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Rezumat

Arta si arhitectura au conlucrat adeseori, asa ca nu este
surprinzator faptul ca arhitecti din intreaga lume continua
sa creeze si sa transforme spatii pentru expunerea artei
intr-un cadru propice. Arta a fost intotdeauna o evadare
din lume, o glorificare a lumescului si o modalitate
de a traduce emotiile umane. Ea a evoluat sub forma
unor diverse miscari si stiluri de-a lungul timpului, insa
traditionala galerie elitista constituita dintr-un spatiu
steril, lipsit de accente, pentru a pune obiectiv in valoare
doar operele pe care le contine domina arhitectura
muzeelor de foarte mult timp. De la colectiile regale si
pana la muzeele nationale, ori colectiile de salon, istoria
expunerii operelor de arta a cunoscut etape bogate si
variate. De-a lungul acestei evolutii, un punct de cotitura
se inregistreaza in anii 1930, cand Muzeul de Arta Moderna
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Abstract

Art and architecture have often worked together, so it is
not surprising that architects around the world continue
to create and transform spaces for exhibiting art in an
appropriate setting. Art has always been an escape from
the world, a glorification of the worldly and a way of
translating human emotions. It has evolved and generated
various movements and styles over time, but the traditional
elitist gallery consisting of a neutral space, devoid of
accents, meant to highlight only the works it contains,
has dominated the architecture of museums for a long
time. From royal collections to national museums or salon
collections, the history of the exhibition of artworks has
known rich and varied stages. In this evolution, however,
a turning point occurred in the 1930s, when the Museum
of Modern Art in New York and its director, Alfred H. Barr
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din New York si directorul sau, Alfred H. Barr jr. au dezvoltat
notiunea estetica de ,cub alb”. Aceasta era o metoda
de expunere ce avea ca scop focalizarea neutra asupra
lucrarilor prezentate prin eliminarea din spatiul acestora
a tot ceea ce ar fi putut interfera cu obiectul expus pentru
a raspunde astfel nevoilor specifice epocii respective. De
atunci si pana acum, societatea si cultura au cunoscut
schimbari importante, dar in esenta, spatialitatea si modul
de expunere in muzeele de arta moderna si contemporana
si galerii a ramas in mare parte acelasi, fara a mai tine cont
de nuantele prezentului.

Lucrarea de fata isi propune sa exploreze modurile prin
care o serie de arhitecti, artisti si curatori s-au detasat
in diferite perioade de viziunea ,cubului alb” si s-au
orientat catre utilizarea arhitecturii ca suport pentru
construirea unui discurs artistic si curatorial coerent,
ce nu se limita doar la caracterul vizual al expozitiei, ci
angajau (toate) simturile vizitatorului intr-o perceptie
senzoriala complexa. Se va face referire la experimentele
spatiale ale lui El Lissitzky, la expozitiile Linei Bo Bardi,
care reinterpreta modurile conventionale de comunicare
si vocabularul arhitectural pentru a crea o experienta
multisenzoriala. Totodata se vor studia expozitii sau galerii
concepute de arhitecti contemporani, precum Alvaro Siza
si Carlos Castanheira, care subliniaza, de asemenea, rolul
arhitecturii si al caracteristicilor ei in ceea ce priveste
construirea unui concept artistic si implicarea privitorului
in receptarea si decodificarea mesajului.

Cuvinte cheie: spatiu expozitional, perceptie spatiald, curatoriat,
cub alb

Introducere

Intr-o lume globalizatd si puternic conectatd, galeria de
arta devine mai mult decat un loc pentru a privi arta;
ea contribuie la peisajul social, cultural si economic al
orasului. Odata cu cresterea turismului si a numarului de
vizitatori, diferitele roluri in societate ale unei galerii de
arta au cunoscut schimbari majore in ultima vreme. Acest

Jr. developed the aesthetic concept of the “white cube”, a
revolutionary method of presentation at that time, which
aimed to focus in a netral manner on the works, erasing
from their space everything that could have interfered with
the object on display, as a response to the specific needs
of that era. Since then, society and culture have undergone
important changes but spatiality and the manner of
display in modern and contemporary art museums and
galleries have remained essentially the same, regardless
of the nuances of present reality.

This paper aims to explore the ways in which a series of
architects, artists and curators detached themselves in
different periods from the vision of the “white cube” and
turned to the use of architecture as a resource for building
a coherent artistic and curatorial discourse, which was
not limited only to the visual nature of the exhibition, but
engaged (all) the visitor's senses in a complex sensory
perception. We will refer to the spatial experiments of
El Lissitzky and to the exhibitions of Lina Bo Bardi, who
reinterpreted conventional modes of communication
and architectural vocabulary to create a multisensory
experience. At the same time, exhibitions or galleries
designed by contemporary architects like Alvaro Siza and
Carlos Castanheira will be studied, as they also emphasize
the role of architecture and its characteristics in terms of
building an artistic concept and of involving the viewer in
receiving and decoding the message.

Keywords: exhibition space, spatial perception, curation, white
cube

Introduction

In a globalized and strongly connected world, the art gallery
is becoming more than a place where to contemplate art;
it is part of the social, cultural and economic landscape of
the city. With the increase in tourism and the number of
visitors, the different roles of an art gallery in society have
lately undergone major changes, which is also an effect
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lucru deriva si din evolutia practicilor artistice, din noi
agende curatoriale, precum si dintr-o diversitate culturala
mai mare a grupurilor de vizitatori. Galeria este in prezent
vazuta ca o extindere a spatiului public si, pe langa nucleul
sau reprezentat de expozitie, ea cuprinde si multe alte
functiuni complementare, capabile sa raspunda unor nevoi
specifice. Intr-un context cultural in permanenta evolutie,
arhitectura galeriilor nu se mai rezuma doar la a furniza un
suport pentru exponate, ci se indreapta catre a crea spatii
cu un caracter arhitectural, care sa completeze in mod
coerent colectiile si sa contribuie la 0 experienta completa
a vizitatorului.

Desi este necesar ca arhitectura interioara a unei galerii
de arta sa aiba o modestie a sa si sa lase ca obiectele
de arta sa aiba cea mai pronuntata prezenta, acest aspect
nu presupune, insa, ca spatiul sa fie lipsit de caracter
arhitectural.

Perceptia este esentiala in cazul contactului cu opera de
arta si ea se realizeaza atat prin cele cinci simturi, cat si
prin modul in care percepem timpul si spatiul. Acestea
influenteaza realitatea operei din punct de vedere fizic,
asadar ele au un impact asupra materialitatii lucrarii,
ce evolueaza in timp si este dependenta de localizarea
ei (Serain, 2018). Aceste evolutii sunt conditionate de
conceptiile despre arta, patrimoniu, conservarea lor in
functie de perioada si amplasare geografica.Pe langa
valorea pe care o atribuim operelor de arta, timpul
si spatiul participa la emotia pe care o simtim in fata
obiectului cultural. Daca timpul este dincolo de capacitatea
noastra de interventie, spatiul este atributul prin esenta
al arhitecturii, iar spatiul galeriilor de arta moderna si
contemporana ca baza a perceptiei reprezinta subiectul
acestui studiu.

