, ideja o privlaËenju posjetitelja od-
razila se na arhitekturu kroz potrebu da se
postigne izuzetno privlaËan dizajn koji Êe
privuÊi pozornost ljudi. A sve to kako bi se
postigli πto veÊi prihodi i tako poduprla os-
novna uloga muzeja. Kako zoniranje i pri-
vlaËenje posjetitelja utjeËu na arhitekturu
muzeja?

Doprinos arhitekture razvoju muzeja,
posebno u posljednjih 20 godina, bio je u
tome πto se muzej predstavlja pomoÊu zgra-
de koja je i sama umjetniËko djelo. Mislim
da to nema veze samo s prodajom ili
privlaËenjem ljudi, buduÊi da umjetniËko
djelo nije veoma pristupaËno. Ponekad je
teπko pronaÊi pristup. Zamisao je ta da
muzej mora biti osobita graevina, koja Êe i
sama imati estetsku vrijednost. Naπa tvrtka
zasnovana je na zamisli da se ta umjetniËka
djela uËini funkcionalnima. Neke od novijih
graevina koje su podignute u skladu s tim
stajaliπtem nisu nimalo funkcionalne ili
barem niti blizu onoliko koliko bi to mogle
biti. Kada je i muzejska zgrada umjetniËko
djelo, to je za nas posebni izazov. Jedan od
takvih zanimljivih primjera je Holocaust
Memorial Museum u Washingtonu. Taj je
muzej zamiπljen kao zgrada koja Êe suptil-
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l l There is a possibility that people
might be going to museum to eat and shop
and not enter the exhibition area at all. It
is good revenue, but...

It is possible. But, it is the good thing
if the shop can offer high quality stuff of
good design, of authenticity, of real quality
that people can buy and put in their home.
That is happening around the world. People
learn from the shops… I am not a shopper
myself, but this is a shopping culture and
vast majority people participate in the
shopping culture far more then in art or
museum culture. If they do take a things
from the shop, which help them to improve
their lives, and if they start to see a value in
the good design they may come back and
creep in the museum. It happens. The other
area that can really attract is a children’s
gallery component. We saw that in Hong
Kong. Museum that none believes Hong-
kongians would go to. It is not in the tourist
section of the city, and yet it has become
one of the most popular museums in Hong
Kong because it has a children’s gallery
completely surrounded by glass that people
can see from the popular park. Children see
the other kids playing inside and they want
to get in. They have fun and parents mean-
while wonder up to the gallery. It is very
much a matter of seduction with shops,
cafes and so on that you are going to get
the completely different public in it.

l l This entire shift in the role of the
museum has ended up in what you do, in
museum planning, zoning the museums,
organisation and division of the interior
space. On the other hand, notion of the
attracting visitors reflected on the archi-
tecture as a pressure to conceive enor-
mously attractive design that will draw at-
tention of people. All of that in order to
make the highest possible revenue to sup-
port essential role of the museum. How
the zoning and attraction affect the archi-
tecture of the museum?

The contribution of architecture espe-
cially in the last 20 years has been to the
development of the museum is to present
the museum with a building that itself is a
work of art. I don’t think that is related only
to retail or attracting people since the work
of art is not very accessible. Sometimes it is
hard to find the doors. The concept is that
museum has to be a special building, one
that has its own aesthetic value. Our com-
pany is formed around the assumption to

make this works of art functional. Some of
the new buildings that have been done
according this line are not at all functional
or nearly as functional as it could be. It sets
up an extra challenge for us when the build-
ing also has been a work of art. One of the
interesting examples is the Holocaust
Memorial Museum in Washington. It is con-
ceived as a building to communicate subtly
the quality of being inside the concentration
camp. It has a subtle ways that keeps on
reminding you of that. I just heard a presen-
tation of the museum curators how much
difficulties they had in working with that.
They have a great difficulty in changing
anything since it is important that building
continue to communicate what it does.
Many of the other museums are much more
positive aesthetics in terms of what they
communicate. They do set up an extra level
of challenge for us. Our zoning system was
adopted worldwide. We are proud of it. We
did not copyright it. And it is valuable for
both cost control and for engineering pur-
poses, helps you to understand the spaces.
It is still even more relevant when one is
dealing with the complex buildings where
the shapes and relationship of the spaces
are deliberately worked in order to achieve
an aesthetic effect. It helps to understand
how the functional zones of the buildings
are going to be worked out. It is an increas-
ing challenge. 

l l You did pioneer work, so you came a
long way from being strange to normative.
Can you give us a brief account of these
40 years of experience?

