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Rezumat

Arhitectura se defineste intr-un mod clasic ca forma
construita, opunandu-se spatiului liber prin marcarea
limitei dintre induntru si afard. Anvelopanta reprezin-
ta o limita materiala intre cele doua tipuri de zone
carora li se asociaza seturi diferite de activitati, com-
portamente si trairi.

In prezent constatdm insa aparitia unei tendinte de
dematerializare a limitei care devine difuza, transfor-
mandu-se ea insdsi in spatiu conceptual si negociind
raportul dintre induntru si afara.

Pentru a exemplifica acest tip de situatii, ne vom
indrepta atentia catre depdsirea limitelor fizice ale
muzeului si prelungirea activitatilor desfasurate de
acesta in spatiul public al strazii. Strada trece astfel de
la rolul sdu de zond de tranzitie la a fi valorificata din
punct de vedere cultural si la modificarea tipului de
activitati si perceptii asociate acesteia. Devine prilej
pentru realizarea unei arhitecturi temporare ale carei
caracteristici si implicatii - la nivel arhitectural, urba-
nistic dar si sociologic si antropologic - urmarim a le
descoperi.

Cuvinte cheie: muzeu, spatiu public, limita, discurs
muzeal, iesirea in strada, intre muzeu si strada
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Abstract

Architecture is defined classically as built form, opposed
to the open space by marking the threshold between
inside and outside. The enclosure represents a material
delimitation between the two areas which have differ-
ent activities, behaviors and experiences assigned to
them.

In the present time, we witness a tendency of demateri-
alizing the threshold which becomes diffuse and turns
itself into a conceptual space, negotiating the inside/
outside interrelationship.

In order to exemplify this kind of situations, we shall
concentrate upon the museum which breaks its physical
limits and takes out its activities into the public space,
into the street which thus converts from transition zone
to being exploited at a cultural level. Hereby we also
witness the modification of the common type of activi-
ties and cognition that the street relates to. These facts
avail the emergence of a temporal architecture and in
this article we wish to expose the characteristics and the
architectural, sociological and anthropological implica-
tions of the relationships between museums and public
space.

Keywords: museum, public space, threshold, curatorial
discourse, taking it to the street, between museum and
street
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« Traim in epoca simultaneitatii: trdim in epoca juxtapu-
nerii, epoca lui ,aproape” si ,departe’; epoca lui ,cot-la-
cot’] epoca dispersiei.» (Michel Foucault)

Introducere

Discutia despre muzeul din stradd porneste de la re-
conceptualizarea ideii de limita in arhitectura. in mod
traditional, limita marcheaza diferenta dintre indun-
tru si afara, separand atat tipuri de zone cat si seturi
diferite de activitdti, comportamente si trdiri asociate
acestora. In prezent, constatam insa aparitia unei ten-
dinte de dematerializare a limitei care devine difuza,
transformandu-se ea insasi in spatiu conceptual si ne-
gociind raportul dintre cele doua spatii. in acest con-
text, muzeul din strada se referd la relatia muzeului
cu spatiul public, la activitatile muzeale care se pre-
lungesc, intr-o forma sau alta, dincolo de perimetrul
strict delimitat de anvelopanta cladirii si la formele
arhitecturale care insotesc si exprima aceasta pre-
lungire. Parasindu-si limitele fizice, muzeul ajunge sa
ocupe un spatiu-limita, ambiguu, cu un statut neclar
(atat din punct de vedere spatial cat si temporal), care
faciliteaza, astfel, activarea si participarea la o serie de
realitati paralele, in functie nu numai de dorinta cura-
toriala, ci, mai ales, de privitor.

Foucault defineste in articolul sau, ,Of Other Spaces’,
heterotopiile drept locuri aflate in afara oricarui loc, le-
gate de acestea dar, in acelasi timp, opuse; locuri ale
acumularii si juxtapunerii de spatii inclusivincompa-
tibile (Foucault si Miskowiec 1986) si recunoaste mu-
zeele drept astfel de heterotopii. Muzeul isi introduce
vizitatorii intr-o realitate paralela, in care timpul si
spatiul capata alte sensuri si dimensiuni. Simultane-
itatea legaturii (prin experientele proprii, anterioare,
cu care paseste fiecare dintre vizitatori in spatiul mu-
zeal) si departarii de realitatea de zi cu zi (prin dife-
renta dintre spatiul si timpul real si spatiul si timpul

« We are in the epoch of simultaneity: we are in the ep-
och of juxtaposition, the epoch of the near and far, of
the side-by-side, of the dispersed.» (Michel Foucault)

Introduction

Rethinking the threshold concept in architecture consti-
tutes our starting point in discussing the relationship be-
tween street and museums. Usually, in its classical defi-
nition, the threshold designates the difference between
an inside and an outside, separating areas, but also ad-
joined types of activities, interactions and experiences.
In present time, we witness a tendency of dematerializa-
tion: the threshold becomes now diffuse and turns itself
into a conceptual space, negotiating the inside/outside
interrelationship. In this article, we shall refer to the fact
that museums break out from their physical boundaries
and take their activities out into the public space. We
shall concentrate upon the architectural characteristics
and expressiveness of these expansions. We argue, first
of all, that by breaking through these limits, museums
come to occupy a threshold-space, ambiguous and with
an uncertain (both spatial and temporal) status. Thus,
the activation of different simultaneous realities and
the public engagement and patrticipation are being fa-
cilitated, dependent on curatorial desires but also, most
of all, on the perceiver.

Foucault defines in his article, “Of Other Spaces’; hetero-
topias as places outside any other places, in the same
time linked and opposed to each other; places of accu-
mulation and juxtaposition of even incompatible spaces
(Foucault si Miskowiec 1986). He sees museums as such
heterotopias. By stepping into a museum, the visitor is
being initiated into a parallel reality, in which time and
space have different meanings and dimensions. The
simultaneity of both connection with and alienation
from everyday reality (through previous experiences on
one hand, and disparity between real vs. exposed time
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expus), conduce la aparitia unei tensiuni cu un rol im-
portant in procesul de interpretare.

in strada, aceste tipuri de contradictii sunt, in gene-
ral, mai putin vizibile sau constientizate, dar impactul
lor, la nivel social, nu trebuie neglijat. Vorbind despre
depasirea limitelor fizice, despre prelungirea activita-
tilor interioare dincolo de anvelopanta cladirii, ideea
de spatiu-limita devine chiar mai usor de identificat
prin caracterul sau difuz si negocierea continua a ra-
portului dintre induntru si afara (nu neaparat in sen-
sul de inchis/deschis cat in sensul de participare, de
in eveniment vs. in afara evenimentului). Catherine
Smith observa ca iesirea in strada reprezintda o ma-
nifestare artistica marginala, neaxata pe probleme
curente in spatiul muzeal precum autenticitatea sau
cultura inalta’ ,si astfel dezvaluie deschiderea si ex-
perimentarea caracteristice liminalitatii” (trad. ns.,
Smith 2001).

Spatiul pe care muzeul iesit in strada si-l decupeaza
devine un spatiu-limita, supus incontinuu unei rede-
finiri dinamice, de multe ori greu de caracterizat fizic,
dar care transforma o zona a spatiului public, dandu-i
o alta functiune, capabila de a-l introduce pe specta-
tor/vizitator intr-o alta realitate. Aceasta altad realitate
combing, de fapt, caracteristicile celor doua spatii la
intersectia cdrora se afla. Caracterul liminal al spatiu-
lui se traduce, mai departe, in stabilirea unei relatii
ambigue cu utilizatorul, cu atat mai mult cu cat limita
dintre creare si experimentare a spatiului construit
devine ea insasi difuza (Smith 2001).

Discursul muzeal, ca si arhitectura de altfel, nu poa-
te decat sa ghideze perceptii, interpretarea fiind un
proces complex, dependent de imaginatia, amintirile,
identitatea, experientele, cunostintele fiecaruia (vezi
Crane 2006). De aici putem ajunge la rolul social al
muzeului, acesta deservind individul, cuplul, familia

1 Tn muzeul contemporan, tendinta de a face distinctie intre cul-
tura fnalta si cultura populara se estompeaza totusi, desi nu atinge
acelasi nivel precum in spatiul public.

2 ,and therefore reveals the openness and experimentation char-
acteristic of liminality”

and space on the other hand) leads to a tension which
has an important role in the interpretation process.