De la expozitia de salon la primele galerii
europene

Istoria modalitatilor de expunere a artei este la fel de
variata si de colorata precum operele expuse intr-o
galerie. Primele expozitii de arta erau reprezentate de

of the evolution of artistic practices, of new curatorial
agendas and of the greater cultural diversity of visitor
groups. Today’'s gallery is an extension of public space
and, in addition to its core represented by the exhibition, it
includes many other functions, able to meet specific needs;
in a constantly evolving cultural context, the architecture
of the galleries is no longer limited to providing a frame for
the exhibits but aims towards the creation of spaces with
an architectural character, which complete the collections
and create a complete visitor experience.

Although it is necessary for the interior architecture of an
art gallery to have a certain humbleness and to allow the
objects of art to be highlighted, this does not mean that
the space should be devoid of architectural character.

Perception is essential in the contact with the work of art
and itis achieved both through the five senses and through
the way we perceive time and space. They have a great
influence over the reality of the work from a physical point
of view, so they have an impact on its materiality, which
evolves over time and is dependent on its location (Serain,
2018). These evolutions are conditioned by the conceptions
about art and heritage and their conservation according to
the period and geographical location. Apart from the value
we attribute to works of art, time and space contribute to
the emotion we experience in front of a cultural object.
If time is beyond our interventional capacity, space is
essentially the attribute of architecture, and the space
of modern and contemporary art galleries as the basis of
perception is the subject of this study.

From salon exhibitions to the first modern
galleries

The history of art display methods is as varied and colorful
as the works exhibited in a gallery. The first art exhibitions
were represented by private collections belonging to a

234 Experiment arhitectural: materialitate si perceptie/Experimenting Architecture: Materiality and Perception. Argument 14/2022



colectii private ce apartineau unui numar restrans de
persoane cu statut ridicat sau membrilor familiilor regale.
Tn secolele al XVI-lea si al XVlI-lea se constituie in Europa
asa numitele ,cabinete de curiozitati” (kunstkammer) ce
constau intr-un mod de expunere aglomerat care aducea
laolalta opere de arta, artefacte etnografice sau de istorie
naturala, prezentate intr-o maniera aproape enciclopedica.
Proprietarul unei asemenea colectii crea, prin intermediul
ei, un tip de microcosmos datorita exponatelor sale si
ajungea, Tn acest mod, sa isi afirme controlul asupra unei
mici portiuni de lume (Birkett, 2012). Aranjate simetric,
cabinetele de curiozitati aveau totodata si un caracter
profund decorativ. Efectul final era grandios si captivant din
punct de vedere vizual si avea rolul de a demonstra statutul
social superior al proprietarilor. Avand in vedere raritatea
si costurile foarte ridicate ale exponatelor, colectionarii
puteau fi doar persoane cu o putere financiara ridicata, iar
obiectele detinute le erau accesibile doar proprietarilor lor,
celor din familie si unui cerc restrans de apropiati.

Odata cu secolul al XVllI-lea, colectionarii ce apartineau
aristocratiei au nceput sa isi indrepte atentia de la
curiozitatile perioadei precedente, considerate la acel
moment drept subcultura, la arta. in epoca iluminismului,
aceste obiecte isi pierdeau deja credibilitatea, in contextul
unei societati bazate pe cunostinte stiintifice. Totusi, desi
obiectele se schimbau, modul de expunere a ramas in
mare parte acelasi, predominand o densitate mare de
exponate, amplasate in mod simetric si cu un puternic
caracter decorativ.

In Europa, primele muzee de artd publice au avut la baza
aceste colectii private ale aristocratiei si au fost influentate
de saloanele pariziene. Desfasurate la Palais du Louvre
incepand cu 1725, expozitille sponsorizate de guvern au
inceput sa prezinte cele mai bune lucrari noi realizate de
artistii academiilor franceze. Desi acestea erau plasate de
la tavan si pana la podea, similar cu modul de expunere
din colectiile particulare, salonul oferea totusi o atmosfera
activa, ca de bazar (Carrier, 1987), mai ales pentru ca acum
vizitatori din aproape toate clasele din societatea franceza
aveau acces pentru a privi lucrarile expuse. In 1793 a fost
deschis Muzeul Luvru, dupa ce revolutionarii francezi

small number of high-status people or members of royal
families. In the 16th and 17th centuries, the so-called
“cabinets of curiosities” (kunstkammer) were established
in Europe and they consisted in a crowded display that
brought together works of art, ethnographic or natural
history artefacts, presented in an almost encyclopedic
manner. The owner of such a collection created through
it a type of microcosm thanks to their exhibits and thus
came to assert their control over a small portion of the
world (Birkett, 2012). Arranged symmetrically, the cabinets
of curiosities also had a deeply decorative character. The
final effect was grandiose and visually captivating and
served to demonstrate the superior social status of the
owners. Considering the rarity and very high costs of the
exhibits, collectors could only be people of great financial
power and the objects owned were accessible only to
their owners, family members and a small circle of close
relatives.

Starting with the 18th century, aristocratic collectors began
to turn their attention from the curiosities of the previous
period, now considered a subculture, to art. In the Age
of the Enlightenment, those objects lost their credibility
in the context of a society based on scientific knowledge.
However, although the objects changed, the display
strategy remained mainly the same, with a high density of
exhibits predominating, placed symmetrically and with a
strongly decorative character.

In Europe, the first public art museums were based on these
private collections of the aristocracy and were influenced by
the Parisian salons. Held at the Palais du Louvre since 1725,
government-sponsored exhibitions began to showcase the
best new works by artists from French academies. Although
these were placed from the ceiling to the floor, similar to
the display in private collections, the salon still had a lively,
bazaar-like, atmosphere (Carrier, 1987), especially because
visitors from nearly all classes of French society now had
access to the works on display. The Louvre Museum opened
in 1793, after the French revolutionaries claimed the palace
and the royal collection as belonging to the French people
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au revendicat palatul si colectia regala ca apartinand
poporului francez, iar exponatele au fost organizate atat
cronologic, cat si didactic, in functie de scoala de care
apartineau lucrarile (ltaliana, Flamanda, Franceza etc.),
si urmareau aceeasi dispunere simetrica si decorativa a
vremii.

A doua jumatate a secolului al XIX-lea a adus o schimbare
n ceea ce priveste rolul pe care trebuiau sa il aiba muzeele
si galeriile in societate. n loc ca aceste colectii sa fie
privite ca niste depozite de comori, ele aveau in primul
rand un rol educativ pentru societate. Dupa exemplul
Muzeului Victoria si Albert, muzeele organizate in Statele
Unite ale Americii in aceasta perioada isi propuneau sa
contribuie la ridicarea culturala a publicului american si
declarau ca nu au ca scop crearea de colectii de arta, ci mai
degraba educarea unei natiuni. Din acest motiv, muzeele
americane nu au investit in colectii costisitoare si rare,
ci au ales sa populeze galeriile cu lucrari reprezentative
pentru istoria artei, indiferent daca acestea erau originale
sau reproduceri. Astfel, vizitatorii puteau studia cam in
oricare dintre muzeele Americii reproduceri din gips
ale sculpturilor antice, iar Muzeul de Arta Metropolitan
a dedicat o aripa intreaga expunerii reproducerilor
sculpturilor Greciei Antice, considerandu-se ca galeria
ideala este cea in care ,copiii pot sa se familiarizeze cu
cele mai nobile realizari ale Greciei si Italiei, in care orice
om al muncii poate sa isi petreaca cateva ore de pauza Si
in care mecanicul poate fi inspirat sa produca lucruri atat
functionale, cat si frumoase” (Wallach, 1998, p. 52).

