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Fran Altes Museum och Londons National Gallery
till MAXXT och Louvren Abu Dhabi. I detta nummer
av Skiascope undersoks konstmuseiarkitektur med
utgangspunkt 1 de senaste decenniernas manga ny-
uppforda och tillbyggda konstmuseer. Vi fragar oss
varfor konstmuseer ser ut som de gor, hur olika syn
pa konsten och konstmuseets roll 1 samhaillet satt
avtryck 1 arkitekturen.

Demonstration av ett skiascope, ur Benjamin Ives Gilmans, Museum Ideals of Purpose and Methods,
Cambridge 1918, s. 238.

Demonstration of a skiascope, from Benjamin Ives Gilman’s, Museum Ideals of Purpose and Methods,
Cambridge 1918, p. 238.
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From the Altes Museum and the National Gallery
m London to MAXXI and Louvre Abu Dhabi. In
this issue of Skiascope, art museum architecture is in-
vestigated in relation to the many newly erected and
expanded art museums. We ask why art museums
look the way they do, how different views of art and
the role of the art museum in society put their stamp
on the architecture.

Gour Napoléon vid Louvren, Paris
med entréhallens pyramid av I. M. Pei, 1989,

foto: Torsten Schlicht.

Cour Napoléon at the Louvre Museum, Paris,
with the entrance pyramid by I. M. Pei, 1989,

' l l ' ' | ' photo: Torsten Schlicht.
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DETTA AR DET SJUNDE NUMRET AV
GOTEBORGS KONSTMUSEUMS SKRIFTSERIE SKIASCOPE

Namnet ar hdmtat fran ett instrument som den inflytelserike museimannen
Benjamin Ives Gilman utvecklade 1 bérjan av 1900-talet for att ge betraktaren
mojlighet att fokusera pa konsten i de, enligt upphovsmannen, ofta alltfor
stora och titt hingda museisalarna. Ett finns pa Go6teborgs konstmuseum,
sannolikt inkdpt av Axel L. Romdahl.

Skiascopet blev aldrig nagon succé. Det blev kanske obsolet genom att en
glesare hiingningsideologi vann mark under mellankrigstiden. And4 kan nog
manga museibesokare kinna igen sig i det som Gilman beskriver som ett av
museivasendets grundproblemen: den museitrétthet som infinner sig redan
efter ett par salar. Redan vid sekelskiftet stod det klart att museernas sjilva
essens — att samla och stilla ut — hotade att gora dem alltfér omfattande och
omdjliga for besokarna att ta till sig. Sovring blir med tiden lika viktigt som
samlande.

Denna skriftseries ledstjarna ér just fokusering. Liksom Gilmans instru-
ment vill vi bidra till att rama in, lyfta fram och intensivt studera fragor som
vi ser som betydelsefulla. Det kan vara enskilda verk, konstnéirskap eller
tidsperioder.

THIS IS THE SEVENTH ISSUE OF SKIASCOPE
GOTHENBURG MUSEUM OF ART PUBLICATION SERIES

Skiascope takes its name from a contraption invented in the early twentieth
century by the influential museum curator, Benjamin Ives Gilman. Concerned
that art was hung too close together in over-large galleries, he designed the
skiascope to help visitors focus on individual works of art. The Gothenburg
Museum of Art owns one, probably bought by Axel L. Romdahl.

The skiascope was never much of a success. Obsolescence was certain
once the idea gained ground in the inter-war period that galleries should be
more sparsely hung. Still, many today will recognize what Gilman saw as a
fundamental problem: the museum fatigue that sets in after only a couple of
rooms. Even in his day it was clear that the museums’ identity — their mission
to collect and exhibit — threatened to make them too comprehensive, and
overwhelming for visitors. In time, selection would become almost as impor-
tant as collection. Like Gilman’s device, the guiding principle of Skiascope is
focus. We will bring select topics to public attention and study each issue in
depth, be it a single work of art, an artist’s oeuvre, or an entire period.
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FORORD