The growth of the museums has been
due to the fact that they are the institutions
of meaning for our century; the institutions
of meaning that are trusted. Therefore, we
had lots to do. We understood from the be-
ginning that museums are not static but are
continually growing. The museums are real-
ly about the people and not about the ob-
jects. Understanding those things was a
great plus. Another thing we grasped early
was importance to work globally. From the
beginning we always dealt with internation-
al comparison and to our astonishment, the
first book that was published in 1983 (all
our books are been commercially publi-
shed) that we have been taken up enthusi-
astically in Australia an Italy. We thought
we were dealing with Canadian problem
but it was international. It reinforced us in
our global approach. The fact that matter is

that museums over the world face the same
problems and the same solutions are rele-
vant. Museum always has to be made spe-
cific to that culture. What works in Croatia
will not necessarily work in Slovenia, let
alone further away. It has to be specific to
the culture you are working in. On the other
hand, the overall problems are very similar.
That is what really led to our expansion. We
identified clearly what the problems where
and we have been able to help people with
that. People recognize us globally through
our books and therefore we have been invit-
ed to all the different places. It has been
exciting and interesting. Every so often, we
think we become establishment but then
we face situation as I did just the other day
with young American director of the fairly
middle size museum who still thought that
an architect could solve all his problems
and that his own staff can do necessarily
planning. You continually find that kind of
naiveté and in spite the fact that he has a
major multimillion-dollar expansion in view
that is the very amateurish way he wants to
go at it. We still have a lot of work to do.

l l Which culture and society you find
the most open to the contemporary muse-
um?

Every society has its own sense of that.
American society is famous for that and ob-
viously there you have a many good examp-
les, because the completely American soci-
ety is based on frankness and openness.
That is their value for better and worse.
Sometimes the stuff you don’t want to know
about you have to know about with an
American museum or clients. British by
comparison are so very different. Because
they are so reserved and uncommunicative
that it is difficult to find what the real prob-
lem and issues are let alone to get to level
of open expression. You look at something
like Tate Modern, which has been our client
for years and we work on their visitors’
analyses all the time. Within that British
reserve, you find very open engagement
with the visitor and exactly what the visitor
wants. I would say that in our British work
they are much more interested in the con-
tent of the ideas. This is something that we
find growing internationally with good
American and European examples of what
we call the idea museum. It does not
always have to be a positive thing because
it does lead towards the ideological muse-
um. The notion that the museum is not just
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Gehryjevim ogromnim praznim prostorima.
Kahnov je muzej puno profinjeniji spomenik
i baπ tu uz njega je Ando morao izgraditi no-
vi muzej, πto je zaista bilo popriliËno hrab-
ro. Zanimljivo je to izveo. Prilaz i vanjski iz-
gled nisu nimalo impresivni, ali zatim uete
u veliËanstveno predvorje, u kojem vas
mnogo stakla vodi do predivnoga, samo par
centimetara dubokog bazena, koji je na-
pravljen tako da se u njemu odraæavaju stu-
povi u obliku ipsilona, koji su i tema zgrade
i njezini potpornji. Oni se u tom veoma veli-
kom bazenu odraæavaju i noÊu i danju i
stvaraju divan doæivljaj koji obogaÊuje i pra-
vi je melem za oËi. Unutar samog muzeja
niπe koje ulaze u taj vodeni bazen koristio je
kao postolja za skulpture. Sve slike nalaze
se u galerijama ograenima upravo tim ni-
πama. Na taj naËin dobijete najbolje od oba-
ju svjetova. Slike su sigurne u tim ograe-
nim, lijepo dizajniranim galerijama, a s ni-
πama dobivate spoj sa svijetom prirode.
Tako je rijeπeno pitanje prirodnog osvjetlje-
nja u muzeju na naËin koji smatram vrlo
dobrim. U mnogim sluËajevima upotreba
krovnih prozora i prirodnog svjetla koje do-
lazi odozgo predstavlja straπan problem.
Louis Kahn u Kimbellu je rijeπio taj prob-
lem, a nakon njega joπ razmjerno mali broj
arhitekata. Neprestano se teæi prirodnom
osvjetljenju, posebno pomoÊu krovnih pro-
zora, a to jednostavno ne funkcionira dobro
s djelima koja se nalaze ispod njih i ne
odgovara meunarodnim muzejskim stan-
dardima.