Odata cu trecerea intr-un nou secol, aceasta viziune
s-a schimbat, iar noul presedinte al Muzeului de Arta
Metropolitan a reconsiderat scopul educativ al muzeului,
[-a orientat intr-o directie elitista, bazata pe autenticitate
si valoare si a renuntat la reproduceri. A fost perioada in
care fundamentul expozitiei consta in caracterul frumusetii
transcendentale, ce oferea prestigiu muzeului. Aceasta
noua directie a condus si la modificarea modalitatilor
de expunere a lucrarilor, astfel ca s-a renuntat la salile
aglomerate cu opere de arta, care devenisera descurajante
pentru vizitatorul obisnuit ce, dupa un scurt efort initial,
se resemna sa parcurga toata expozitia doar aruncand o

and the exhibits were organized both chronologically and
didactically, according to the school to which the works
belonged (ltalian, Flemish, French etc.), following the same
symmetrical and decorative layout of the age.

The second half of the 19th century brought a change in
the role that museums and galleries were to play in society.
Instead of these collections being regarded as treasure
troves, they had the primary role of educating society.
Following the example of the Victoria and Albert Museum,
many museums set up in the United States during this
period aimed to contribute to the cultural advancement
of the American public and stated that they did not
intend to create art collections but rather to educate a
nation. Therefore, American museums did not invest in
expensive and rare collections but chose to fill galleries
with representative works of art history, whether they
were originals or reproductions. Thus, visitors could study
plaster reproductions of ancient sculptures in almost any
of America’s museums and the Metropolitan Museum of
Art dedicated an entire wing to exhibiting reproductions
of ancient Greek sculptures, the noblest achievements of
Greece and ltaly, in which “any laborer can spend a few
hours off, and in which the mechanic can be inspired to
produce both functional and beautiful things” (Wallach,
1998, p. 52).

But with the turn of the century, this vision changed, and the
new president of the Metropolitan Museum of Art altered
the museum’s educational purpose and oriented it in an
elitist direction, based on authenticity and value, giving
up reproductions and placing focus on the character of
transcendental beauty, which gave prestige to the museum.
This new direction also led to a change in the way the
works were exhibited, so that the crowded halls with works
of art were abandoned because they were discouraging for
the average visitor, who after a short initial effort resigned
themselves to going through the whole exhibition by taking
only a brief look at each work. Instead, the rooms were
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privire fiecarei lucrari. In locul acestora s-au amenajat sali
in care numarul lucrarilor a fost semnificativ redus, in care
se punea accent pe cele mai valoroase opere, amplasate
la nivelul ochiului, in Tncaperi bine iluminate si neutre,
pentru ca vizitatorii sa nu faca un efort pentru a viziona
exponatele.

Pe de alta parte, in Europa incepeau sa se contureze
principiile Miscarii Moderne, iar Scoala de la Bauhaus a
avut un rol revolutionarin ceea ce priveste arta, arhitectura
si designul, ce se baza pe o filosofie proprie, aplicata de
la conformarea spatiilor proiectate de arhitecti si pana la
compozitia si culorile alese de artistii plastici. Desi aceasta
a functionat mai mult ca un fenomen social decdt ca o
directie estetica si formala, totusi ea a influentat mult
felul Tn care s-a dezvoltat ulterior lumea artelor. in prima
jumatate a secolului al XX-lea se considera ca spatiile
galeriilor ar trebui sa fie aerisite, luminoase, sa ofere
posibilitatea miscarii libere si distantarii vizitatorului de
propriile ganduri si preocupari. Pentru aceasta, camera
devenea aproape complet goala, eliberata de mobilier,
draperii si decoratiuni inutile. Totul se rezuma la un spatiu
acoperit de o vopsea alba, purificatoare, ce pastra doar
obiectele absolut necesare, se diminua in acelasi timp
granita transanta intre interior si exterior.

Miscarea Bauhaus a propus, de asemenea, aducerea
laolalta a artistilor din sfere diferite, Walter Gropius militand
pentru reunirea tuturor artelor si crearea unei viziuni
comune: [o] singura unitate care intr-o buna zi se va ridica
din mainile a milioane de lucratori ca un simbol al unei
noi credinte” (Gropius apud Klonk, 2009, p. 108). Chiar daca
afirmatia pare indrazneata, totusi reprezentantii acestei
miscari au reusit sa aiba un rol determinant in modul n
care arta incepea sa fie inteleasa si prezentata. Faptul ca
arhitectura, prin spatiile generate, a primit o importanta
egala cu continutul ei reprezinta un principiu esential, care
a determinat o schimbare de viziune, adaptata la noile
realitati ale societatii, punand bazele discursului curatorial
ce s-a conturat in perioadele urmatoare.

rearranged with a significantly reduced number of works,
with an emphasis on the most valuable ones, placed at eye
level, in well-lit and neutral spaces, so that visitors did not
make an effort to view the exhibits.

Meanwhile, the principles of the Modern Movement were
beginning to take shape in Europe, and the Bauhaus
School had a revolutionary role to play in art, architecture
and design, based on its own philosophy, which would be
applied from the spaces shaped by the architects up to the
composition and colors chosen by the artists. Although the
Bauhaus vision functioned more as a social phenomenon
than as an aesthetic and formal direction, it still influenced
the development of the art world. In the first half of the
20th century, it was considered that gallery spaces should
be airy, bright, and offer the possibility of free movement
and of the visitors’ distancing from their own thoughts
and concerns. To achieve this, the rooms became almost
completely empty, free of unnecessary furniture, curtains
and decorations, all reduced to a space covered by white,
purifying paint, which kept only the absolutely necessary
objects while diminishing the sharp border between the
interior and the exterior.

The Bauhaus movement also proposed bringing together
artists from different domains; Walter Gropius supported
the reunification of all the arts and the creation of a
common vision: “a single unity that will one day rise
from the hands of millions of workers as a symbol of a
new faith”(Gropius, apud. Klonk, 2009, p. 108). Even if the
statement seems very bold, the representatives of this
movement still managed to play a decisive role in the way
in which art began to be understood and presented. The
fact that architecture, through the spaces it generated,
received an equal importance with its content, was an
essential point of view, which determined a change of
vision, adapted to the new social realities and laying the
foundations of the curatorial discourse that emerged in
the following periods.