Kunskap kan man tilligna sig pa manga sitt, inte séillan genom att
handgripligt arbeta sig till sina lirdomar. Att arbeta med konst-
utstillningar, musei- och konsthallsfragor hamnar ofta 1 hur de konst-
nérliga verken ska presenteras, hiangas, tillgangliggoras, for att inte
nidmna hanteras, eller mojligheterna till hantering inom lokaliteternas
granser. Nar vil verken dr pa plats har syntesen av plats, funktion,
valmojligheter och beslut i basta fall hanterat de problem, eller utma-
ningar, som ofta finns i exempelvis ett konstmuseums rumsligheter.
Kunskap upplevs med kroppen. Ocksa, kan man tilligga. Form,
1 detta fall uttytt som byggnad, invindigt och utvandigt, har ett inne-
héll som aldrig ar neutralt utan ar ett slags arbetsmaterial 1 sig. Mdnga
parametrar I6per samman 1 en museibyggnad och dven viljorna av
vad denna ska vara och uppna: virdet av att fa en unik arkitektonisk
utsaga som ger platsen extra uppmarksamhet och attraktion; vardet
av att tillgdngliggora och tillmétesga en 6nskad publik med skilda
intressen, bakgrunder, erfarenheter och vdrderingar; virdet av att
skapa rum som ger mojligheter fér de som arbetar med konsten,
déribland konstndrerna sjilva, att pa basta sitt na det uttryck och
den mnebord som dr avsedd; vardet av att balansera olika, inte alltid
sa latt forenliga krav mellan 6ppenhet och sdkerhet samt publika,
politiska, ekonomiska och pedagogiska krav och behov.
Utstallningsarbetet 1 s1g utgor en del av ingangen till diskussionen
om museibyggnadens vara och funktion. Museerna, varav manga
byggdes under 1800-talet, har under senare ar byggts om och till,
eller fatt helt nya byggnader for att kunna svara mot samtidens for-
véantningar, behov och kravspecifikationer. Géteborgs konstmuseum
ar sedan drygt ett par ar inbegripet 1 en forstudie som ska tjdna som
underlag for ett politiskt beslut angaende om- och tillbyggnad av den
nuvarande museibyggnaden vid Goétaplatsen. Under denna tid har
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FOREWORD

There are many ways of acquiring knowledge, often by taking active
control of one’s own learning. When it comes to displaying art, museum
and art gallery questions often centre on how art objects should be pres-
ented, hung, made accessible, not to say managed, or on the opportunities
of managing them within the boundaries of the locations in question.
Once the works are in position, the synthesis of place, function, range of
choices and decisions has at best dealt with the problems, or challenges,
often posed by, for example, an art museum’s available spaces.

Knowledge is experienced with the body. 4lso with the body, one might
add. Form, in this case interpreted as the building, on both the inside and
the outside, has a content that is never neutral but is a kind of working me-
dium in itself. A large number of parameters operate together in a museum
building along with the intentions of what the building is meant to be and
achieve: the value of producing a unique architectural statement which
draws extra attention and attraction to the space; the value of making works
accessible and of satisfying a welcome body of visitors of varying interests,
backgrounds, experiences, and sets of values; the value of creating spaces
which provide opportunities for those working with the art, including the
artists themselves, to achieve the expression and meaning intended by the
best means possible; the value of balancing various demands, not always
so easily compatible, between openness and security, along with public,
political, economic, and educational demands and needs.

In itself, the work of displaying art constitutes part of the introduction
to the discussion of the museum building’s being and function. During re-
cent years the museums, many of which were built during the nineteenth
century, have been rebuilt and extended, or been completely rehoused
in new buildings in order to be able to meet contemporary expectations,
needs and demand specifications. Gothenburg Museum of Art has for a
good two years now been included in a pilot study that will serve as the
basis for a political decision concerning the rebuilding and extension of
the present museum building on Gétaplatsen. During this time a group
i which different occupational groups at the museum were represented



en grupp, dar skilda yrkesgrupper vid museet foretritts, tillsammans
med museichef arbetat fram ett krav- och behovsunderlag utifran
hela verksamheten som har legat till grund f6r arkitekter, kommun-
tjanstemén och férvaltare 1 arbetet med forstudien. Vid museet har
underlaget vid flera tillfdllen diskuterats vid personalméten for att fa
ett sa initierat, verifierat och gediget material som mgjligt. Detta for
att funktioner, logistik och 6vergripande synpunkter ur pedagogisk
vinkel ska vara tydliga infér kommande byggnation.