n n Koji je Vaπ najdraæi muzej svih vre-
mena?

Jedan od muzeja koji najviπe zadovo-
ljavaju je Corning Museum of Glass na sje-
veru dræave New York. To je korporacijski
muzej i prvobitno ga je osnovala zaklada
Corning, uloæivπi golem novac kako bi ga
uËinili onime πto jest. Kao prvo, posjeduje
najbolju zbirku svih vrsta stakla na svijetu.
Istraæuje svoj predmet sa svih stajaliπta; ima
znanstveni centar koji vam pruæa informaci-
je o staklarskoj znanosti. Povijesni ekspo-
nati su veliËanstveni. U srediπtu se nalazi
struËna knjiænica, koja sadræi sve πto je ika-
da napisano o staklu. Tu je glavno istraæi-
vaËko srediπte, a oko njega nalazi se rampa
s kronologijom. Drugi izvrstan primjer je
Prirodoslovni muzej u Parizu. Radili smo na
Prirodoslovnom muzeju u Londonu i baπ
smo bili zavrπili vrlo pouËnu izloæbu o Zem-
lji kada sam odletio do Pariza i otkrio Nacio-
nalni prirodoslovni muzej u BotaniËkom vrtu

zgrada napreduje. Javnost uopÊe nije sret-
na naËinom na koji se dosad izgraeni dije-
lovi uklapaju u tradicionalnu arhitekturu
stare zgrade. S vremenom Êe ih vjerojatno
prihvatiti. Bit Êe, meutim, zanimljivo vid-
jeti koliko Êe biti funkcionalna. Moram priz-
nati da dosje Stevena Holla i nije pretjerano
poticajan ako pogledate Kiasmu u Helsin-
kiju, muzej koji je imao vrlo ozbiljnih prob-
lema na planu muzejske funkcionalnosti.
Jedna od ustanova na kojoj smo i mi
suraivali je Bellevue Museum u Dræavi
Washington, sjeverno od Seattlea, koji Êe
se morati zatvoriti. Projektirao ga je Holl. To
je trebao biti skroman muzej posveÊen pr-
venstveno umjetniËkom obrtu i dizajnu, sm-
jeπten na periferiji Seattla u kojem veÊ pos-
toji srediπnja muzejska ustanova. Holl je za-
pravo iskoristio priliku da napravi puno veÊi
muzej, problem kojeg je πto se radi o gole-
mu zdanju u kojem sve galerije vode prema
velikom srediπnjem atriju s glavnim stubiπ-
tem. Posljedica takvog projekta je da je mi-
kroklima cijele zgrade morala biti pod ne-
prestanim nadzorom, πto je za njih postalo
potpuno neizvedivo. Bio je to jedan od loπih
primjera muzeja koji se mora zatvoriti samo
nekoliko godina nakon πto je otvoren. Opet
Êe ga otvoriti kao druπtveno srediπte, s
mnogim dodacima i izmjenama. Jedan od
kljuËnih problema je odnos arhitekata i pla-
nerâ. Nadam se da ga je Kansas City us-
pjeπno rijeπio i da Êe biti oduπevljen muze-
jom Nelson-Atkins, ali dosje Stevena Holla
definitivno ne ohrabruje u smislu arhitek-
tove sposobnosti da interpretira ono πto
planeri æele.

n n Koji Vam je najdraæi od muzeja koji
su otvoreni u posljednje vrijeme, a da niste
na njemu suraivali?