Into the street, this kind of contradictions are, usu-
ally, less noticed or acknowledged. Their social impact,
however, must not be neglected. In the case of museum
activities expanded beyond their walls, the idea of a
threshold-space is easier to detect, its main character-
istics being the indistinctness and continuous nego-
tiation of inside/outside relationship (not necessar-
ily as closed vs. opened, but rather as to be in vs. to be
out play). Catherine Smith argues that taking it to the
streets represents a marginal artistic manifestation,
outlying the main museum concerns like authenticity
or high culture, “and [which] therefore reveals the open-
ness and experimentation characteristic of liminality”
(Smith 2001).

The street space, taken into possession by museums,
becomes a threshold space, always opened up to a
dynamic redefining, but also often hard to physically
demarcate. Anyway, what is important here is that
the public space is being transformed through a role
change, and the spectator/visitor is being allured to par-
ticipate to a different reality. This other reality combines,
in fact, features of both intersected spaces. The liminal
space status further implies an ambiguous relationship
with the user, as the threshold between creation and
experimentation itself becomes uncertain (Smith 2001).
The curatorial discourse, like architecture also, can just
guide perceptions, because interpreting is a complex
process, dependent upon each one’s imagination, mem-
ories, identity, experiences, knowledge (see Crane 2006).
From here, we can get to the social work of museums,
which serve the self, the couple, the family or the group
by satisfying not only basic needs, but also transfor-
mation, evolution and development needs (Silverman
2009). For example, for the self, by facilitating relaxa-
tion and introspection, the museum responds to health
needs; by creating a sense of affiliation and member-
ship, by establishing an identity reference or facilitat-
ing the construction of a personal meaning it responds
to identity needs. For the couple, family or group, the
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sau grupul prin satisfacerea unor nevoi de baza, dar
si a nevoilor de transformare, evolutie sau dezvolta-
re (Silverman 2009). De exemplu, pentru individ, prin
facilitarea relaxarii si introspectiei, muzeul raspunde
nevoii de sanatate, iar prin crearea sentimentului de
afiliere si apartenenta, prin constituirea unui reper
identitar, sau inlesnirea construirii unui sens personal
- nevoii de identitate. Pentru cuplu, familie sau grup,
muzeul faciliteaza crearea unor conexiuni sociale, co-
municarea, stabilirea de roluri, descoperirea sau dez-
voltarea unui limbaj comun etc. Prin iesirea in strada a
muzeului, nu numai se constientizeaza faptul ca rolul
sau nu se limiteaza la aspecte cultural-educationale,
ci este chiar exploatat impactul la nivel social printr-
o implicare activd, dinamica, aflatd intr-o continua
adaptare la nevoi si cerinte. Astfel, spre deosebire de
muzeul inchis intre zidurile sale, care ramane inert la
transformarile mediului exterior si societatii pe ter-
men scurt, manifestarile din strada se raporteaza in-
totdeauna la realitatea curenta.

lesirea muzeului in spatiul public, sub diferite forme,
in intdmpinarea vizitatorului, isi gaseste originea in
evolutia catre conceptul de noud muzeologie. Crearea
si acceptarea posibilitatii interpretarii si interactiunii,
precum si constientizarea rolului, nu numai cultural,
ci si social al institutiei muzeale sunt cateva dintre
premisele iesirii dincolo de ziduri si diversificarii ti-
purilor de activitati oferite publicului. Astfel, pe lan-
ga expunerea propriu-zisa, muzeele incep sa se pre-
ocupe de imagine, de relatii la nivel social si urban,
incep sa investeasca in atragerea vizitatorilor si sa se
adreseze unui public mult mai larg. Totodata, apar noi
forme de muzeu care pun sub semnul intrebarii insesi
principiile care stateau la baza institutiei.

Tn acest articol, vom ridica problema tipurilor de re-
latii care se stabilesc intre muzeu si spatiul public, ur-
marind identificarea scopului si implicatiilor acestora.
Ne vom axa, in primul rand, pe analiza rolului arhitec-
turii, al amenajarilor urbane si contextului creat prin
spatiul construit in cadrul acestor relatii.

museum has an important role in encouraging social
connections, communication, role enactment, devel-
opment of a common language etc. By taking it to the
street, museums acknowledge the fact that they have a
role beyond the cultural, educational one, and they even
exploit their social impact through an active, dynamic
involvement which takes into consideration the chang-
ing status of public needs and demands. As opposed to
the museum confined to its walls, indifferent to external
transformations or social, short-dated changes, street
manifestations always reflect the current reality.

The different types of museum extensions into the pub-
lic space, the half-way meeting with the public, have all
their origin in the museum evolution towards the new
museology. Creating and accepting interpretation and
interaction, acknowledging both the cultural and social
work of museums are just a few of the premises which
led to extending beyond walls and diversifying types of
activities for the public. So, besides displaying a main
exhibition, the museums start to consider their image,
their social and urban relations, they start to invest in
attracting visitors and to address to a wider public. At
the same time, new forms of museums challenge even
the founding principles of the institution.

In this article, we shall question the variety of museum/
public space relationships and identify their aim and
consequences. We will focus, first of all, on analyzing the
significance of architecture, urban development and
built space context within these relations.
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Evolutia conceptului de muzeu

incepand cu sec. XIX, muzeele se deschid, treptat, unui
public mai larg, parasindu-si caracterul elitist. In aceasta
privinta, un rol important |-a avut si,marketizarea” aces-
tui tip de activitate si transformarea muzeului intr-un
reper turistic, atat prin exprimarea unor identitati co-
lective, care devin fascinante uneori prin exotismul lor,
cat si prin arhitectura reprezentativa. Apoi, simpla expu-
nere a obiectelor este inlocuita cu plasarea lor intr-un
context narativ, conceptual, deschis interpretarii (vezi
MacDonald 2006; Vergo 2006), transformand citirea si
intelegerea expozitiei intr-un proces subiectiv (Bollo
and Dal Pozzolo 2005) si progresiv. Parcurgand expozi-
tia, semnificatiile si valorile sunt construite, impartdsite
sau negociate de catre fiecare vizitator in parte (Ravelli
2006). Mai mult decat atat, transmiterea de cunostinte
nu se mai refera la informatii venite dintr-o singura dis-
ciplina si acestea nu mai sunt furnizate cu un ton autori-
tar. Acum vorbim, mai degrabd, despre problematizarea
si punerea intr-o perspectiva critica a unor teme. Acest
lucru conduce si la recontextualizarea vizitatorului care
nu se mai afld intr-o pozitia neutrd, pasiva, ci capata o
pozitie centrald, relatia acestuia cu muzeul devenind
dinamica. Vizitatorii sunt implicati fizic si intelectual in
construirea si negocierea sensului expozitiei, iar parti-
ciparea acestora presupune cunoasterea prealabila a
profilurilor si comportamentelor lor. Acceptarea ideii de
public heterogen presupune, in acelasi timp, accepta-
rea diferentelor de mesaj care ajunge la receptor, acesta
variind pana la opozitie (Mason 2006).

Aceastd plasare a vizitatorului sia modului in care aces-
ta intelege expozitia ca element principal, central in
conceperea discursului muzeal, faciliteaza demateriali-
zarea limitei prin atentia acordata modului in care oa-
menii sunt atrasi catre muzeu, determinati sa petreaca
un timp mai indelungat aici si s& consume. In stransa
legatura cu aceste tendinte este si acceptarea si inclu-
derea culturii populare sau a artelor neconventionale
in cadrul expunerii (de exemplu, a grafitti-ului, a kitsch-
ului etc). Consumerismul in spatiul muzeal se refera

Evolution of the museum concept

Starting with the 19 century, museums open up gradu-
ally to a wider public and leave behind their elitist char-
acter. In this regard, an important part can be attributed
to the “marketization” of museum activities and to their
transformation into touristic landmarks, expressing col-
lective identities (fascinating through their exoticism),
as well as through a representative architecture.

Then, placing objects in a narrative, conceptual context,
opened up to interpretation, substitutes the simple act
of displaying (see MacDonald 2006, Vergo 2006). Thus,
reading and understanding an exhibition becomes a
subjective and progressive process (Bollo and Dal Poz-
zolo 2005). Passing through an exhibition implies, for
every individual, building up, sharing and negotiating
meanings and values (Ravelli 2006). Moreover, the in-
formation isn't anymore transmitted with an authori-
tarian voice, and it also doesn’t address, like before, to
a single discipline. Now, we rather speak of questioning
and challenging themes. This also leads to rethinking
the visitor’s place, from neutral and passive to central
and dynamic. The visitors are now physically and intel-
lectually engaged in constructing and negotiating the
meaning of the exhibition, but their participation im-
plies knowing their profiles and behaviors. Acceptance
of a heterogeneous public also presupposes accepting
the different, even opposed messages that get to the re-
ceiver (Mason 2006).