Experiment arhitectural: materialitate si perceptie/Experimenting Architecture: Materiality and Perception. Argument 14/2022 237



Aparitia si limitarile ,,cubului alb”

Tnceputul secolului al XX-lea a adus, pe ldnga o serie de noi
curente si miscari artistice, si o abordare diferita in ceea
ce priveste modul in care erau organizate si percepute
galeriile si muzeele. Din acest punct de vedere, unul dintre
cele mai proeminente aspecte consta in conceptul de ,cub
alb”, care s-a bazat pe o serie de ideologii si influente,
propus pentru prima data de Alfred J. Barr Jr, directorul
MoMa din perioada 1929-43 (Myzelev, 2017). Tn 1936, Barr
a inaugurat expozitia care urma sa ii defineasca stilul,
puternic influentat de contactul sau anterior cu scoala de
la Bauhaus, si da nastere directiei estetice ce a primit de
atunci denumirea de ,cub alb”. Expozitia ,Cubismul si arta
abstracta” a cuprins alegeri stilistice relativ noi in spatiul
galeriei care au ajuns sa caracterizeze aceasta estetica.
Peretii si tavanele erau albe, iar finisajul pardoselii era
redus la minimum; mobilierul si decoratiunile au fost
indepartate, lasand doar cateva locuri pentru vizitatori. Din
punct de vedere al continutului, expozitia ce se dezvolta
pe patru niveluri a fost amenajata intr-o metoda stiintifica
in abordarea sa, corespunzand unui tip de ,formalism
sau estetism” (Birkett, 2012, p. 26). Barr alegea sa limiteze
foarte mult contextul lucrarilor si se rezuma la a oferi doar
o cronologie de baza a acestora, in incercarea de a inlatura
orice preconceptie a vizitatorului legata de arta. Acest lucru
este evident prin metodele de expunere alese, printre
care afisarea scaunului Wassily al lui Marcel Breuer sau a
Scaunului Rosu si Albastru al lui Gerrit Rietveld, amplasate
suspendat pe perete, nu in mod firesc pe podea, fapt ce
oferea astfel posibilitatea ca ele sa fie percepute diferit,
extrase din contextul lor obisnuit.

Contributia lui Barr in ceea ce priveste lumea muzeelor
si a expunerii artei a fost una substantiala, pentru ca
el a construit un precedent pentru cam tot ceea ce a
urmat in deceniile ulterioare. Majoritatea expozitiilor
din perioada urmatoare au preluat sau s-au raportat la
estetica promovata de el si la decizia de minimizare a
interpretarii, desprinderea de context si eliberarea artei
de idei preconcepute. Tocmai aceste directii esentiale
in estetica lui Barr au determinat criticile specialistilor,
initiate de Meyer Schapiro, care contesta detasarea artei de

The birth and the limitations of the “white
cube”

The beginning of the 20th century brings a number of
new currents and artistic movements and also a different
approach to how galleries and museums are organized
and perceived. From this point of view, certainly the most
prominent is the “white cube”, which was based on a series
of ideologies and influences, and which was first proposed
by Alfred J. Barr Jr, director of MoMa from 1929 to 1943
(Myzelev, 2017). In 1936, Barr inaugurated the exhibition
that would define this style, strongly influenced by his
previous contact with the Bauhaus School, and initiated
the aesthetic direction that has since been called the
“white cube”. The exhibition “Cubism and Abstract Art”
included relatively new stylistic choices in the gallery
space, which came to characterize the new aesthetic.
The walls and the ceilings were white and the floor finish
was kept to a minimum; furniture and decorations were
removed, leaving only a few sitting places for visitors. In
terms of content, the four-level exhibition was arranged on
a scientific method, corresponding to a type of “formalism
or aestheticism” (Birkett, 2012, p.26). Barr chose to greatly
limit the context of the works by providing only a basic
chronology of them, in an attempt to remove any visitor
preconceptions in relation to art. This can be seen in the
methods of display chosen, including the presentation of
Marcel Breuer's Wassily chair or of Gerrit Rietveld’s Red and
Blue Chair, which were suspended from the wall instead of
being placed on the floor as normal, thus giving visitors a
chance to perceive them differently, extracted from their
usual context.

Barr's contribution to the world of museums and art
display is substantial, as he set a precedent for almost
everything that followed over the next decades, when most
exhibitions related to the aesthetics he promoted and to
the decision of minimizing interpretation, of detachment
from the context and of freeing art from preconceived
ideas. These essential features of Barr's aesthetics have
led to scholarly critique, initiated by Meyer Schapiro, who
argued against the detachment of art from its social and
historical circumstances, considering that “pure art” does
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imprejurarile ei sociale si istorice, considerand ca nu exista
,artd purd”, pentru ca ,arta isi extrage forma din experienta
si preocupari non estetice [...] nimeni nu ar putea intelege
cu adevarat istoria artei fara a avea o baza de cunoastere”
(Schapiro, 1978, p. 196). Totodata, inca din anii 1930, criticul
Henry McBride observa ca expozitii precum ,Cubism si Arta
Abstracta” se adresau doar celor care aveau deja o baza
solida de cunoastere si ca acestea nu puteau fi intelese
de publicul larg avand la dispozitie doar o serie de date
statistice. McBride considera ca Tn acest fel vizitatorii erau
descurajati inca de cand treceau pragul expozitiei si ca, in
locul datelor sumare puse la dispozitie, ar fi fost necesar sa
existe o introducere graduala a subiectelor artei abstracte
si vizitatorii sa fie condusi de la un concept la altul, pentru
a putea patrunde n lumea acestui curent artistic si pentru
a le fi trezi interesul (McBride, 1997).

Natura elitista a cubului alb porneste chiar de la modul de
expunere; lucrarile sunt in acest caz amplasate izolat, cu
spatii mari intre ele, si ,plutesc” intr-o mare de alb, parca
scoase in afara timpului si a spatiului, avand deasupra lor
o lumina directionata. In cartea sa, Inside the White Cube,
artistul si criticul de arta Peter O'Doherty descrie spatiul
galeriei de acest tip ca fiind ,construit dupa reguli la fel
de riguroase precum acelea dupa care se cladea o biserica
medievald” (O'Doherty, 1976, p. 15). Principiul de baza din
spatele acestor reguli enuntat in aceeasi lucrare este acela
ca ,lumea dinafara nu trebuie sa patrunda la interior, asa
ca de cele mai multe ori ferestrele sunt sigilate. Peretii sunt
vopsiti in alb. Tavanul devine sursa de lumina” (O'Doherty,
1976, p. 15). Scopul unui astfel de cadru este similar
cu cel al cladirilor religioase — operele de arta, la fel ca
reprezentarile religioase, trebuie sa fie prezentate ca fiind
neatinse de timp si de vicisitudinile lui. Aceasta intentie
de a prezenta arta in afara timpului sau dincolo de timp
implica si sugestia ca lucrarea apartine posteritatii, asadar
reprezinta o buna investitie.

Peretii albi, liberi, fac ca lucrarile sa para atemporale, ca
si cand ar fi niste obiecte sacre intr-un templu (Birkett,
2012). Tn acest mod operele de arta se detaseaza de lumea
de zi cu zi, dar totodata ridica o bariera in fata publicului,
par intangibile, impenetrabile si adeseori neinteligibile.
O’'Doherty (1976) subliniaza modul prin care galeria T

not exist because “art derives its form from experience and
non-aesthetic concerns [...] no one could truly understand
the history of art without having a basic knowledge”
(Schapiro, 1978 p196). At the same time, already in the
1930s, the critic Henry McBride observed that exhibitions
such as “Cubism and Abstract Art” were addressed to those
who already had a solid background and that they could
not be understood by the general public using only a series
of statistical data. McBride believed that visitors were thus
discouraged from the very beginning and that, instead of
the summary data provided, it would have been necessary
to gradually introduce abstract art subjects and to move
visitors from one concept to another in order to allow them
to enter the world of this artistic movement and to arouse
their interest (McBride, 1997).