Stvarno sam se zaljubio u Modern Art
Museum u Fort Worthu koji je projektirao
Tadao Ando. Radili smo s njime na pro-
πirenju Clark Art Institute u Williamstownu
u Massachusettsu. Predivno je to izveo, i to
uz sami Kimbell, izvrstan muzej koji je pro-
jektirao Louis Kahn i koji je jedno izuzetno
dostignuÊe. To je zapanjujuÊi spomenik se-
damdesetih, koji pokazuje da muzej kao
umjetniËko djelo moæe kreirati okoliπ, pruæi-
ti podrπku umjetniËkim djelima, a i sam biti
upravo jedinstven spomenik. Potpuna su-
protnost onome πto je Kahn postigao s
Kimbellom je Bilbao Franka Gehryja, koji
ima tendenciju da proguta umjetniËka dje-
la. »ak i goleme stvari kao πto su skulpture
Richarda Serrea izgledaju kao nakit u

muzeja ideja. U tom smislu vaæan je muzej
doseljeniπtva. U Parizu u ovom trenutku
ureuju muzej useljeniπtva, koji Êe se, nar-
avno, baviti tim veoma vaænim pitanjem
koje je ondje trenutaËno problem. Muzeji
upravo otkrivaju sposobnost da idu ukorak
sa suvremenim idejama i problemima. 

n n Vratimo se na arhitekturu. »ini mi se
da smo zadnjih deset do petnaest godina
bili svjedocima spektakularne muzejske
arhitekture. A onda je proπle godine u nju-
jorπkom Muzeju moderne umjetnosti ot-
voren novi dio vrlo diskretne arhitekture.
ZnaËi li to promjenu? Je li nam dosta tih
zapanjujuÊih arhitektonskih Ëuda?

Nedavno je izaπao opπiran Ëlanak s ne-
koliko takvih primjera. Muzej moderne
umjetnosti u New Yorku bavi se oËuvanjem
klasiËnog modernizma i ohrabrujuÊe je to
πto je nastavio s klasiËnim modernizmom
umjesto da je zastranio u neπto mnogo eks-
tremnije. Meutim, Ëlanak koji je pokuπao
to pokazati na kraju ga je prikazao tako ne-
zgodno zato πto je istaknuo nekoliko drugih
primjera muzeja koji su u izgradnji, a u koji-
ma se opet radi o primjerima spektakularnih
graevina. Na primjer, Kansas City upravo
zavrπava izgradnju najnovijeg muzeja
Stevena Holla kao proπirenja tamoπnjeg mu-
zeja Nelson-Atkins. Ono je priliËno ekstrem-
no. U kojem Êemo smjeru dalje? Privatna
zaklada Pinault u Parizu upravo gradi Ëude-
san muzej koji je projektirao Tadao Ando,
koji je prije nekoliko godina napravio sjajan
muzej moderne umjetnosti u Fort Worthu i
sada zaista nadmaπuje samoga sebe ovim
projektom, koji Êe vjerojatno biti smatran
klasiËnim modernizmom, a otvara se za
nekoliko godina. Ta mi se tendencija Ëini
sigurnom. MoguÊe je da Êemo joπ barem
neko vrijeme biti svjedocima neke vrste
povratka klasiËnom modernizmu, ali mnogo
drugih muzeja, kao onaj Stevena Holla,
moglo bi otiÊi u drugom smjeru.

n n Projekt muzeja Nelson-Atkins plani-
ran je na izvanredan naËin. Maketiranje na
pravoj razini, prikupljanje financijskih
sredstava koje je meu najveÊima u SAD-
u itd. Je li to standard u planiranju muze-
ja u SAD-u ili samo dobar primjer?