Placing the public and its way of understanding the dis-
play as a central element in conceiving the curatorial
discourse facilitates the dematerialization of the thresh-
old through the attention given to the way people are
being attracted towards the museum, determined to
spend more time here and consume.

The acceptance and inclusion of popular culture or un-
conventional arts within the display (graffiti, kitsch etc.)
have a strong connection with these tendencies. Con-
suming inside museums refers not only to consuming
culture by passing through the exhibit, but also to buy-
ing souvenirs or art objects, consuming drinks and food
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nu numai la consumul strict de cultura prin vizitarea
muzeului, ci si la cumpdrarea de suveniruri sau obiec-
te de arta sau la consumarea de bauturi sau alimente
in cadrul restaurantelor si cafenelelor care fac parte din
muzeu. Prin aceste tipuri de spatii comerciale, dar si prin
targuri, expozitii temporare sau alte evenimente cultu-
rale conexe, muzeul isi extinde activitatea spre spatiul
public. Cresterea atentiei acordate vizitatorilor este, de
altfel, cea care a condus la iesirea muzeelor in stradd, in
intampinarea vizitatorului si a nevoilor acestuia.

Tn concluzie, muzeul actual se transformé, trecand de la
,fapte universal valabile la teme si continuturi construi-
te cultural, de la expunerea unor certitudini la contura-
rea unor sensuri si contexte individuale, de la stiinta la
naratiune si, in sfarsit, de la reforma sociala si progres
cultural la complexitatea experientei vizitatorului”
(trad. ns., Psarra 2005: 81).

De ce ies muzeele in strada

Cand ne referim la muzeul din strada avem in vedere
atat perspectiva bidirectionald dintre muzeu si spatiul
public (muzeul vazut din strada vs. strada vazuta din
muzeu), cat si alte tipuri de legaturi intre cele doua, cum
ar fi spatiul dintre muzeu si strada, muzeul-strada, sau
muzeul amplasat in strada.

Chiar daca vom lua in consideratie, cu precadere, ma-
nifestdrile fizice ale acestor tipuri de legdturi, nu putem
ignora faptul ca trecerea de la vechea la noua muzeo-
logie si schimbarea modului de acumulare a cunos-
tintelor a presupus, de asemenea, depasirea limitelor
muzeului. Interpretarea pe care vizitatorul o da celor va-
zute se departeaza, mai mult sau mai putin, de intentia
curatoriald, dar tocmai acest lucru faciliteaza corelarea
invatamintelor si concluziilor desprinse in muzeu cu si-
tuatii de viata (Hooper-Greenhill 2006; Bal 2006). Asttfel,

3 ,from universally accepted facts to socially constructed themes
and contents, from displaying certainties to shaping individual
meanings and contexts, from science to narrative, and finally from
social reform and cultural improvement to the complexity of the
visitor’s experience”

at the restaurants and cafés which are part of the mu-
seum. By the means of such commercial spaces, but also
through fairs, temporary exhibitions or other kinds of
cultural events, the museum extends its activity towards
the public space. The emphasis put on the public led, as
a matter of fact, to this extension into the street, having
as purpose the greeting of the visitor and his needs.

In conclusion, the present museum transforms itself by
shifting

“from universally accepted facts to socially constructed
themes and contents, from displaying certainties to
shaping individual meanings and contexts, from sci-
ence to narrative, and finally from social reform and
cultural improvement to the complexity of the visitor’s
experience” ( Psarra 2005: 81).

Why do museums go beyond their walls?

By street museum we refer to the bidirectional relation-
ship between museum and public space (the museum
as seen from the street vs. the street as seen from the
museum), but also to other kinds of connections be-
tween them like the street as museum, or the museum
located in the street.

Even if we will be considering, in the main, the physical
manifestation of such connections, we cannot ignore
the fact that the shifting from old to new museology
and the changes that took place in the way we accu-
mulate knowledge led, also, to museums transgress-
ing their limits. Each visitor’s interpretation might stray,
more or less, from the curatorial intent, but particularly
that makes it easier to correlate the information and
conclusions drawn from the exhibit with facts of life
(Hooper-Greenhill 2006; Bal 2006). This is a first exam-
ple of museum activity extended beyond the walls of the
institution.

As we said before, through this extension, museums
meet their potential visitors and their needs halfway,
but the museums that went into the street don’t solely
address to their common public. At the same time, their
motivation for going beyond their walls is not only that
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se creeazd o prima situatie de prelungire a activitatilor
muzeului dincolo de zidurile sale.

Dupa cum afirmam si mai sus, prin aceastd prelungire
se iese in intdmpinarea potentialului vizitator si a nevo-
ilor acestuia, dar muzeul iesit in strada nu se adreseaza
numai publicului obisnuit, la fel cum motivele care stau
in spatele acestei iesiri nu sunt reprezentate doar de do-
rinta de a-si indeplini rolul social intr-un cadru mai larg.
Asociatia Americana a Muzeelor (American Associati-
on of Museums) analizeaza in brosura editata in 2012,
TrendsWatch, fenomenul iesirii in strada si constata ca
la baza sa se afla economia slabitd care conduce la sca-
derea numarului de vizitatori platitori, dar si diminuarea
autoritatii pe plan cultural (estomparea diferentei din-
tre cultura inalta si joasa), sau redescoperirea localismu-
lui (eventual ca reactie impotriva globalismului).

Acest tip de activitati ofera si o serie de posibilitati,
precum avantajul instalatiilor temporare, de dimensi-
uni mici, care pot fi realizate cu costuri reduse si riscuri
minime, avantajul interactiunii si participarii directe, al
inovatiei si experimentului.

O caracteristica a muzeului din spatiul public este repre-
zentata de legatura directa dintre arhitectura si obiect
(mai mult decét in spatiul formal), tema de proiectare
avand mereu la baza o intentie curatoriala care, gan-
dita a fi temporara, nu face necesara prevederea unor
transformari ulterioare, care sa raspunda unor noi cerin-
te, sau care sa se adapteze astfel incat sa adaposteasca
alte exponate. De exemplu, muzeul nomadic Ashes and
Snow, prezinta fotografiile de arta (ce surprind interacti-
unea dintre oameni si animale) realizate de catre Grego-
ry Colbert. Arhitectura se dezvolta in jurul fotografiilor,
astfel incat sd transpara legdtura stransa dintre arta si
spatiul pe care aceasta il ocupa (Conover 2006; http://
www.ashesandsnow.org/).

lesirea in stradd poate fi privita si drept o miscare norma-
Id dacd admitem ca experimentarea artei este cuprin-
sa, inclusa, dependentd de viata de zi cu zi (Whybrow
2011). Whybrow priveste chiar aceasta iesire drept o
conditie a intoarcerii in spatiul muzeal sau al galeriilor
de arta, drept ,un «efort» de a incorpora atat participa-

of wishing to perform social work in a wider setting. The
American Association of Museums names, in its bro-
chure edited in 2012 - Trends Watch - as main reasons
for taking it to the street, the weak economy (meaning
less paying visitors), the cultural authority diminution
(the blurring of high/low culture differences) and the re-
discovery of localism (eventually as a reaction against
globalism).

This type of extended activities also offer many possi-
bilities, like the advantage of small, low-cost, minimal-
damage temporary installations, the advantage of
interaction and direct participation, of innovation and
experimentation.

One of the characteristics of public space museum is
that of direct connection between architecture and ob-
ject (more than in formal space), as the project theme
always starts with a curatorial intent for a temporary
display, thus making the thought of further transfor-
mation and adaptation to new exhibits unnecessary.
For example, the nomadic museum Ashes and Snow
displays Gregory Colbert’s art photography (having as
theme the interaction between humans and animals).
Architecture shapes itself around the pictures in order to
show the close connection between art and the space
it occupies (Conover 2006; http://www.ashesandsnow.
org/).

Taking it to the street can be seen as a normal move-
ment, if we admit that art experimentation is embodied
and dependent upon everyday life (Whybrow 2011).
Whybrow even sees this escape as a condition of return
to museums and galleries, “a «reaching out» of art gen-
erally towards incorporating both participation and the
everyday — and so, capable of stomaching a «reconsti-
tuted return» to the gallery” (Whybrow 2011, 15).
Further, we shall analyze different types of relationships
between museums and public space, questioning their
form, way of organization and social implications.
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rea cat si evenimentele zilnice - astfel capabila sé pro-
voace o «intoarcere reconstituita» in galerie™ (trad. ns.,
Whybrow 2011, 15).