Funktion och estetik dr ett gammalt danspar dér ofta ndgon av
dem trampar den andra rejélt pa tdrna. Exemplen dr manga dar bygg-
naden varit sig sjilv nog och styrt vad som har kunnat visas och
goras 1lokalerna. Goteborgs konstmuseum ér tidigare tillbyggt i flera
omgangar och vid dessa tillfillen har inte medarbetarna, utifran sina
kunskaper och erfarenheter, 1 6nskvard grad haft majlighet att yttra
sig 1 processen. Att diskutera museets verksamhet med hansyn till
alla de variabler den inbegriper ar ett engagerande arbete och skapar
naturligtvis ocksa okad forstaelse fér vad, hur och varfér museet
disponerar, férdelar och producerar sina aktiviteter och delprocesser
som det gor. Forhoppningen dr att det mentala rum som skapas ocksa
kan utgdra ett slags abstrakt mall f6r hur den fysiska byggnaden
kan utformas for att pa basta sitt stodja verksamheten och alla dess
arbetsmoment.

Forskningsavdelningen vid Géteborgs konstmuseum utger sedan
ndgra ar en serie forskningsrapporter varav denna, Skiascope 7.
Konstmusetarkitektur, granskar hur konstmuseets nya funktioner, be-
hov och identitet avspeglar sig 1 dess arkitektur. Ett varmt tack till
skribenterna Kristoffer Arvidsson, Lena From, Stina Hagelqvist,
Alexandra Stara och Henrik Widmark som presenteras utforligare
1 forskningsledare, tillika redaktor, Kristoffer Arvidssons inledning.
Ett sarskilt tack riktas dven till Sten A Olssons Stiftelse for Forskning och
Kultur och Stifielsen Anna Ahrenbergs fond for vetenskapliga m.fl. dndamal
som bidragit till utgivningen av denna utgava av Skiascope.

ISABELLA NILSSON
MUSEICHEF ® GOTEBORGS KONSTMUSEUM

have worked together with the museum director to produce a platform of
needs and requirements encompassing the whole activity of the museum,
which has been the basis for architects, council staff, and administrators
in working on the pilot study. At the museum the basis has been discussed
on several occasions at staff meetings in order to achieve data that are as
well-informed, accurate, and robust as possible. This has been done to
ensure that functions, logistics, and overarching viewpoints are clear from
an educational angle before the coming building work.

Function and aesthetics are old dancing partners where one of them
often stamps hard on the other’s toes. There are many examples where
the building has been enough unto itself and controlled what it has been
possible to show and do in the galleries. Gothenburg Museum of Art has
been extended several times in the past, and on these occasions mem-
bers of staff, despite their knowledge and experience, were not given a
chance to express their own opinions to a desirable degree in the process.
To discuss the museum’s activity with reference to all the variables that
it comprises involves commitment and naturally also creates increased
understanding of what, how, and why the museum arranges, distributes,
and instigates its activities and part processes in the way it does. Our hope
1s that the mental space that is created can also constitute a kind of abstract
model of how the physical building may be shaped in order to support the
activity and all its elements in the best possible way.

For some years now the research department of Gothenburg Museum
of Art has been publishing a series of research reports of which this,
Skiascope 7: Art Museum Architecture, examines how the art museum’s new
functions, needs, and identity are reflected in its architecture. A warm debt
of gratitude is due to the authors Kristoffer Arvidsson, Lena From, Stina
Hagelqvist, Alexandra Stara, and Henrik Widmark, who are presented
in greater detail in the research director and editor Kristoffer Arvidsson’s
Introduction. A special thank you also to the Sten A Olsson Foundation
for Research and Culture and the Anna Ahrenberg Foundation for
Scientific and Other Purposes, who have contributed to the publication
of this edition of Skiascope.