Bio je to jedan od boljih primjera, u
kojem je osoblje sudjelovalo u planiranju,
ali prava kuπnja bit Êe u stavljanju u funkci-
ju - treba graevinu vidjeti kad bude goto-
va. U javnosti trenutno postoji priliËan ot-
por, mnogo je negativnih reakcija sad kada
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about the objects but about the certain
ideas, whether they are design ideas, or
particular aesthetic that has been pursued
or that they are ideas about the history,
ideas about values like Museum of Toleran-
ce or National Museum of Human Rights in
Canada. On the other hand, the museums
those are about civil rights struggle in US,
for example. We are seeing the emergence
of museums of ideas. The important one is
the museum of immigration. Right now in
Paris, they are developing museum of im-
migration, which will of course deal with
very important subject matter going on
there right now. The ability of museums to
be relevant to contemporary ideas and
problems is just being discovered.

l l Back to the architecture. It seems to
me that the last 10 to 15 years we wit-
nessed spectacular museum architecture.
Then the extension of New York’s MoMA
opened last year with very quiet architec-
ture. Does that mark the change? Did we
have enough of those miraculous architec-
tural wonders?

An extensive article recently gave sev-
eral examples on that. MoMA is about the
preservation of the classical modernism and
rather reassuring that it kept on with classi-
cal modernism and did not deviate into
something more extreme. However, an arti-
cle that tried to make that point has ended
up qualifying it so heavily because they we
able to point out a few other examples of
the museum that are under construction
and are again example of those spectacular
buildings. For example, Kansas City is just
finishing construction of Steven Holl’s latest
museum as extension of the Nelson-Atkins
Museum there. It is quite extreme. Where
do we go from here? There is a marvellous
museum being done in Paris right now by
the private foundation, Foundacion Pinault,
which is being done by Tadao Ando who
did a magnificent museum of modern art in
Fort Worth a few years ago and he is really
exceeding himself right now with the pro-
ject that will be probably called the classi-
cal modernism and will be opened in a few
years. That looks like a certain tendency. It
could be that we are going to see at a sort
of return to the classical modernism for at
least some time. However, there are lot of
other examples as Steven Holl’s that may
lead the other way.

l l Nelson-Atkins Museum project is
planned in amazing way. Model making
the measurements on the light level, fund-
raising that was one of the largest in USA,
etc. Is that a standard of the museum
planning for USA or just a good example?

In terms of planning by staff, it was a
better example, but the proof will be in
putting - one needs to see the final building.
There is a lot of public resistance right now;
there have been many negative reactions
now that building is coming up. Public is
not at all happy seeing the visible parts in
relation to the traditional architecture of the
old building. It will probably be accepted
over time. How functional it is, it will be
interesting to see. I must say that Steven
Holl’s record is not terribly reassuring when
you look at Kiasma in Helsinki, which had
many serious problems in terms of simply
operating functionally as a museum. One
that we were involved with was a Bellevue
Museum in Washington State just north of
Seattle. That one has to be closed. Holl
designed it. The plan was to have a modest
institution showing primarily art crafts and
design because it is just a suburb of Seattle,
which has a major art museum in it. Holl
really took the occasion to make much big-
ger institution; the problem was simply that
he created a huge volume in which the gal-
leries all lead of a huge central atrium with
major staircase. The result is that entire
building has to be continually climate con-
trol and it became for them utterly impossi-
ble to operate. It was one of the negative
examples of the museum that has to be
closed only a couple of the years after it
were opened. They are going to reopen it
with lot of additions and changes as a com-
munity centre. One of the key issues is rela-
tionship between the architects and plan-
ners. I hope Kansas City got it right and will
be delighted with Nelson-Atkins but cer-
tainly, Steven Holl’s record is not terribly
reassuring in terms of the architect’s ability
to interpret what planners want.

l l Which is your favourite recently
opened museum that you have not been
involved with?

I really fell in love with The Modern Art
Museum of Fort Worth that Tadao Ando
did. We worked with him at the Clark
where he is doing expansion of the Clark Art
Institute of the Williamstown Massachuset-
ts. It is beautiful job and it is right beside
the Kimbell, the great museum by Louis