Vom urmari, in cele ce urmeaza, mai multe tipuri de re-
latii care se stabilesc intre muzeu si spatiul public, anali-
zand, pentru fiecare in parte, modul si forma de organi-
zare, dar si implicatiile la nivel social.

Relatia muzeu - spatiu public

A analiza muzeul din strada presupune, in primul
rand, a analiza relatiile care se stabilesc intre muzeu
si spatiul public. Astfel, constatam ca exista mai multe
tipuri de relatii si, prin urmare, mai multe forme de
materializare a ideii de muzeu din stradd. Aceasta
denumire, aleasa pentru a desemna aceste tipuri de
activitati, ea insdsi este ambigua, astfel incat poate
cuprinde o gama mai larga de tipologii.

Pentru inceput, cea mai simpla relatie care se creeaza
intre muzeu si strada este cea directd, vizuala, bidi-
rectionala: muzeul vazut din strada vs. strada vazuta
din muzeu. Apoi, putem vorbi despre relatiile care se
stabilesc prin zonele de trecere dintre spatiul public
spre interior, analizand manifestarile care ocupa cur-
tile muzeelor. Anumite strazi primesc ele insele de-
numirea de muzeu, in timp ce anumite muzee sunt
amplasate direct in strada. Un ultim tip este acela al
muzeului satelit, amplasat la o distanta considerabila
de cladirea principald, reprezentand, prin arhitectura
si instalatie, ideile institutiei din care face parte.

Muzeul vazut din stradad

Imaginea arhitecturald, mai ales in ceea ce priveste mu-
zeul contemporan care devine punct de referinta si de
atractie turistica, are un puternic impact asupra celui
care priveste din spatiul public al strazii. Davin Fleming
afirmd ca marketingul, brandingul si crearea unei ima-

4 ,a «reaching out» of art generally towards incorporating both
participation and the everyday - and so, capable of stomaching a
«reconstituted return» to the gallery”

The relationship between museum and public space

To analyze the street museum presupposes, first of all, to
analyze the relationship between museum and public
space. Hence, we identify several types of relations and,
consequently, several types of street museums. This no-
tion of street museum itself is ambiguous and can com-
prehend various typologies.

For a starter, the simplest relationship between mu-
seum and street is the direct, bidirectional, visual one:
the museum as seen from the street vs. the street as seen
from the museum. Then, we can consider the connec-
tions set through passing areas between outside (the
public space) and inside (of the museum), like museum
courtyards. Some streets actually become museums
while some museums are being placed directly into
the street. One last type is that of the museum satellite,
set far away from the main building, which represents,
through architecture and installation, the concept of
the institution it pertains to.

The museum as seen from the street

Architectural image, especially concerning the con-
temporary museum which becomes a landmark and
a touristic attraction point, has a strong impact upon
the viewer. David Fleming states that, for museums, the
marketing, the branding and the construction of a pub-
licimage have the role of preparing the future visitor for
his first contact with the exhibition (Fleming 2005, 55).

Fromthe distance, the architecture marks the heterotop-
ic dimension of the museum. In the case of The National
Museum of the Romanian Peasant (MNTR), for exam-
ple, the building itself participates at the interpretation
of the display, anticipating and facilitating the entering
into a certain mood and the alienation from the outside
reality (Sfintes 2012, 38-41). One of the visitors says that
“This first impression is essential because it determines
the tune with which you cross the threshold and can you
enter a place like this only high minded, waiting match-
ing actions” (Oprea, n.d.). It is true that these feelings
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gini publice, in cazul muzeelor, au rolul de a-l pregati pe
vizitator pentru primul contact cu expozitia (Fleming
2005, 55).

inca de la distanta, prin intermediul arhitecturii, este
marcata dimensiunea heterotopicd a functiunii. In cazul
Muzeului National al Taranului Roman (MNTR), de exem-
plu, cladirea participa ea insasi la interpretarea expoziti-
ei, anticipand si facilitdnd intrarea intr-o anumita stare
si indepdrtarea de realitatea exterioara (Sfintes 2012,
38-41). O vizitatoare afirmd cd: ,Este esentiala aceasta
prima impresie pentru cd din ea decurge starea de spirit
cu care se paseste pragul si nu poti intra intr-un astfel de
loc decat mandru, asteptand fapte pe masurd” (Oprea,
f.d.). Este adevarat ca aceste sentimente sunt constienti-
zate si augmentate prin revenirea in spatiul muzeal, dar
cunoasterea a ceea ce se afla in interior nu face decat sa
accentueze importanta relatiei ce se stabileste incd din
stradd intre muzeu si viitorul vizitator. Revenind la MNTR,
un alt vizitator descrie parcursul sdu din exterior spre in-
terior, urcand pe rampa ce conduce la intrarea principa-
1a:,[...] fiecare pas, pe masura ce urc, ma transpune intr-o
stare progresiv «rarefiata». Cumva, rampa urcatd duce
cdtre un «alt taramy, in care structura spatiului, determi-
nata de arhitectura specifica, nu face decat sa anticipe-
ze, sd te pregateascd pentru o experienta de comunicare
cu cel putin o nuanta de sacru.” (Munteanu, f.d.)

Atunci cand ideile care stau la baza expunerii constituie
totodata conceptul arhitectural, attunci cand legdatura
dintre forma si continut este stransa (de exempluy, in
cazul Jewish Museum al lui Daniel Libeskind), sau cand
arhitectura exprima o identitate colectiva, identitatea
locului (cum se intampla la Erdos Museum, al celor de la
MAD), prezenta fizica in sine devine simbolicd, un punct
de reper la nivel spiritual, social, istoric, politic etc.

La Tate, iesirea in exterior nu este atat o incercare de a
schimba perceptii, cat o consecinta a ideilor care stau la
baza institutiei si a modului de lucru al artistilor (Beyond
Their Walls 2009, 22). in 2008, cinci artisti internationali
au lucrat pe fatada muzeului Tate Modern, punand in
discutie, de exemplu, stereotipuri, pareri preconcepute,
tendinta de a reactiona la anumite elemente inainte de a

become acknowledged and amplified with every come-
back, but knowing what’s inside just emphasizes the
important relationship between museum and visitor,
set up from the street. Coming back to MNTR, another
visitor describes his route from outside to inside, while
climbing up the ramp that leads to the main entrance:
“[...] every step, as | climb, throws me up into a progres-
sively «air-free» state. Somehow, the ascending ramp
leads to «another realm», in which the space structure,
determined by the appropriate architecture, anticipates
and prepares you only for a communication experience
with at least a shade of sacredness.” (Munteanu, n.d.)
When the ideas guiding the display represent also the
architectural concept, when there is a strong connec-
tion between form and content (for example, at the
Jewish Museum designed by Daniel Libeskind), or when
the architecture is an expression of collective identity
or place identity (as for the Erdos Museum designed by
MAD), the physical presence becomes also symbolical
— it becomes a spiritual, social, historical, political etc.
landmark.

At Tate, going beyond the walls is not just an attempt
to change perceptions, but rather a consequence of the
ideas that underlie the institution and the artists’ mode
of action (Beyond Their Walls 2009, 22). In 2008, five in-
ternational artists worked on the facade of Tate Mod-
ern, challenging, for example, stereotypes, preconcep-
tions, and the tendency to react before looking at the
bigger picture. Because the location was visible from the
public space, these art works became public statements
of the values that even renegade art forms posses and
they have been capable of provoking debates beyond
the museum walls (Whybrow 2011, 125).
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priviimaginea in ansamblu. Prin amplasare, fiind vizibile
din spatiul public, aceste lucrari de arta contemporana
au devenit declaratii publice ale valorii pe care o pot
purta chiar si formele sale renegate si au fost capabile sa
provoace dialoguri dincolo de zidurile si incinta muzeu-
lui (Whybrow 2011, 125).

intre muzeu si stradd

Limita dintre induntru si afara, de multe ori, nu mai este
reprezentata doar de o limita fizica, fie ea transparenta
sau opacd, subtire sau masiva, ci devine o limita spati-
alizata, comunicand intr-un mod cursiv cu strada, cur-
tea sau piata din fata muzeului. In acest context, aceste
tipuri de spatii devin pretexte pentru organizarea unor
evenimente culturale, al caror scop este acela de a pune
sub semnul intrebarii caracterul izolat, formal si oficial al
expunerii clasice si de a introduce activitatile muzeale
intr-un circuit mundan. De exemplu, piata din fata Cen-
trului Pompidou invita la desfasurarea unor improvizatii
care estompeazd diferentele dintre cultura inaltd si cul-
tura de masa si dizolva distinctia clard interior/exterior.
Pe de alta parte, activitatile desfasurate in astfel de spatii
au drept tinta un altfel de public, fiind, de cele mai multe
ori, evenimente temporare aflate la intersectia mai mul-
tor discipline. Astfel, se adreseaza si atrag si alte categorii
sociale, pe langa publicul obisnuit. Totodata, tipurile de
exprimari artistice sunt si ele diferite: vorbim despre arta
alternativa, urband, care implica si alte tipuri de arhitec-
tura precum arhitectura efemerd, indepdrtata de norme,
conceptuald, simbolica.