ISABELLA NILSSON
MUSEUM DIRECTOR @ GOTHENBURG MUSEUM OF ART

TRANSLATED FROM SWEDISH BY MARTIN AND ANNA-LISA MURRELL
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Perspektiv 6ver konstmuseets gard med 6ppna valvbagar ut mot Goétaplatsen, Goteborgs konstmuseum, vy fran nordost, 2015,
Ares forslag i omtavlingen 1917, perspektivskiss, illustration: Wingérdhs.
blyerts och gouache, ca 74 x 69 cm, Region- och stadsarkivet, Goteborg, G 7075.
Gothenburg Museum of Art, view from the northeast, 2015,
View of the museum courtyard with open arches towards Gotaplatsen, illustration: Wingérdhs.
Ares’ proposal in the second competition in 1917, perspective sketch,
pencil and gouache, ¢.74 x 69 cm, Region and City Archive, Gothenburg, G 7075.
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KRISTOFFER ARVIDSSON

INLEDNING

KONSTMUSEETS ARKITEKTUR

Konsten ar sd nira sammantvinnad med konstmuseet som foreteelse
att vi har svart att forestilla oss en konst utan museer. Inte for att det
saknas konst utanfér museerna, men museet tycks for oss harbargera
det hégsta inom konsten och visa oss konsten 1 dess renaste form.
Mycket av det som utgér kanon 1 den vasterlandska konsthistorien
ar tillkommet f6ére museivasendets framvixt under andra halvan av
1700-talet, men konstmuseerna har format vart sitt att se pa all konst,
dven den dldre. Konstmuseet utgdr pa detta sitt ett fundament for
det moderna, autonoma konstbegrepp dir konsten ses som fri fran
andra intressen och dgnas ett rent estetiskt betraktande. Trots detta
har konsten inom konstvetenskapen linge studerats som ett eget
kretslopp av stilar och influenser, oberoende av museerna. Forst 1 de
senaste decenniernas museologiska forskning har museets funktion 1
skapandet av forestdllningar om konst granskats mer ingdende.

En viktig del 1 museernas formande av ett visst sitt att forhélla
sig till och se pa konst ar arkitekturen. Bara genom att studera hur
de byggnader dér konst visas har formgivits far vi reda pa en hel
del om vilken syn museiféretradare, arkitekter och finansidrer haft
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KRISTOFFER ARVIDSSON

[ ]
INTRODUCTION

[ ]
ART MUSEUM ARCHITECTURE

Art is so closely bound up with the art museum as a phenomenon that
we have difficulty in imagining an art without museums. Not because art
does not exist outside museums, but the museum seems to house the most
exalted products of art and show us art in its purest form. A great deal of
what comprises the canon in the history of western art arose before the
development of museums during the second half of the eighteenth cen-
tury, but art museums have shaped our way of looking at all art, including
older art. In this way the art museum constitutes a basis for the modern,
autonomous concept of art, which sees art as independent of other inter-
ests and is viewed from a purely aesthetic perspective. Despite this, art
has long been studied as a subject having its own cycle of styles and influ-
ences, independent of museums. Only in the museological research of the
most recent decades, has the function of the museum in the production of
presentations of art been investigated more thoroughly.

The architecture provides an important part of the particular way that
museums inspire people to relate to and look at art. Simply by examining
how the buildings displaying art have been designed, we may learn a great
deal about how museum administrators, architects and financiers have
regarded the value and function of art in the community. By designing the
framework and the route to the work of art in various ways, a building



pa konstens varde och funktion 1 samhillet. Genom att utforma
ramverket och vigen fram till konsten pa olika satt kan en byggnad
omvixlande gora konstverket till ett rent visuellt objekt, kunskaps-
objekt, maktmedel eller verktyg, en relik, leksak eller kanal for olika
gruppers och individers intressen. Arkitekturen dr ingen neutral
kapsel ddr konsten visas pa ett oproblematiskt satt. Tvartom utgor
den en central del 1iscenséttningen av konstverket f6r publiken. Med
hjalp av arkitektur, hdngning, texter och andra praktiker, framvisar
konstmuseet objekt som konst och tillskriver dem mening genom att
styra var tolkning.