Kahn, which is such a great achievement.
Astounding monument of the 70’ shows
you that the museum as a work of art can
create the environment, which is supportive
with the works of art and being quite a uni-
que monument itself. Frank Gehry’s Bilbao,
which tends to overwhelm the works of art,
is really contrast of Kahn’s achievement in
Kimbell. Even huge things like Richard
Serra’s sculptures look like jewellery inside
Gehry’s enormous voids. Kahn’s is much
more subtle monument and here Ando had
to build a new museum right beside it,
which really took some courage. He has
done interesting job. Not impressive from
the approach and exterior at all, but when
you get inside the magnificent opening with
lot of glass leading on to a beautiful just a
few centimetres deep pool that has been
arranged so to reflect the y shaped columns
that are the theme and support of the build-
ing. They reflect night and day in this very
large pool and it is such a restful, opening
and delightful experience. In the museum
itself, he has used the protrusions out into
this water basin as a place to put sculp-
tures. All the paintings are in enclosed gal-
leries that are enclosed by the protrusions
out. You get the best of the both worlds.
The paintings are safe in enclosed in the
nicely designed galleries and with protru-
sions, you have the engagement with the
natural world. It was a solution to the nat-
ural light challenge that I found to be very
satisfactory. In many cases, the use of sky-
lights and overhead natural light just pre-
sents terrible problem. Louis Kahn solved it
in Kimbell and relatively few architects
since then have solved it. Again and again,
one sees natural lights, particularly in sky-
lights that simply do not work well for the
works below it and not meeting internation-
al museum standards.

l l What would be your favourite muse-
um of all times?

One of the most satisfactory is the Cor-
ning Museum of Glass in upstate New York.
It is corporate museum originally founded by
the Corning Foundation which put the
money into it to make it as good as it is. In
the first place, it has the world’s finest col-
lection of glass of all kinds. It examines the
subject from every point of view; it has a sci-
ence centre that informs you on the science
of glass. Its history exhibits are magnificent.
At its core it is a research library that has
every publication ever made on glass, it is a
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nom odnosu sa zidom. Izuzetno je vaæno
sve te tehniËke detalje napraviti kako treba.

n n Æelite li joπ neπto dodati?
Jednu od stvari koja se rijetko dovoljno
naglaπava o cijelom tom pitanju vrijednosti
muzeja i vrsti promjena koje su se dogodile
nakon πto su se muzeji okrenuli prema pos-
jetiteljima. Uvijek se volim sjetiti kako je
oko 1905. godine mladi umjetnik Pablo
Picasso siπao u podrum muzeja Trocadero,
ondje promatrao afriËku skulpturu i napra-
vio neke skice, iz Ëega je nastala cijela jed-
na revolucija u umjetnosti. Da ga je netko
od nas u to vrijeme analizirao, vjerojatno bi
rekao da je to bio praπnjavi muzej koji baπ
i nije na odgovarajuÊi naËin predstavio svo-
ju zbirku, pitao bi kolika je bila njegova po-
sjeÊenost u protekloj godini, troπi li zaista
uËinkovito novac francuske vlade i koliko
vrijede te praπnjave zbirke u podrumima?
Uvijek je vaæno imati na umu da mi tu nudi-
mo iskustvo. Vaæno je to znati i poticati πto
veÊu posjeÊenost kako bi muzeji bili πto
æivlji. Ali osnovno iskustvo koje muzeji pru-
æaju moæe biti upravo neka takva Picassova
komunikacija s afriËkom umjetnoπÊu, koja
Êe dovesti do Ëitave jedne promjene u na-
πem druπtvu, i upravo je ta preobrazba ono
o Ëemu se kod muzeja doista radi. Ta preo-
brazba je kvalitativna i uglavnom nije kvan-
titativna. Ne moæe je se poticati tako da ga-
lerija zaspe s nadom da Êe Picasso nabasati
unutra. Moramo se truditi viπe od toga. Ali
ono za Ëime mi idemo jest pojedinac, osob-
no iskustvo preobrazbe. To je vrsta uËenja
kakva se moæe dogoditi u muzejima. To nije
formalno uËenje kakvo imate na sveuËiliπ-
tima i u knjiænicama. To je osobna preob-
razba, drugaËije stajaliπte, drugaËije vrijed-
nosti s kojima ljudi izlaze iz muzeja. To je
toËka na koju se uvijek moramo vraÊati, ne
gubeÊi iz vida da je krajnje pitanje koje si
svi muzealci moraju postaviti sljedeÊe:
Pruæamo li doista takvu vrstu iskustva? t