Spatiul intermediar dintre strada si muzeu poate ajuta
la integrarea muzeului in cadrul orasului, peisajului, la
facilitarea comunicdrii si miscarii intre spatiul public si
spatiul privat. Dupa succesul avut de Centrul Pompidou
prin piata cedata publicului, un numar tot mai mare de
institutii muzeale (nou infiintate sau existente) au cerut
prevederea sau remodelarea spatiului construit astfel
incat sa cuprinda aceastd zona multifunctionala de tre-
cere.

Michael Maltzan a propus pentru Fresno Metropolitan

In between museum and street

The threshold between inside and outside isn’t always
just a physical delimitation, be it transparent or opaque,
thin or massive. It sometimes becomes spatial — a com-
munication liaison between museum and street (like
courtyards or plazas). In this context, these spaces are
often pretences for organizing cultural events which
question the solitary, formal and official characteristics
of the classical display and for introducing museum ac-
tivities in a mundane circuit. For example, the plaza in
front of Pompidou Centre is an invitation to improvisa-
tions which blur the differences between high and low
culture and dissolve the clear inside/outside distinction.
On the other hand, the activities that take place in spac-
es like these are, most of the times, temporary events
which cross cut several disciplines and address them-
selves to a different public. Thus, they fetch other social
categories besides the frequent public. At the same time,
the forms of artistic manifestations are also different:
we speak about alternative, urban art which implies dif-
ferent architectural forms: ephemeral, conceptual, sym-
bolical, not following the common building rules.

The space in between street and museum can become
helpful in integrating the museum within the city or the
landscape. It can facilitate communication and move-
ment between public and private spaces. After the suc-
cess the Pompidou Centre had by giving the plaza to
the public, more and more museum institutions (new or
existing) demanded projects that included these transi-
tional multifunctional areas.

Michael Maltzan proposed, for Fresno Metropolitan Mu-
seum, a plaza, above which the actual museum floated
and which highlighted the plains situated beyond, thus
encouraging spontaneous urban movement (http://
www.mmaltzan.com/).

At The Riverside Museum in Glasgow, the area in front
of the museum has been transformed into a civic space
and put to an informal use in order to attract a less ac-
cessible public like bicyclists and skateboarders (Fitzger-
ald 2012). The events that take place here create a
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Museum o piata deasupra careia leviteaza muzeul pro-
priu-zis, astfel incat sd fie scoase in evidenta campiile din
departare si sa fie incurajata miscarea neprogramata,
spontana, la nivel urban (http://www.mmaltzan.com/).
La The Riverside Museum din Glasgow, zona din fata mu-
zeului a fost transformata in spatiu civic si folosita intr-
un mod informal, pentru a atrage un segment de popu-
latie mai greu accesibil, precum ciclistii si skateboarderi
(Fitzgerald 2012). Evenimentele desfasurate aici creeaza
o legatura puternica intre muzeu si comunitatea pe care
acesta o deserveste.

Intr-o aceeasi ordine de idei putem mentiona si con-
cursul Young Architects Program, desfasurat de Muse-
um of Modern Art (MoMA) si MoMA PS1 din New York
si, din 2011, si de Museo nazionale delle arti del XXI se-
colo (MAXXI) din Roma. Tema concursului, lansata pri-
ma data in 1999, consta in proiectarea unei arhitecturi
experimentale, temporare, care sa fie, in acelasi timp,
spatiu de recreere, de intrunire, de desfasurare a unor
evenimente conexe si care sa ocupe curtea MoMA PS1/
piata din fata MAXXI, prelungind activitatea exterioara
spre interior intr-un mod ,provocator, dinamic si chiar
si distractiv™ (trad. ns., http://www.moma.org/explore/
inside_out/2011/07/01/introducing-the-young-archi-
tects-program-international/). Directorul MoMA, Glenn
Lowry, priveste acest concurs si construirea proiectului
de pe locul I drept un mod de a da ceva inapoi comu-
nitatii (http://momaps1.org/yap/), stabilind astfel relatii
puternice intre muzeu, oras si oameni, chiar si atunci
cand acestia nu au neaparat calitatea de vizitator. Pentru
aceasta, de exemplu, proiectul castigator la Roma din
2012 - UNIRE/UNITE (care introducea, printr-o propune-
re de mobilier urban, exercitiul fizic si jocul in viata de
zi cu zi) - a fost reconstruit ulterior pe strazile orasului.
Tot drept spatii intermediare pot fi numite si facilitati-
le publice precum magazine de suveniruri, restaurante
si cafenele care atrag, la randul lor, o serie de vizitatori
aflati nu neaparat in cdutare de informatii, dornici de a
invata ceva, ci care cauta, mai degraba, moduri de pe-

5,provocative, lively, and even fun”

stronger interrelationship between the museum ant the
community it services.

In the same train of ideas, we can mention the Young
Architects Program contest, organized by Museum of
Modern Art (MoMA) and MoMA PS1 in New York and,
since 2011, by Museo nazionale delle arti del XXl seco-
lo (MAXXI) in Roma also. The contest, first launched in
1995, requires designing an experimental, temporary
architecture that can accommodate a recreational and
meeting space and permit the organization of connect-
ed events. The sites are the courtyard of MoMA PS1 and
the plaza in front of MAXXI. The result can be seen as a
“provocative, lively, and even fun” extension of outside
activities unto inside (http://www.moma.org/explore/
inside_out/2011/07/01/introducing-the-young-archi-
tects-program-international/). For the MoMA director,
Glenn Lowry, this contest and the building of the win-
ning project are a way of giving something back to the
community (http://momaps1.org/yap/), thus strength-
ening the relationship between museum, city and its in-
habitants (not necessarily as visitors). For this, for exam-
ple, the 2012 winning project in Rome — UNIRE/UNITE
(which, through an urban furniture design, brought the
physical exercise and play into the everyday life) — has
been reconstructed afterwards through the city.

The souvenir shops, restaurants and cafés can also be
considered in between spaces because they attract as
well visitors which are not necessarily searching for
learning opportunities, but rather are looking for ways
to spend their leisure time. Thus, the visitor also be-
comes a consumer and the importance of these types
of facilities tends to become more and more important,
as long as art is seen as diversion and the museum rep-
resents a special milieu. The spaces mentioned above
have a strong interrelationship with the outside real-
ity which, in fact, validates the consumption. Although
thematically interrelated with the main exhibit, these
spaces are mostly treated differently, because of their
direct communication with the exterior (for example,
Musée du Quai Branly has a café that opens up towards
the museum garden and a restaurant where you can
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trecere a timpului liber. Vizitatorul devine consumator,
iar acest tip de facilitati tinde s ocupe un rol din ce in
ce mai important atata timp cat arta este privita drept
distractie, iar muzeul oferd o ambiantd deosebita. Aceste
locuri se afld, insd, intr-o relatie stransa si cu realitatea de
dincolo de muzeu, care valideaza de fapt consumul. Desi
sunt legate tematic si de expozitia propriu-zisa, sunt tra-
tate de cele mai multe ori diferit, comunicand cu exte-
riorul (Musée du Quai Branly are o cafenea care se des-
chide catre gradina muzeului si un restaurant din care
pot fi admirate Sena si Turnul Eiffel). Chiar daca acest tip
de spatii pot fi considerate a marca declinul institutiei
muzeale, poluand experienta culturala (Fleming 2005,
59), prezenta lor accentueaza ambiguitatea zonei din
jurul expozitiei principale si rolul social pe care muzeul
in capdta prin prelungirea activitatilor sale intr-un mod
informal. Relatiile vizuale care se stabilesc ajuta la inte-
grarea muzeului la nivelul orasului intr-un mod organic.