The elitist nature of the white cube starts with the mode of
display, with the works being placed in isolation, with large
spaces between them, “floating” in a sea of white, as if they
were taken out of time and space, with a directed light
above them. In his book, Inside the White Cube, artist and
art critic Peter O'Doherty describes contemporary gallery
space as “built according to rules as rigorous as those
of a medieval church” (O'Doherty, 1976, p. 15). The basic
principle behind these rules is that “the outside world
must not get inside, so most of the time the windows are
sealed. The walls are painted white. The ceiling becomes
the source of light” (O’Doherty, 1976, p. 15). The purpose of
such a framework is similar to that of religious buildings
- works of art as well as religious representations must
be presented as untouched by time and its vicissitudes.
This intention to present art beyond time also implies
that the work belongs to posterity, which makes it a good
investment.

The white, free walls make the works seem timeless, as
if they were sacred objects in a temple (Birkett, 2012, p.
36). In this way, the paintings detach themselves from the
everyday world, but at the same time they raise a barrier
in front of the public, seeming intangible, impenetrable
and often unintelligible. O’Doherty (1976) points out
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intimideaza pe oameni, mai ales pe cei neinitiati, carora
li se prezinta un spatiu pretios si pretentios, care contine
cateva ,bijuterii” rare, un spatiu menit cumva sa sustina
valorile si prejudecatile claselor superioare, construind un
anumit tip de snobism intelectual. Asadar, galeria de arta
nu pare sa fie pentru oricine, nu este un loc confortabil,
ci dimpotriva, multi dintre vizitatori pot experimenta un
sentiment de impostura, patrunzand intr-un spatiu care
impune un comportament rigid, atent masurat si deferent,
flecare reactie sau gest fiind retinut si controlat.

Chiar daca a trecut aproape un secol de la nasterea
cubului alb, totusi acesta inca defineste spatiul galeriei
contemporane. El este venerat pentru flexibilitatea si
neutralitatea sa intrucat concentreaza privirea vizitatorului
asupra capodoperelor individuale Tn timp ce obiectiveaza
orice caracteristica ce poate interfera cu o astfel de
experienta estetica. Cu toate acestea, o astfel de abordare
presupusa neutra nu este mai putin partinitoare decat
conceptele anterioare de afisare. Ea isi are originea in
mediul social si artistic specific sfarsitului de secol XIX
si inceput de secol XX si a adus cu sine conotatii ale
transcendentei estetice siale puterii vremii, avand ca centru
de interes elitele culturale si politice ale perioadei. Totusi,
de-a lungul timpului au existat numeroase experimente
care au propus abordari diferite si care au ramas ca
referinte in istoria artei si arhitecturii pentru modul in care
construiesc un concept artistic multisenzorial, ce Tl implica
pe vizitator si elimina barierele intre acesta si exponate.
Ei ofera o viziune diferita in ceea ce priveste contactul cu
arta, iar in cele ce urmeaza vor fi prezentate cateva dintre
cele mai elocvente astfel de studii de caz, pozitionate in
perioade distincte de timp, incepand cu prima jumatate a
secolului al XX-lea.

Laboratoarele lui Lissitzky (anii 1920)

Tn acelasi mod in care Lissitzky, arhitectul si artistul
avangardist, a pus la indoiala directia artei conventionale
in epoca sa, el a propus si un alt mod de expunere a artei.
Tn lucrarile sale, el a cautat sa reprezinte spatiul dinamic si

the intimidating nature of the gallery, especially for the
uninitiated audience, who are presented with a precious
and pretentious space that contains some rare “jewels”, a
space meant to sustain the values and prejudices of the
upper classes, building a type of intellectual snobbery.
Therefore, the art gallery does not seem to be for everyone;
it is not a comfortable place, but on the contrary, many
visitors can experience a feeling of imposture on entering
a space that requires a rigid, carefully measured and
deferential behavior, every reaction or gesture being
restrained and controlled.

Even though almost a century has passed since the
birth of the white cube, it still defines the space of the
contemporary gallery. It is revered for its flexibility and
neutrality as it focuses the visitor's gaze on individual
masterpieces while objectifying any feature that may
interfere with such an aesthetic experience. However, such
a supposedly neutral approach is no less biased than
previous display concepts. It has its origin in the social and
artistic environment specific to the late 19th and early 20th
century and has brought with it connotations of aesthetic
transcendence and of the power of that time, having as its
center of interest the cultural and political elites of that
period. However, over time there have been numerous
experiments that proposed different approaches and
that have remained as reference points in the history of
art and architecture for the way they build a multisensory
artistic concept which involves the visitor and eliminates
the barriers between them and the exhibits. They offer a
different vision regarding the contact with art, and in the
following pages, some of the most eloquent such case
studies from distinct time periods, starting with the first
half of the 20th century, will be presented.

Lissitzky's laboratories (1920s)

In the same way that Lissitzky, the avant-garde architect
and artist, questioned the direction of the conventional
art of his day, he also proposed another way of exhibiting
art. In his work, he sought to represent dynamic space
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sa stimuleze implicarea activa a privitorului. n acelasi timp
el considera ca si spatiul de expunere al acestor lucrari ar
trebui sa aiba aceleasi calitati, iar modurile conventionale
de expunere ce urmau principiile expunerii de salon nu erau
capabile sa ofere ceea ce el isi propunea. Neconcordanta
dintre aspiratia catre dinamism din operele Avangardei si
felul in care acestea erau prezentate publicului [-au facut
pe El Lissitzky sa caute noi modalitati de a transmite ideile
artei moderne.

Camerele demonstrative ale lui Lissitzky vor fi utilizate
ca studii de caz pentru identificarea unui inventar de
tehnici si materiale folosite pentru construirea a ceea ce
a fost considerat primul mediu artistic relational (Koro,
2014). Laboratoarele lui EL Lissitzky pot fi descrise ca niste
experimente cu materialitatea - niste piese de teatru cu
structuri rationale si perceptii ce tin de irational, care
evoca un spatiu fluid ce este pus in miscare de privitor
(Loschke, 2012). Unul dintre aceste experimente, ,Cabinetul
Abstractiei” (Kabinett der Abstrakten) a fost comisionat n
1927 pentru Muzeul Provinciei Hanovra si consta intr-un
pavilion de aproximativ 20m? construit in interiorul galeriei,
fiind un spatiu modular configurat pentru a gazdui lucrari
ale artistilor constructivisti si abstractionisti, precum Piet
Mondrian, Laszlo Moholy-Nagy si Pablo Picasso, precum
si lucrari ale lui Mies van der Rohe si insusi El Lissitzky.
Cabinetul, ca lucrare de arta in sine, nu este doar cadrul
pentru operele expuse, ci el ofera vizitatorului conditii de
vizualizare in permanenta schimbare, prin proprietatile
reflectorizante ale unora dintre materialele sale, precum si
prin modul in care culorile sunt plasate pe zonele din jurul
picturilor (Fabrizi, 2015). Peretii sunt acoperiti cu dungi
verticale din otel vopsit Tn gri pe partea din fata, alb pe
marginea stanga si negru pe partea dreaptd, astfel incat,
urmand pozitia privitorului, acestia sa apara albi, gri sau
negri (Fig. 1). Pentru a implica si mai mult observatorul in
timpul vizitei sale in cabinet, El Lissitzky a integrat pereti
despartitori mobili si cutii de sticla rotative, care ar putea
fi deplasate continuu pentru a crea o noua combinatie
spatiala n interiorul structurii. Tn acest mod, alegerea
materialelor, texturilor si a culorilor diferite, precum
si pozitionarea lor controlata in relatie cu exponatele,
contribuie la moduri de perceptie diferite in timpul
parcurgerii expozitiei.

and to stimulate the active involvement of the viewer; at
the same time, he believed that the exhibition space of
these works should have the same qualities and that the
conventional display options that followed the principles
of salon exhibitions were not able to offer what he wanted.
The inconsistency between the aspiration for dynamism
in avant-garde works and the way they were presented to
the public led Lissitzky to look for new ways to convey the
ideas of modern art.