Manga nya konstmuseer har uppforts varlden 6ver de senaste
decennierna samtidigt som befintliga museer expanderat 1 nybyggda
flyglar eller satelliter pa annan ort. En delvis ny typ av museer har vuxit
fram, ndgot som avspeglas 1 arkitekturen. Dar 1800-talets museer ofta
hadeimposantatrappor ochpampigarkitekturforattmarkerakonstens
virde, soker dagens konstmuseiarkitektur snarare tillgéngliggora
konsten genom &ppna entréhallar och en vilkomnande atmosfir.
Konstens virde upprittar de pa andra satt med spektakuldra former,
dyra material eller glesa hangningar. Dagens konstmuseibyggnader
ar knappast mindre monumentala dn 1800-talets. Liksom tidigare ar
storslagen arkitektur en viktig del av museers identitet. Istéllet for
museer for individuell kontemplation av konst 1 ekande salar eller
intima rum, utgér dagens nya konstmuseer upplevelsecentra med
skulptural arkitektur och 6ppna ytor f6r méten och rekreation. Det
ar ocksa fraga om mer kommersialiserade inrdttningar med allt storre
yta reserverad fér museibutik, kafé och restaurang.

Hur éterspeglas konstmuseets nya funktioner och féridndrade
identitet 1 arkitekturen? Skiljer sig sdttet att tinka kring och gestalta
konstmuseiarkitektur fran hur den ténktes och sag ut 1 museernas
barndom? Roér det sig om en helt ny typ av konstmuseum eller ar det
snarare sa att det gamla museets funktioner utvidgats?

Det dr ndgra av de fragor som undersoks 1 féreliggande nummer
av Goteborgs konstmuseums skriftserie Skiascope. I flera av skrift-
seriens tidigare publikationer, redigerade av mig tillsammans med
tidigare forskningsledare Jeff Werner, undersoks fragor inom det
museologiska forskningsfaltet. D& Skiascope 1 behandlar hingnings-
och utstéllningshistorik, Skiascope 4 konstpedagogik och Skiascope 5
samlingar och samlande, sa ar studieobjektet den hir gangen sjalva
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can make the work become, by turns, a relic, a purely visual object, an
object of knowledge, an instrument of power or a tool, a toy, or a chan-
nel for different groups’ or individuals’ interests. The architecture is not
a neutral capsule where art is shown in a non-problematic way. On the
contrary, it forms a central constituent in the presentation of a work of
art to the public. With the help of architecture, hanging, texts and other
practices, the art museum shows objects as art and ascribes meaning to
them by guiding our interpretation.

A large number of art museums have been established throughout
the world in recent years, while at the same time existing museums
have expanded into newly built wings or satellites in other locations.
A partly new type of museum has arisen, something that is reflected in
the architecture. Where nineteenth-century museums often had imposing
staircases and grand architecture to show off the art’s value, today’s art
museum architecture seeks rather to make the art accessible by means
of open entrance halls and a welcoming atmosphere. They establish the
value of the art displayed by other means than by spectacular architecture,
expensive materials or sparse hangings. Today’s art museum buildings
are hardly less monumental than those of the nineteenth century. As in
previous ages, magnificent architecture is an important part of a museum’s
identity. Instead of museums for individual contemplation of art in echoing
halls or intimate rooms, today’s new art museums constitute centres for
events, with sculptural architecture and open spaces for meetings and
recreation. Enterprises of a more commercial nature have sprung up, with
an ever larger area given over to museum shops, kafés, and restaurants.

How are the art museum’s new functions and changed identity re-
flected in the architecture? Do the ways of thinking about and shaping art
museum architecture today differ from how they were thought about and
how they appeared in the museums’ infancy? Is it a question of a totally
new type of art museum or is it rather that the old museum’s functions
have broadened out?

These are some of the questions that are examined in this present
issue of the Gothenburg Museum of Art Publication Series Skuscope. In
many of the earlier publications in the series, edited by myself along with
former Head of Research Jeff Werner, questions within the field of museo-
logical research were examined. While Skiascope 1 deals with the history
of hangings and exhibitions, Skiascope 4 with art education, and Skiscope
5 with collections and collecting, the object of the present study is the



byggnaden.! Viundersoker de historiska orsakerna till varfér konst-
museer ser ut som de gor, hur olika syn pa konsten och konstmuseets
roll 1 samhallet satt avtryck i arkitekturen. Tidigare har konstmusei-
arkitekturen framst analyserats inom arkitekturforskningen och da
ofta med ett ensidigt fokus pa arkitektoniska aspekter. I denna skrift
gors arkitekturanalyser istéllet utifran ett museologiskt perspektiv,
vilket innebar att arkitekturen undersoks 1 relation till konstmuseets
verksamhet och historia, liksom olika férestallningar om konst och
konstmuseets uppgift.