Strada vazuta din muzeu

Muzeul are, de obicei, o arhitectura opaca, ceruta de
necesitatea de a asigura pastrarea in bune conditii
a obiectelor expuse. Ferirea de lumina naturala di-
recta sau controlarea temperaturii si umiditatii sunt
primele cerinte care trebuie sa fie satisfacute. Apari-
tia unor muzee in care accentul nu se mai pune pe
obiect, acestea putand chiar sa lipseasca sau neavand
valoare in ele insele, a putut conduce la introducerea
transparentei, desi in anumite limite (impuse, mai
degraba, de necesitatea distantarii de exterior drept
conditie a intelegerii discursului muzeal). Altfel, im-
bracarea, printr-o membrand transparenta, a unor
enclave nu face decat sa pastreze inchiderile opace
necesare protejarii obiectelor, in timp ce spatiul din-
tre acestea devine un spatiu intermediar, cu legaturi
organice cu exteriorul.

Transparenta in arhitectura muzeala deschide, la ran-
du-i, discutia despre legatura dintre muzeu si strada,
dar de data aceasta in sens invers, atentia fiind acum
dispersata si nu concentrata pe obiect asa cum se

see the Seine and the Eiffel Tower from). Even if these
facilities may be considered to mark the decline of the
institution by polluting the cultural experience (Fleming
2005, 59), their presence emphasizes the ambiguity of
the area surrounding the main exhibition and the social
work done by museums through informal extension of
their activities. The visual relationships mentioned here
help the museum integrate organically within the city.

The street as seen from the museum

The museum architecture is usually opaque, demanded
by the necessity of assuring the proper conservation of
the displayed objects. Two of the main conservation re-
quirements are those of keeping the objects away from
direct sunlight and of controlling the temperature and
humidity. The emergence of new types of museums that
don't focus on the object (which can even lack or have
less value attached) led to the insertion of transparen-
cies, although with some constraints (imposed by the
necessity of alienating oneself from the exterior in order
to understand the curatorial discourse). Otherwise, cov-
ering enclaves under a transparent membrane keeps
the necessary opaqueness while transforming the space
between them into a mediate space, organically con-
nected with the outside.

The problem of transparency in museum architecture
opens up also discussions about the connection be-
tween museum and street, but this time in reverse, with
the attention being dispersed and not concentrated on
the object as in the case of the museum as seen from
the public space. Transparency allows the creation of
a visual connection and communication, of continuity
between spaces having different statuses and functions.
The dialogue between street and museum can represent
a way of keeping the anchorage in the present time or,
on the contrary, of emphasizing the return to an ideal
past. At The National Museum of the Romanian Peas-
ant, for example, the transparent windows situated at
the first floor open up, first of all, towards nature. The
building, drawn back from the street, and the vegeta-
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intampla in cazul muzeului privit din spatiul public.
Transparenta permite atat crearea unei legaturi vizu-
ale, a unei continuitati intre spatii diferite din punct
de vedere al statutului, functiunii, cat si a unei comu-
nicari.

Dialogul intre strada si muzeu poate constitui un mod
de a pastra ancorarea in prezent, sau poate sustine
retragerea intr-un trecut ideal. La Muzeul National al
Tdranului Roman, de exemplu, ferestrele transparente
de la etaj se deschid, in primul rand, catre natura. Re-
tragerea cladirii de la strada si vegetatia care o incon-
joara ajuta la restabilirea legaturii om — natura, fara a
nega, totusi, realitatea prezenta, cu atat mai mult cu
cat muzeul se vrea a fi,muzeul unei spiritualitdti oa-
recum atemporale” (www.muzeultaranuluiroman.ro).
Altfel, exteriorul poate ajunge sa fie chiar considerat
parte integranta a expunerii. Mercedes-Benz Museum
din Stuttgart deschide anumite perspective catre
exterior, integrand discursului muzeal fabrica, show-
room-ul si service-ul care vorbesc despre istoria si de-
venirea in timp a brand-ului Mercedes.

Un caz particular, care merita amintit in aceasta ordi-
ne de idei, este reprezentat de Schaustelle, o cladire
temporara, ridicata in fata muzeului Pinakothek der
Moderne din Munchen, pe perioada lucrarilor de re-
staurare ale acestuia. Cadrul tridimensional oferd, pe
langa spatii care sa adaposteasca cele patru colectii
(de arta moderna, arta graficd, arhitectura si design)
ale pinacotecii, spatii destinate dezbaterilor, proiec-
tillor de film etc., dar si terase care se deschid catre
oras. Rolul cladirii ar fi acela de ,a atrage jucaus aten-
tia Munchen-ului”® (trad. ns., http://www.stylepark.
com/en/news/munichs-showcase/334928). Legdtura
organica dintre muzeu si stradd permite atat extinde-
rea discursului muzeal in exterior cat si patrunderea
vietii din spatiul public in aceasta structura aerata.
Avem de-aface, deci, nu numai cu depasirea vizuala a
limitelor fizice, ci si cu o intrepatrundere functionala.

6,to playfully attract Munich's attention”

tion which surrounds it re-establish the human — nature
relationship, without denying the present reality all the
more so as the museum wishes to be “the museum of
a rather timeless spirituality” (www.muzeultaranuluiro-
man.ro).

In some cases, the exterior can even be part of the dis-
play. Mercedes-Benz Museum in Stuttgart draws out
some perspectives towards the exterior, integrating, into
the curatorial discourse, the factory, the showroom and
the service which speak about the history and evolution
of the Mercedes brand.

A particular case which deserves to be also mentioned
here is that of Schaustelle, a temporary building, raised
in front of Pinakothek der Moderne in Munich, during
the restoration of the museum. The three-dimensional
frame accommodates the four collections of the mu-
seum (modern art, graphic art, architecture and de-
sign), spaces for debates and film projections etc., but
also terraces which open up towards the city. The role
of the building is “to playfully attract Munich’s atten-
tion”  (http://www.stylepark.com/en/news/munichs-
showcase/334928). The organic connection between
museum and street allows the extension of the curato-
rial discourse outside, but also the ingression of public
space activities into this aerated structure. Thus, we deal
not only with the visual extension, beyond the physical
boundaries, but also with a functional overlap.

Studii si cercetari stiintifice de arhitectura si urbanism / Architectural and Urban Research Studies / ARGUMENT

171



Muzeul - strada

lesirea muzeului in intdmpinarea vizitatorilor poate in-
semna inclusiv ocuparea strazii cu o serie de spatii si
functiuni menite sd atragd publicul intr-un mod mai pu-
tin formal, organic. Patrunderea in muzeu se face atunci
fara a sesiza la fel de dramatic diferentele de statut din-
tre interior si exterior datorita spatiilor intermediare ce
imprumutd caracteristicile ambelor si fac trecerea mai
putin perceptibila. Acest lucru conduce la cresterea ac-
cesibilitatii, la atragerea unui numar mai mare de vizita-
tori, chiar si din cadru unor segmente de populatie ce nu
se numara printre vizitatorii obisnuiti.

Un prim exemplu ar fi acela al prevederii unei intrari co-
mune si al extinderii Complexul Muzeal Joanneum din
Graz, Austria — alcatuit din Muzeul de Istorie Naturald, Bi-
blioteca Regionald din Styria si Noua Galerie de Arta Con-
temporand — sub curtea comuna celor trei cladiri. Casti-
gatorii concursului desfasurat in 2006, Nieto Sobejano
Arquitectos, au plecat de la dinamismul care anima su-
prafetele orizontale ale orasului
(http://www.dezeen.com/2012/01/02/joanneum-mu-
seum-extension-by-nieto-sobejano-arquitectos-and-
eep-architekten/) si au propus o extindere aproape
imperceptibila. Se pdstreaza planeitatea circulatiei, dar
traseul liniar este intrerupt in anumite puncte, starnind
curiozitatea si introducand alte facilitati publice, conexe
functiunilor principale ale celor trei cladiri existente.