u Parizu. Sjajno su obnovili muzejsku zgra-
du iz 19. stoljeÊa i stavili u nju sve svoje
preparirane æivotinje, od kojih su neke toliko
stare da su joπ Delacroixu sluæile kao model.
Izvadili su ih iz kutija i stavili ravno na pod,
u golemo krdo æivotinja koje se nikada ne bi
naπle na istomu mjestu. Svrha je bila jed-
nostavno prikazati bioloπku raznolikost, reÊi
vam da u prirodi postoji takvo obilje,
bogomdano obilje svih tih predivnih æivoti-
nja. Bio je to jednostavno francuski smisao
za uæivanje koji naprosto kaæe: pogledajte
to, nije li jednostavno predivno! Kako sam
upravo doπao s one vrlo pouËne izloæbe, to
me naprosto svladalo zato πto sam shvatio
da su se Francuzi sjetili neËega Ëega se
engleski muzej nije sjetio. Da je priroda
predivna i da trebamo na trenutak zastati i
uæivati u njoj. Francuzi su tek na rubove
stavili pouËne materijale pomoÊu kojih
moæete nauËiti neπto o tome. Ali prvo su se
pobrinuli za to da vam prenesu ljepotu.

n n Prije nekoliko godina bili ste u Zagre-
bu, a sada ste u Rijeci, stoga ste dobro
upuÊeni u naπe projekte muzeja suvremene
umjetnosti. ©to biste opÊenito sugerirali?

Kao prvo, Ëestitam Hrvatskoj opÊenito
na tomu πto gradi dva muzeja moderne i
suvremene umjetnosti. Izuzetno je uzbudlji-
vo to πto je jedna tako malena zemlja kao
Hrvatska, s tako ograniËenim proraËunom,
u stanju izdvojiti sredstva u tu svrhu i mis-
lim da doista zasluæujete da ispadnu vrlo
dobro. Mislim da je u oba sluËaja kljuËna
stvar - iako je za Zagreb moæda prekasno,
buduÊi da se muzej veÊ gradi - da ih πto viπe
projektirate po meunarodnim muzejskim
standardima. Pritom ne mislim na estetiku
arhitekture, nego prije na funkcionalnost
muzeja. Moramo biti sigurni da Êe doista
funkcionirati nadzor mikroklime, a i nadzor
osvjetljenja je izuzetno vaæan kako bi vas se
uzimalo u obzir za velike izloæbe, i tu ne
mislim samo na izloæbe koje moæete do-
vesti, nego i na one koje Êete sami po-
krenuti. Da bi ti muzeji funkcionirali moraju
odgovarati tim standardima i mislim da je to
najvaænije u oba sluËaja. U suprotnom sav
taj novac neÊe biti dobro iskoriπten. S druge
strane, ako budete postigli te standarde
tada Êete moÊi sudjelovati u meunarod-
nom svijetu muzeja. To zahtijeva mnogo
pozornosti i tvrdoglavu ustrajnost kako
biste, recimo, osigurali da staklo ima odgo-
varajuÊe filtre, da se prirodno svjetlo filtrira
kako treba, da je mikroklima pod nadzorom
i da je zrak filtriran, da su svjetla u pravil-
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major research centre and around it is a
ramp along which is a timeline. Another
great example is the Natural History Mu-
seum in Paris. We worked on the Natural
History Museum in London, we have just
finished the very didactic exhibition about
the earth and I flew to Paris and discovered
the National Museum of Natural History in
the Garden of Plants in Paris. It is magnifi-
cent renovation of the 19th century museum
building that they have done with taking all
of their taxidermy specimens some of which
are that old that they are actually painted by
Delacroix. Taking them out of their cases
and putting them right on the floor in a huge
herd of animals that would never have been
together. Purpose was just a biodiversity,
simple to tell you that in nature there is such
a plenty, gods plenty of all these beautiful
animals. Simply the French indulgence that
just says look at that is not it just beautiful.
Coming from that heavily didactic exhibition
in England it just overwhelmed me because
I realised that French has remembered
something that British museum has not.
The nature is beautiful, we need to pause
and appreciate that first, and then on the
edges the French have didactic materials to
learn about the things. First made sure to
communicate the beauty.

l l Few years ago, you have been in
Zagreb, now you are in Rijeka and thus
you are informed on our contemporary art
museum projects. What is your general
suggestion?