GOTEBORGS KONSTMUSEUM

En utgdngspunkt f6r numret dr de planer pa en om- och tillbyggnad
av Goteborgs konstmuseum som f6r nirvarande diskuteras. En
forstudie med behovsspecificering utarbetas 1 skrivande stund av
Wingirdhs Arkitektkontor efter intervjuer med museets personal.
Sten A Olssons Stiftelse for Forskning och Kultur, som tidigare
donerat medel f6r inrdttandet av forskningsavdelningen vid museet
och denna skriftserie, har bidragit med tre miljoner kronor till den
ndmnda forstudien samt en internationell arkitekttivling.?

Goteborgs konstmuseum uppférdes till Goteborgs trehundra-
arsjubileum, som firades tva ar férsenat 1923. Byggnaden fungerade
déd som en av Jubileumsutstallningens utstdllningsbyggnader medan
det inredda museet 6ppnade forst 1925. Museet har dérefter byggts
till 1 tvd omgéangar, 1968 och 1996. Trots dessa ombyggnationer
uppfyller byggnaden inte museets behov idag.

Nar Goteborgs konstmuseum uppfordes, for att géra Konst-
avdelningen vid Géteborgs Museum i Ostindiska huset (nuvarande
Goteborgs stadsmuseum) till ett eget museum, blev byggnaden
mindre dn det var tiankt. Tva flyglar fick strykas av kostnadsskal.
Museet byggdes for att visa en samling som var avsevart mindre
an dagens. Varje del av samlingen hade sin tilltankta plats, men den
vixande samlingen gjorde snart bristen pa savil utstallningsytor som
magasinsutrymme pataglig. Med en personalstyrka som begransades
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Fig. 1

Fig. 1
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building itself.! We investigate the historical reasons why art museums
look the way they do, how different views of art and the role of the art
museum in society put their stamp on the architecture. Until now the
architecture of art museums has primarily been analysed within archi-
tectural research, and then often with a one-sided focus on architectural
aspects. In this book, architectural analyses are made from a museological
perspective, which means that the architecture is examined in relation to
the activity and history of the art museum, as well as exhibitions of art
and the art museum’s mission.

[ ]
GOTHENBURG MUSEUM OF ART

One starting point for this issue concerns the plans for renovation of the
Gothenburg Museum of Art building together with an extension to it,
both currently under discussion. A pilot study with a specification of needs
is being drawn up at the time of writing by Wingardhs Arkitektkontor,
following interviews with the museum’s staff. The Sten A Olsson
Foundation for Research and Culture, which had earlier donated funds for
establishing the research department at the museum and this publication
series, has contributed 3 million Swedish kronor towards the pilot study in
question and an international architectural competition.?

The Gothenburg Museum of Art was erected for the city’s ter-
centennial, which was celebrated two years late, in 1923. The building
functioned then as one of the exhibition buildings of the anniversary
exhibition, while the museum was not finally ready for opening until
1925. The museum was subsequently extended on two occasions, in
1968 and 1996. In spite of these extensions the building is unable to fulfil
the needs of the museum today.

When Gothenburg Museum of Art was built, in order to make the
Art Department at the Gothenburg Museum in the East India House
(now Museum of Gothenburg) an independent museum, the building
ended up smaller than envisaged. Two wings had to be excluded for
financial reasons. The museum was built to display a collection that was
considerably smaller than today’s. Every part of the collection had its



till en intendent, en amanuens och en vaktmistare var behovet av
kontorsutrymmen inledningsvis inte sa omfattande.®* Men dven
organisationen vixte och utstillningssalar och studierum togs 1
ansprak till kontorsutrymmen.