Un alt exemplu ar fi Exhibition Road, o strada de dimen-
siuni considerabile, din Londra, care leaga obiective
importante la nivelul orasului, precum muzee, institute
culturale, colegii etc. Strada reprezinta mai mult decat o
legatura fizica, intrucat evenimentele (inter-institutiona-
le) care au loc aici au drept scop crearea unei identitati
a locului prin implicarea activa a audientei. Prin desfa-
surarea de programe incitante si neasteptate, se urma-
reste atat insusirea de cunostinte, cat si generarea si
impartasirea acestora (http://www.exhibitionroad.com).
Ca puncte tari ale initiativei sunt notate, in primul rand,
diversitatea publicului implicat si posibilitatea extinderii
activitatilor culturale dupa incheierea programului mu-

The street as museum

The extension of the museum activities into the public
space can also mean occupying the street with spaces
and functions which aim at attracting the publicin n in-
formal, organic way. Entering the museum takes place
then without the dramatic feeling determined by the
differences in status between inside and outside, thanks
to the transitional spaces which borrow characteristics
from both parties and make the passage less perceiv-
able. This also leads to a greater accessibility and to the
attraction of a wider — not necessarily frequently visiting
- public.

A first example would be that of the common entrance
and extension under their courtyard of the Joanneum
Museum Complex in Graz, Austria — composed of The
Natural History Museum, The Regional Library of Styria
and The New Gallery of Contemporary Art. The winners
of the 2006 contest — Nieto Sobejano Arquitectos — had,
as a starting concept, the dynamism which livens up
the horizontal surfaces of the city (http:.//www.dezeen.
com/2012/01/02/joanneum-museum-extension-by-
nieto-sobejano-arquitectos-and-eep-architekten/) and
they proposed an almost indistinguishable extension.
They kept the horizontality of the circulation, but they
interrupted the path in few points, thus intriguing and
attracting the public inside, where functions related to
those of the three existing buildings have been fitted in.
Another example would be Exhibition Road, an impor-
tant street in London, which connects major urban fa-
cilities like museums, cultural institutes, colleges etc. The
street is more than a physical connection, because the
inter-institutional events that take place here help cre-
ate a place identity by engaging the audience. The chal-
lenging and surprising programs have as a result the
accumulation, formation and sharing of information
and knowledge (http://www.exhibitionroad.com). The
diversity of the public involved and the possibility of ex-
tending the cultural activities after the museums close
down can be marked as strengths of the initiative (Be-
yond Their Walls 2009, 12-13). We thus see that breaking
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zeelor (Beyond Their Walls 2009, 12-13). Constatam astfel
cd depdsirea limitelor fizice ale muzeelor poate conduce
si la depdsirea unor limite temporale.

In toate aceste cazuri, prezenta publicului nu se dato-
reaza neapadrat dorintei de vizitare, intrucat strada fsi
pastreaza intotdeauna si functia de baza de facilitare a
trecerii dintr-un loc in altul.

La fel se intdmpla si in cazul strazilor transformate in
muzeu. Un exemplu concludent il constituie The Tem-
porary Museum of Permanent Change care se bazeazd pe
aportul comunitatii in incercarea de a surprinde trans-
formarea orasului Salt Lake prin urmarirea proceselor de
demolare si construire. Acest muzeu, care nu este con-
strans de existenta unor ziduri, are drept obiect imagi-
nea constructiilor privite din stradd. Ceea ce se incearca
a se surprinde aici este continuitatea, dar si rolul educa-
tiv al efortului de a duce la capat si celebra schimbarea
(http://www.museumofchange.org/index.php).  Impli-
carea activa a oamenilor conduce la constientizarea mo-
dificérilor si a impactului lor la nivelul comunitatii.

Muzeul din strada

Alte muzee isi desfasoara activitatea aproape exclusiv in
spatiul public, fard a fi, insa, muzee-stradd.

The Homeless Museum of Art (HoMu) este cel mai mic
muzeu din lume. De la infiintarea sa in 2002, HoMu s-a
opus consumerismului promovat de institutiile cultura-
le, sfidand regulile recunoscute actual in lumea artelor
(http://www.homelessmuseum.org/hmu_pages/missi-
on.html). Printre diferitele forme pe care le-a luat acest
muzeu se numara si amplasarea unui chiosc pe strazile
din Manhattan. Deschiderea tip ghiseu al acestuia finea
loc atat de receptie, cat si de birou pentru director si loc
de expunere pentru cateva obiecte. Prin sintetizarea,
dusa la ridicol, a modului de organizare a muzeului con-
temporan, prin mobilitate, amplasare si deschidere cétre
un public divers (adresandu-se trecatorilor: de la oameni
de afaceri pana la oameni ai strazii), HoMu a ridicat sem-
ne de intrebare asupra a ceea ce inseamna institutia mu-
zeala azi. Astfel, observam cum iesirea in strada poate

the physical boundaries can also lead to surpassing the
temporal limits.

In all these cases, the desire to visit didn’t necessarily ex-
plain the attendance, as the street always keeps its main
transition function.

The same happens with streets that became museums.
A good example would be The Temporary Museum of
Permanent Change which is based on the community
input in trying to detect the Salt Lake City transforma-
tion by keeping track of demolition and construction
processes. This museum, which is not constrained to
physical boundaries, has as object of interest the image
of the buildings as seen from the street. It tries to illus-
trate continuity, but also the educational role of man-
aging and celebrating change efforts (http://www.mu-
seumofchange.org/index.php). The active involvement
of the inhabitants leads to acknowledging changes and
theirimpact upon the community.

In the street museum

Other museums function almost exclusively in the street,
without the street itself being the museum.

The Homeless Museum of Art (HoMu) is the smallest mu-
seum in the world. Since its foundation in 2002, HoMu
opposed itself to consumption practices promoted by
cultural institutions and defied the established rules of
art  (http://www.homelessmuseum.org/hmu_pages/
mission.html). Among the different forms that the mu-
seum adopted, we should particularly mention placing
a booth on the streets of Manhattan. The booth had a
counter which was, in the same time, reception desk,
director’s office and display for a few objects. By mock-
ing the organization of museums — through its mobil-
ity, emplacement and openness towards a wider public
(passers-by: from homeless people to businessman)
— HoMu challenged the contemporary museum institu-
tion. In this case, we see that taking it to the street can
become a way of protesting even against institutions
traditionally tied down to places and objects.

Another good example would be the Nomadic Museum,
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deveni mod de protest chiar si in cazul unor institutii
altfel considerate a fi legate de locuri si obiecte.

Un alt exemplu ar i Nomadic Museum, creat special pen-
tru a gdzdui operele de arta ale lui Gregory Colbert: fo-
tografii si filme ilustrand interactiunea dintre oameni si
animale, in incercarea de a redescoperi armonia primor-
diald dintre acestia
(http://www.ashesandsnow.org/en/vision/). ~ Nomadic
Museum reprezinta ,casa in miscare” (trad. ns., http://
www.ashesandsnow.org/exhibition/) a expozitiei cu-
noscute sub denumirea de Ashes and Snow. De la infiin-
tarea sa in 2005, muzeul a fost amplasat in piete publice
din New York (2005), Santa Monica (2006), Tokyo (2007),
Mexico City (2008). Proiectul de arhitectura gandit in ju-
rul acestei expozitii, apartinandu-i lui Shigeru Ban (ex-
ceptand expunerea din Mexico City pentru care arhitec-
tul columbian Simén Vélez a facut o noua propunere),
s-a bazat pe o structura temporard, care nu numai ca
putea fi asamblata si dezasamblata cu usurinta, dar nici
madcar nu era transportata dintr-un loc in altul impreu-
na cu obiectele. Bazandu-se pe o modulare alcatuita din
containere (152), in opt dintre acestea erau transportate
obiectele ce tineau de expozitie, in timp ce celelalte 144
erau inchiriate pentru fiecare nou amplasament, redu-
candu-se, astfel, considerabil costurile. Acest muzeu a
depasit, prin caracterul sau nomad, limite si granite. Prin
amplasarea sa in locuri publice, i-a fost sporita impor-
tanta la nivel social, international si transcultural.

Dincolo de ziduri

Institutiile muzeale contemporane se implica intr-o
serie de activitati care nu vizeaza direct expunerea
de baza, ci mai degraba rolul cultural si social pe care
acestea il au la nivelul comunitatii, localitatii, zonei,
sau chiar la nivel national si international. Muzeele
ajung sa se implice direct in rezolvarea unor proble-
me (de baza, sociale, dar si de transformare, evolutie
sau dezvoltare), ce tin de individ, familie sau grup (Sil-

7 ,travelling home”

specially designed to accommodate Gregory Colbert’s
works of art: pictures and movies depicting the human
—animal interaction in a try to rediscover the primordial
harmony between them (http://www.ashesandsnow.
org/en/vision/). Nomadic Museum represents the “trav-
elling home” (http://www.ashesandsnow.org/exhibi-
tion/) of the exhibition known as Ashes and Snow. Since
its foundation in 2005, the museum has been located in
public plazas in New York (2005), Santa Monica (2006),
Tokyo (2007) and Mexico City (2008). The building has
been especially designed by Shigeru Ban for this exhibi-
tion (excepting the Mexico City project designed by the
Colombian architect Simén Vélez). He proposed a tem-
porary structure, made out of containers, which could
be easily assembled and deconstructed. This structure
didn't travel from one site to another. In eight of the 152
containers travelled the objects, while the rest of 144
were rented on every new location, thus considerably
reducing the costs. This nomadic museum exceeded
boundaries and borders. It had a high social, interna-
tional and transcultural importance, emphasized by its
placement in public places.