Lissitzky’'s demonstration rooms will be used as case studies
to identify an inventory of techniques and materials used
to build what was considered the first relational artistic
environment (Koro, 2014). Lissitzky's laboratories can be
described as experiments with materiality - as theatre
plays with rational structures and perceptions related to
theirrational, which evoke a fluid space that is set in motion
by the viewer (Loschke, 2012). One of these experiments,
“The Abstract Cabinet” (Kabinett der Abstrakten), was
commissioned in 1927 for the Hanover Provincial Museum
and consists of a pavilion of about 20 m? built inside the
gallery. This was a a modular space configured to house
works by constructivist and abstractionist artists such as
Piet Mondrian, Laszlo Moholy-Nagy and Pablo Picasso,
as well as works by Mies van der Rohe and El Lissitzky
himself. The cabinet, which is a work of art in itself, is not
only the setting for the exhibited works but also offers
the visitor conditions of visualization in constant change,
through the reflective properties of some of its materials
as well as through the way the colors are placed on the
surfaces around the paintings (Fabrizi, 2015). The walls
are covered with vertical stripes of gray-painted steel on
the front, white on the left edge and black on the right
one, so that, following the viewer's position, the walls
appear white, gray or black (Fig. 1). In order to involve the
observer even more during their visit to the cabinet, El
Lissitzky integrated movable partitions and rotating glass
boxes, which could be continuously moved to create a new
spatial combination inside the structure. In this way, the
choice of different materials, textures and colors, as well
as their controlled positioning in relation to the exhibits,
contribute to different types of perception while visiting
the exhibition.
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Tn cadrul expozitiei, spatiul se bazeaza in mod esential pe
materialitate si produce o serie de efecte (incompatibile la
acea vreme) de natura tactila si vizuald, care se dezvaluie
pe masura ce vizitatorul parcurge spatiul. Utilizarea
culorilor din paletarul comercial disponibile pentru
elemente metalice compozite, suprafete din sticla opaca si
lumina artificiala subliniaza o filosofie curatoriala bazata
pe posibilitati tehnologice, care atrage atentia asupra
alienarii individului intr-o lume Tn continua modernizare
si tehnologizare si deschide noi orizonturi catre viitor.
In camerele sale de demonstratie, Lissitzky foloseste
materiale arhitecturale pentru a construi noi relatii intre
arta, institutie si audienta, si isi propune sa mearga dincolo
de spatiul galeriei in sine.

Lina Bo Bardi (anii 1950-1960)

LinaBo Bardi considera ca expozitiile trebuie traite si simtite
de toti oamenii si una dintre caracteristicile esentiale ale
perspectivei ei curatoriale a fost modul in care a reusit sa
exprime atat cultura erudita, cat si pe cea populara, lucrand
de fapt cu ambele ipostaze ale acesteia, ca un intreg
(Coutinho si Tostdes, 2020). Pentru ea, patrimoniul artistic,
etnografic sau industrial aveau valoare egala si a reusit sa
dilueze limitele dintre arta si arhitectura prin popularea
unor cladiri vechi cu exponate din cele mai variate
categorii, de la artefacte antice la creatii contemporane,
ramasite arheologice, produse industriale si obiecte

Fig. 1. Imagine interioard din expozitia ,Cabinetul Abstractiei” conceputa de El
Lissitzky, 1927./ Interior image from the exhibition “The Abstract Cabinet” designed
by El Lissitzky, 1927

Sursa/ Source: https://socks-studio.com

In the exhibition, the space is essentially based on
materiality and produces a series of effects (apparently
incompatible at the time) of a tactile and visual nature,
which are revealed as the visitor walks through the space.
The use of commercial palette colors for composite
metal elements, opaque glass surfaces and artificial light
emphasizes a curatorial philosophy based on technological
possibilities, which draws attention to the alienation of
the individual in a world of constant modernization and
technologization and opens new horizons for the future.
In his demonstration rooms, Lissitzky uses architectural
materials to build new relationships between art,
institution and audience, aiming to go beyond the space
of the gallery itself.

Lina Bo Bardi (1950-1960)

Lina Bo Bardi believes that exhibitions must be lived and
felt by all people and one of the essential characteristics
of her curatorial perspective was the way she managed to
express both erudite and popular culture, working with
both facets as a whole (Coutinho & Tostoes, 2020). For her,
the artistic, ethnographic or industrial heritage has equal
value and she manages to blur the boundaries between art
and architecture by populating old buildings with exhibits
from the most varied categories, from ancient artefacts to
contemporary creations, archaeological remains, industrial
products and handicrafts. In terms of spatial organization,
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mestesugaresti. In termeni de organizare spatiala, Bo Bardi
a ales in general spatii deschise, libere, explorand notiuni
precum transparenta, flexibilitatea si unghiuri de privire
multiple pentru a contura o intentie estetica complexa.

Lina Bo Bardi si-a asumat rolul de arhitect si de curator,
in acelasi timp, prin utilizarea limbajului specific al unei
expozitii; a reinterpretat modurile conventionale de
comunicare si vocabularul arhitectural, explorand lumina
naturala si artificiala, diferite materiale si texturi, organizari
spatiale, suprafete si geometrii in moduri inovatoare.
Expozitia devine astfel in intregul ei o opera de arta, prin
depasirea dihotomiei continut/recipient, generand o
participare autoreflexiva a vizitatorului. Se creeaza astfel
un peisaj care stimuleaza curiozitatea printr-o lunga serie
de informatii organizate intr-un mod multisenzorial ce
permite fiecarui vizitator sa descopere asocieri intre el si
propria experienta.

Lina Bo Bardi a primit recunoasterea internationala din
punct de vedere arhitectural si muzeografic in 1968/1969,
odata cu deschiderea noului Muzeu de Arta din Sao Paulo
(MASP) si cu realizarea instalatiei ,Pinacoteca” in cadrul
careia ea a construit o strategie de expunere indelung
studiata. Pentru aceasta expozitie, Bardi a folosit metode
tehnice noi pentru a rafina ,sevaletul de cristal” cum il
numea ea (Coutinho si Tostdes, 2020), pentru amplasarea
individuala a tablourilor ce par ca plutesc prinse intr-o
masa transparenta din sticla deasupra unei baze masive
din beton, fara nicio sustinere intermediara (Fig. 2).