First of all my congratulations to Croa-
tia generally for having two museums of
modern and contemporary art under con-
struction. It is extremely exciting news that
country as small and with as limited budget
as Croatia is able to devote the resources to
achieve that and you deserve to make them
very good indeed. I think that the key issue
now in both cases is (although it is perhaps
to late in Zagreb since it is already under
construction) as far as possible to make
them after the international museum stan-
dards. By that, I do not mean the aesthetics
of architecture but rather the functionality
of the museums that we have to make sure,
that it actually can deliver the environmen-
tal controls; lightning controls is exception-
ally important so that you can be conside-
red for major exhibitions. That is not only
exhibition you can bring in but also one you
will initiate. If these museums want to
work, they must be able to meet this stan-

dards and that is my main concern in both
cases. If not, the amount of money spent
will not be to a good point unless you can
actually meet these standards and then you
can participate in the international museum
world. That means a lot of attention and
stubborn insistence in making sure that for
example the glass is properly filtered, that
natural light is properly filtered and that
environment is controllable and air filtered,
that the lights are on correct relation with
the wall. All that technical details are now
so critical to come out well.

l l Is there anything you would like to
add?

One of the things that are seldom em-
phasized enough on the whole subject of
the value of museums and the kind of the
changes that have happened when they
became visitor oriented. I always like to re-
member that in about 1905 a young artist
Pablo Picasso went down into the base-
ment of Trocadero museum, saw African
sculpture, did some sketches, and out of
that came a whole revolution in art. Had
any of us being doing studies at that time
we might very well have said that there was
a dusty museum really not doing a good job
in terms of interpreting its collection, what
is their attendance last year, are they really
efficient in spending the French govern-
ment’s money etc, and what is the value of
those dusty collections in basements? It is
always very important to remember that
what we are about is offering that experien-
ce. It is important to know and to encoura-
ge larger attendance to make museums
more viable. However, essential experience
that museums offer can be just that one
communication of Picasso with African art
which then leads to whole change in our
society; that transformation is what muse-
ums are really about. It is qualitative trans-
formation, it is essentially not quantitative.
It cannot be served by going to sleep in the
galleries and hoping that Picasso will won-
der in. We have to be much more active
then that. But what we are after is an indi-
vidual, personal experience of transforma-
tion. That is the kind of learning that can
take place in the museums. It is not the for-
mal learning that you have at universities
and libraries. It is personal transformation,
different attitude, different value that peo-
ple come out of museums with. It is a point
that we have always to come back to and
not to loose the sight that the ultimate

question for all museums people to ask
themselves is: are we really providing that
kind of experience? l

prijevod / translation: Marina Miladinov,
Jasna FriπËiÊ, Sandra KriæiÊ Roban
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≥ Branko Franceschi, povjesniËar umjet-
nosti (Zadar, 1959.). Ravnatelj Muzeja mo-
derne i suvremene umjetnosti u Rijeci od
2004. godine (www.mmsu.hr). Autor je
brojnih izloæbi i priloga u dnevnom tisku,
umjetniËkim Ëasopisima, televizijskim i
radijskim emisijama. Pokrenuo je i sudjelo-
vao u organizaciji rezidencijalnih i programa
kulturne razmjene izmeu Hrvatske i SAD-
a, te Hrvatske i Velike Britanije. 

Branko Franceschi, art historian (Zadar,
1959). Since 2004 executive director of
the Museum of Modern and Contemporary
Art in Rijeka, Croatia (www.mmsu.hr).
During his career curated numerous exhibi-
tions, written contributions to daily press,
art reviews and periodicals, TV and radio
broadcasts, etc. He has also initiated, man-
aged and coordinated residencies and cul-
tural exchanges between Croatia-USA and
Croatia-Great Britain.
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