Beyond the walls

Contemporary museums engage in various activities,
not necessarily interconnected with the main exhibi-
tion, but rather with their cultural and social role at the
community, locality, areal, national or international lev-
el. Museums involve in solving not only basic, but also
social, transformative and evolutional problems, con-
cerning the self, the family or group (Silverman 2009).
In order to do so, museums go beyond their walls and
run all kinds of activities which are not exclusively ad-
dressed to the visitors. Some of the manifestations that
take place outside the museum consist of placing repre-
sentative satellite buildings which mark their affiliation.
Schaulager Sattelite (of Schaulager Museum in
Miinchenstein, designed by Herzog & de Meuron) has
been opened up during Art Basel, an international,
modern and contemporary art exhibition. The tempo-
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verman 2009). Pentru aceasta, de multe ori muzeele
ies dincolo de zidurile care le delimiteaza, prin tot
felul de activitati care nu se adreseaza exclusiv vizita-
torilor. Unele dintre manifestarile din spatiul exterior
muzeului presupun inclusiv amplasarea unor obiec-
te - sateliti — care sa marcheze apartenenta acestora
(avand, deci, si rol de reprezentare).

Schaulager Sattelite (satelitul muzeului Schaulager
din Minchenstein, proiectat de Herzog & de Meuron)
a fost deschis in cadrul expozitiei internationale de
artda moderna si contemporana, Art Basel. Pavilionul
temporar, proiectat in concordanta cu arhitectura
muzeului pe care il reprezenta, s-a dorit a fi o incursi-
une in culise, prin prezentarea unor aspecte ce tineau
de istoria, activitatile si conceptele de baza ale insti-
tutiei (http://www.schaulager.org/). Astfel, pavilionul
devenea, totodata, o invitatie adresata publicului de
a vizita muzeul si un prilej de a-si face inteles discursul
muzeal.

Un al doilea exemplu il constituie The Wall [Vaeggen],
o instalatie amplasata de Muzeul din Copenhaga in di-
ferite piete ale orasului. Prin propunerea acestui zid
LCD se urmareste creearea unei legaturi trecut-pre-
zent-viitor prin ilustrarea interactiva a transformarilor
care au avut loc la nivel urban (povesti, imagini, eve-
nimente, tendinte culturale, mod de viatd, identitate
etc.). Este facilitata comunicarea si sunt incurajate
interactiunea si schimbul de informatii (http://www.
copenhagen.dk/en/whats_on/the_wall/what_is_
the_wall/). Actiunea este privita drept o incercare de
indepartare de formele impamantenite de expunere
si de deplasare a interesului catre participarea pu-
blicului la acumularea de cunostinte si descoperirea
relevantei istoriei in prezent (http://www.museum-
sandtheweb.com/mw2011/papers/taking_the_mu-
seum_to_the_streets).

rary pavilion, with an architecture which conformed to
that of the museum, offered an incursion into the back-
stage of the institution. It presented facts about the mu-
seum history, activities and basic concepts (http://www.
schaulager.org/). In this way, the pavilion became an
invitation, addressed to the public, to visit the museum
and a way of making the curatorial discourse under-
stood.

A second example is The Wall [Veeggen], an installation
placed by the Copenhagen Museum in various city pla-
zas. By proposing this LCD wall, a connection between
past-present-future has been created. It interactively
illustrates the urban transformations which took place
(through the medium of stories, images, events, cul-
tural tendencies, ways of life, identities etc.). It facili-
tates communication and encourages interaction and
sharing of information (http://www.copenhagen.dk/
en/whats_on/the_wall/what_is_the_wall/). The act is
seen as an attempt of alienation from the established
ways of display and as a way of shifting the interest on
public participation in accumulating knowledge and
on discovering the consequences of the past (http://
www.museumsandtheweb.com/mw2011/papers/tak-
ing_the_museum_to_the_streets).
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Concluzii

Prelungirea activitatilor muzeale dincolo de limita
cladirii, fizic sau doar vizual, poate fi privita drept un
proces de transformare a limitei intr-un spatiu ambi-
guu, care faciliteaza introducerea muzeului ca institu-
tie culturala intr-un circuit urban. Aceste activitati pot
constitui pretexte pentru realizarea unei arhitecturi
care, la randu-i, nu rdmane neutra, ci devine liminala,
incdrcata de sens, negociind de fapt spatiul conceptu-
al dintre afard si induntru. Caracterul liminal sta si in
permanenta contradictie dintre incercare de desprin-
dere de realitatea zilnica si ancorarea in aceasta (prin
raportarea continud la evenimente, fapte, mentalitati
actuale), determinatd de amplasarea intr-un spatiu pu-
blic, deschis.

Manifestdrile identificate mai sus conduc la spargerea
unor bariere (fizice, temporale, dintre public/privat,
formal/informal, oficial/neoficial, recunoscut/renegat,
etc.). Ceea ce se obtine este integrarea institutiei mu-
zeale in cadrul orasului sau comunitatii, indeplinirea
unui rol social activ, iesirea in intampinarea unui pu-
blic mai larg. Strada devine inclusiv loc de deschidere
a unor intrebari cu privire la ce inseamna muzeul azi si,
mai mult decat atat, loc de dezbatere, prin implicarea
activa a publicului.

Nu mereu, ins, initiativa apartine muzeului. in 2008,
Arts Council England a lansat un plan, la nivel national,
prin care incuraja dezvoltarea activitatilor artistice in
exterior (www.artscouncil.org.uk/newlandscapes). in-
aintarea unei cereri de iesire in strada catre institutiile
muzeale atrage atentia tocmai cdtre nevoile societatii
actuale. Michel Foucault spunea ca ,ne aflam in epoca
simultaneitatii, in epoca juxtapunerii, in epoca apropi-
erii si depdrtarii, a alaturarii si a dispersiei” (Foucault si
Miskowiec 1986, 22). Cu alte cuvinte, nevoie de a trans-
forma limita in spatiu difuz este nu numai o tendintd, ci
si 0 nevoie sociald la care muzeele raspund prin diver-
se mijloace, de la organizarea de evenimente culturale
conexe pana la organizarea de targuri, iesiri in strada
sau deschiderea de pagini in spatiul virtual.

Conclusions

The physical or visual extension of museum activities
beyond the boundaries of the building can be seen as a
transformative process in which the boundary itself ex-
pands into an ambiguous space, thus facilitating the ur-
ban integration of the museum as a cultural institution.
These activities can become pretexts for designing an
architecture which doesn’t remain neutral, namely for
designing a liminal, meaningful architecture, which ne-
gotiates the conceptual space between inside and out-
side. The permanent contradiction between trying to
strand away from everyday reality and the anchorage
in it (through continuous reference to current events,
facts, and mentalities) also sets the liminal character,
especially for the installations located in public opened
spaces.

The manifestations identified above lead to the break-
ing out of barriers (physical and temporal thresholds,
public/private, official/informal, established/renegade
boundaries etc.). The results are the integration of the
museum within the city or community, the pursuance
of an active social work, the greeting of a wider public.
The street also becomes a place of questioning the role
of the museum nowadays and what is more, a place for
debate, by engaging the public.

Anyway, not always does the initiative come from the
museum. In 2008, Arts Council England launched a na-
tional plan for encouraging the development of artistic
activities outside (www.artscouncil.org.uk/newland-
scapes). The petitioning of museums to take it to the
streets points out to the needs of present society. Michel
Foucault said that “We are in the epoch of simultaneity:
we are in the epoch of juxtaposition, the epoch of the
near and far, of the side-by-side, of the dispersed.” (Fou-
cault and Miskowiec 1986, 22). In other words, the need
to transform the boundary into an ambiguous space
it’s not just a tendency. It is also a social need to which
museums answer by different means, from organizing
connected cultural events to organizing fairs, sallies to
the street or by opening up virtual museums.
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