Fig. 2. Imagine din expozitia ,Pinacoteca”, Muzeul de Arta din Sao Paulo, 1969./
mage from the exhibition “Pinacoteca”, Sao Paulo Art Museum, 1969.

Sursa/ Source: https:/www.archdaily.com.br/br/778296/masp-traz-de-volta-os-
cavaletes-de-vidro-de-lina-bo bardi/56618f19e58ece70b60004a0-masp-traz-de-
volta-os-cavaletes-de-vidro-de-lina-bo-bardi-imagem/

Bo Bardi generally chooses open, free spaces, exploring
notions such as transparency, flexibility, and multiple
viewing angles in order to outline a complex aesthetic
intent.

Lina Bo Bardi has assumed the roles of architect and
curator at the same time by using the specific language
of an exhibition and she has reinterpreted conventional
methods of communication and architectural vocabulary,
exploring natural and artificial light, different materials and
textures, spatial organizations, surfaces and geometries in
innovative ways. Thus, the exhibition as a whole becomes a
work of art by overcoming the content/container dichotomy
and generating the visitor's self-reflective participation. It
creates a landscape that stimulates curiosity through a
long series of information sets organized in a multisensory
way that allows each visitor to discover associations
between it and their own experience.

Lina Bo Bardi received international recognition from an
architectural and museographic point of view in 1968/1969,
with the opening of the new Museum of Art in Sao Paulo
(MASP) and the creation of the “Pinacoteca” installation in
which she built a long-studied exhibition strategy . For this
exhibition, Bardi used new technical methods to refine the
“crystal easel” as she called it (Coutinho and Tostoes, 2020)
for the individual placement of the paintings, which seem
to float while being trapped in a transparent glass table
above a massive concrete base, without any intermediate
support (Fig. 2).

Experiment arhitectural: materialitate si perceptie/Experimenting Architecture: Materiality and Perception. Argument 14/2022 243



Aceasta experienta spatiala ofera fiecarui vizitator o dubla
senzatie de imponderabilitate - structura arhitecturala in
cadrul orasului si opera de arta in cadrul spatiului. Prin
gestul radical de a detasa exponatele de pozitionarea lor
conventionala si de a oferi publicului si spatele panzelor
prin expunerea pe sevalet, Bo Bardi a disociat actul de a
privi de cel de a citi, a descifra opera de arta, oferind n
acest mod posibilitatea de contemplare a fiecarei lucrari.

Alvaro Siza si Carlos Castanheira (2019)

Proiectul rezultat din colaborarea arhitectilor portughezi
Alvaro Siza si Carlos Castanheira, Pavilionul de arta Saya
Park, este o galerie de arta contemporana in Changpyeong-
Ri, Coreea de Sud. Designul brutalist face referire la un
proiect anterior, dar nerealizat, propus de cei doi Tn 1992.
Aceasta cladire, conceputa cu ocazia desemnarii Madridului
Capitala Europeana a Culturii, trebuia sa gazduiasca opere
de arta realizate de artistul Pablo Picasso. Proiectul original
a fost foarte apreciat de client, in persoana directorului de
arta al parcului de arta sud-coreean, astfel ca le-a cerut
arhitectilor sa proiecteze ceva similar.

Acest proiect este puternic legat de amplasament,
de materialitatea acestuia si reprezinta baza pentru
recuperarea identitatii si a specificului local. Spatiile
arhitecturale universale de acest tip rezulta din localizarea
lor; ele sunt de fapt noi locuri capabile sa ofere publicului
conditiile pentru a descoperi ,un loc nou”, care reflecta
viata si gandurile in contemporaneitate (Jung si Park, 2021).
Locul este inteles ca ,fondul material si amplasamentul
specific in care oamenii construiesc relatii sociale si fata
de care au atasament subiectiv si emotional” (Heidegger
apud Jung si Park, 2021, p. 12). Cu alte cuvinte, locul este un
mod in care oamenii exista in relatie cu lumea si se refera
la Tnsasi existenta lor.

Cei doi arhitecti folosesc betonul aparent pentru a crea
un contrast cu Imprejurimile verzi, in timp ce volumetria
alungita si serpuitoare aflata in contact strans cu solul il
fac sa se integreze firesc in peisaj (Fig. 3). Textura cofrajului
din lemn este imprimata pe beton, intr-un alt gest care
leaga materialul artificial de cadrul sau natural ce permite

This spatial experience offers every visitor a double
sensation of weightlessness - the architectural structure
within the city and the artwork within the space. Through
the radical gesture of detaching the exhibits from their
conventional positioning and offering the public the back
of the canvases by exhibiting them on the easel, Bardi
dissociates the act of looking from that of reading, of
deciphering the work of art, thus offering the possibility of
contemplating each work.

Alvaro Siza and Carlos Castanheira (2019)

The project resulting from the collaboration of Portuguese
architects Alvaro Siza and Carlos Castanheira, Saya Park
Art Pavilion, is a contemporary art gallery in Changpyeong-
Ri, South Korea. The brutalist design refers to an earlier,
unrealized, project proposed by the two in 1992. This
building, conceived on the occasion of Madrid's being
designated European Capital of Culture, was supposed to
house works of art by Pablo Picasso. The original design
was highly appreciated by the client, in the person of the
art director of the South Korean art park, so he asked the
architects to design something similar.

This project is strongly related to the location, to its
materiality, and it represents the basis for the recovery of
local identity and specificity. Universal architectural spaces
of this type result from their location: they are in fact
new places capable of offering the public the conditions
to discover “a new place”, which reflects contemporary
life and thoughts (Jung & Park, 2021). Place is understood
as “the material background and the specific location in
which people build social relations and to which they have
subjective and emotional attachment” (Heidegger apud.
Jung & Park, 2021, p. 12). In other words, place is a way in
which people exist in relation to the world and it relates to
their very existence.

The two architects used exposed concrete to create a
contrast with the green surroundings while the elongated
and winding volume in close contact with the ground made
the building integrate naturally into the landscape (Fig.
3). The texture of the wooden formwork is imprinted on
the concrete, which is another gesture that connects the
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totodata cladirii sa imbatraneasca intr-un mod armonios
deoarece, odata cu expunerea la conditiille de mediu,
betonul Tsi va schimba subtil culoarea.

Pavilionul consta in doua volume care se intalnesc intr-un
punct si formeaza un spatiu comun. O alee cu pereti inalti
din beton conduce vizitatorii la intrare, de unde un coridor
leaga cele doud galerii intr-o curte adapostita. In timp ce
volumul dreptunghiular mai mare, alungit, contine spatiul
expozitional principal, structura curbata gazduieste zone
secundare de galerie.

Similar cu exteriorul, interiorul are pereti inalti din beton
si 0 spatialitate sculpturala. Deschiderile pozitionate cu
precizie incadreaza in mod controlat privelistile, in timp ce
luminatoarele creeaza un joc intre lumini si umbre pe tot
parcursul zilei. Pavilionul prezinta sculpturi permanente
Alvaro Siza care exploreaza teme legate de viatd si moarte,
care Tn acest spatiu devin si mai expresive. Vizitatorii
patrund in Pavilionul de Arta ca si cum ar intra intr-o
sculptura care i absoarbe si le permite sa simta spatiul,
lumina, umbra, timpul si, de asemenea, ceea ce apartine
spatiului si lumii din interior si ceea ce este dincolo de
aceasta. Ajunsi la sfarsitul traseului, volumele ofera o
vedere exterioara ce se pierde catre infinit.

Concluzii

Estetica cubului alb a influentat si a patruns in galeria si
practica expozitionaladinintreagalumeinca delaconceptia

artificial material to its natural frame and at the same time
allows the building to age gracefully. Over time and with
exposure to environmental conditions, the concrete will
subtly change its color.

Fig. 3. Imagine de ansamblu a Pavilionului de arta Saya Park, Coreea de Sud,
2019./ Overview of Saya Park Art Pavilion, South Korea, 2019

Sursa/ Source: https:/ /www.gessato.com/saya-park-art-pavilion/

The pavilion is created by two volumes that meet in one
point and form a common space. An alley with high
concrete walls leads visitors to the entrance, from where
a connecting corridor connects the two galleries in a
sheltered courtyard. While the larger, elongated rectangular
volume contains the main exhibition space, the curved
structure houses secondary gallery areas.

Similar to the exterior, the interior has high concrete walls
and a sculptural space. Precisely positioned openings
frame the views in a controlled way while the skylights
create a dialogue between light and shadow throughout
the day. The pavilion features permanent sculptures by
Alvaro Siza that explore themes related to life and death,
which in this space become even more expressive. Visitors
enter the Art Pavilion as if entering a sculpture that absorbs
them and allows them to feel space, light, shadow, time,
and also what belongs to the interior space and world and
what lies beyond it. At the end of the route, the volumes
offer an exterior view that is lost to infinity.

Conclusions

The aesthetics of the white cube have influenced and
penetrated gallery and exhibition practices around the
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sa ideologica din New York-ul anilor 1930. Conventiile sale
consacrate de afisare au fost rezultatul unei combinatii de
factori care se bazeaza pe politica europeana si miscarile
de design care au contribuit la un stil si un etos denumite
de teoreticianul principal al cubului alb, Brian O’'Doherty,
drept ,0 camera unica a esteticii” (1976, pl14). Totusi, la
aproape un secol de la aparitia acestei estetici, majoritatea
galeriilor de arta Tnca se raporteaza la principiile cubului
alb, chiar daca contextul actual este cu mult diferit.
Practica curatoriala dispune in prezent de noi posibilitati si
tehnologii. Pe langa noile directii artistice si expozitionale,
transformarea digitala permite conservarea mult mai
eficienta si un studiu aprofundat asupra operelor de arta,
in timp ce muzeele virtuale si expozitiile sunt capabile sa
disemineze imaginile la nivel global, democratizand arta.
Insa toate acestea atrag dupa sine deconectarea de la
mediul fizic Tnconjurator si dematerializarea experientei
artistice. Se poate ajunge astfel la un anumit fel de
,desensibilizare a omului”, ce reduce importanta vitala
a artelor pentru dezvoltarea generald a omenirii. n
consecinta, este esential sa regandim expozitia fizica, prin
apel la sensibilitate si responsabilitate.

Pe parcursul acestei lucrari au fost studiate trei ipostaze
diferite de organizare spatiala si de expunere care, in
perioade si contexte distincte, au propus o viziune proprie,
ce nu miza pe caracterul neutru si rigiditatea cubului alb. Au
fost studiate un spatiu construit in interiorul unui muzeu
(un spatiu in spatiu), o serie de expozitii in care spatiul
arhitectural dar si modurile de expunere au o importanta
egala si un pavilion aflat pe un amplasament cu care
stabileste o legatura deosebita. Toate acestea au in comun
modul propriu prin care utilizarea spatiului,a materialelorsi
pozitionarea exponatelor ofera publicului modalitati unice
de perceptie individuala. Puterea tuturor acestor exemple
rezida in faptul ca ele reusesc sa construiasca un univers
complet pentru fiecare vizitator. Spatiul este intr-o relatie
indisolubila cu operele expuse, intr-un proces simbiotic
care permite flecarui vizitator sa aiba o experienta estetica
memorabila. Cei trei arhitecti, asumandu-si uneori si rolul
de curatori, folosesc doar limbajul specific al unei expozitii
si recombina modurile conventionale de comunicare si
vocabularul arhitectural, exploreaza lumina naturala si
pe cea artificala, materiale, organizari spatiale, suprafete

world since its ideological conception in New York in
the 1930s. Its display conventions were the result of a
combination of factors of design that contributed to a style
and ethos called by the main theorist of the white cube,
Brian O'Doherty, “a unique chamber of aesthetics” (1976,
p. 14). However, almost a century after the birth of this
aesthetic, most art galleries still refer to the principles of
the white cube, even if the current context is quite different.
Curatorial practice currently has new possibilities and
technologies. In addition to new artistic and exhibition
directions, digital transformation allows for much more
efficient conservation and in-depth study of works of art
and virtual museums and exhibitions are able to share
images on a global scale, democratizing art. But all this
entails the disconnection from the physical environment,
the dematerialization of artistic experience and a
certain kind of “desensitization” of human beings, which
reduces the vital importance of the arts for the general
development of humankind. Consequently, it is essential
to rethink physical exhibitions, engaging sensitivity and
responsibility.

This paper has examined three different forms of spatial
organization and display which, in different times and
contexts, proposed their own vision that did not rely on the
neutrality and rigidity of the white cube. | discussed a space
built inside a museum (a space within another space), a
series of exhibitions in which the architectural space but
also the display choices have an equal importance and
a pavilion located on a site with which it establishes a
special connection. All these have in common a specific
modality through which the use of space, materials and
the positioning of exhibits offer the public unique ways of
individual perception. The strength of all these examples
lies in the fact that they manage to build a complete
universe for each visitor. The space is in an indissoluble
relationship with the works on display, in a symbiotic
process that allows each visitor to have a memorable
aesthetic experience. The three architects, sometimes
taking on the role of curators, use only the specific
language of an exhibition and they recombine conventional
methods of communication and architectural vocabulary;
they explore natural and artificial light, materials, spatial
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si geometrii in moduri inovatoare. Toti au in comun o
preocupare atenta pentru perceptia si experienta fiecarui
vizitator, Tncurajand publicul sa parcurga spatiul urmand
cai diferite.

Aceasta perspectiva este cu atat mai pertinenta in zilele
noastre cu cat tendinta de digitalizare a informatiilor si
virtualizarea din ce in ce mai acuta a realitatii pot duce
la dematerializarea experientei cu arta. Exemplul lor poate
contribui la reconsiderarea expozitiei fizice, avand in
vedere schimbarile profunde care au avut loc de-a lungul
ultimului secol la nivel global si in toate aspectele vietii
de zi cu zi. Una dintre temele actuale este ca expozitia
fizica sa nu imite alte medii sau sa se transforme intr-o
simpla forma de divertisment care distrage si instraineaza.
Expozitia nu ar trebui sa contribuie la crearea unui aspect
de moment, superficial, care duce la consumul de arta si
cultura ca al oricarui alt produs; ar trebui ca ea sa ofere
publicului o experienta estetica captivanta si semnificativa.
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