Trots tillbyggnaden 1968 maste museet idag magasinera konst
utanfor huset. Museet dras med logistiska problem kring entré, dor-
rar, trappor och hissar. Behovet av genomténkt logistik for att han-
tera konst, innefattande intag, lagerutrymme och transporthiss, ar
darfor stort. Idag finns ingen permanent plats f6r samlingen med
konst fran 1945 och framat. Etagerna anvinds emellanat f6r detta
dndamal, men hingningen maste dterkommande tas ner for att ge
plats at storre tillfilliga utstillningar. Aven i évrigt 4r utstillningsytan
liten 1 férhallande till samlingens omfing och kvalitet.

Pa en rad omraden behéver byggnaden anpassas efter dagens
behov. Vixande besokssiffror kraver en utvidgad och moderniserad
entré liksom en storre horsal. Dagens verksamhet och organisation
ar 1 behov av kontorsutrymmen, klimatkontrollerade magasin, peda-
gogisk verkstad med mera. Férutom att atgirda brister kring entré,
arbetslokaler och magasin ska tillbyggnaden utvidga museets utstall-
ningsyta for saval tllfalliga utstdllningar som f6r samlingen. For att
varda och bevara samlingen behéver museets alla utstallningsytor
och magasin uppfylla dagens sdkerhets- och klimatkrav. Om alla
utstillningsytor uppfyllde kraven skulle det skapa storre flexibilitet
med avseende pa var 1 byggnaden utstillningar kan visas. Museet
behéver dven byggas om for att forbattra tillgédngligheten. Ett ex-
empel pa forandrade behov ar att museet — savil den ursprungliga
byggnaden som tillbyggnaden fran 1968 — byggdes for att visa konst
1 dagsljus medan museet idag har behov av kontrollerbara ljusférhal-
landen, vilket 1 praktiken innebér att dagsljus ersitts av artificiellt
ljus. Kontrollerbara ljusférhallanden ar — liksom klimatkontrollerade
och sikerhetsklassade utstallningsrum - ett krav 1 samband med in-
lén av konst frén andra museer till utstéllningar.

Utmaningen handlar ocksa om att binda samman olika delar av
museet, bade rumsligt och innehallsmassigt, da museet innefattar
rum for tillfalliga utstéllningar och samling med nordisk savil som
internationell konst fran 1400-tal till nutid. En tillbyggnad &r inte bara
ett tilldgg utan ska ocksa gripa in 1 museet och tydliggéra dess identitet
och funktion, och dértill f6rhalla sig till dess historia. Det kan handla
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mtended place, but the growing collection soon revealed the obvious
shortage of both display areas and storage space. With the personnel
limited to one curator, one secretary, and a caretaker, the need for office
space was not at first so great.®> But the organisation also grew, and
exhibition halls and study rooms were of necessity given over to offices.

Despite the extension of 1968, the museum is unable to store all its
works today in-house. The museum has experienced logistical problems
in connection with the entrance, doors, staircases, and lifts. The need for
well-planned logistics for the handling of art works, including reception,
storage space and transport lift, is therefore considerable. Today there is
no permanent display space for the collection of art from 1945 onwards.
The Etages are sometimes used for this purpose, but the hanging must
frequently be taken down to make room for larger temporary exhibitions.
In other respects, too, the available exhibition space is small in relation to
the size and quality of the collection.

In a number of areas the building needs to be adapted to suit present-
day requirements. The growing number of visitors demands an extended,
modernized entrance as well as a larger auditorium. Daily activity and
administration are in need of office space, climate-controlled storage areas,
an educational workshop, and so on. Besides overcoming shortcomings
in relation to the entrance, work space, and storage, the extension will
increase the museum’s exhibition space for both temporary exhibitions
and the permanent collection. In order to preserve the collection, all the
exhibition spaces and storage areas need to meet current security and
climate demands. If all the exhibition spaces met the demands, it would
create greater flexibility as to where in the building exhibitions could be
shown. The museum also needs to be renovated in order to improve
access. One example of a changed need is that the museum—the original
building as well as the extension dating from 1968—was designed for
displaying art in daylight, while the museum today requires controllable
lighting, which means in practice that daylight is replaced by artificial
light. Controllable lighting—like climate-controlled and security-classified
exhibition rooms—is a condition attaching to the loan of art from other
museums for exhibitions.

The challenge also has to do with connecting different parts of the
museum, from the points of view of both space and content, since the
museum contains space for temporary exhibitions and the collection of
both Nordic and international art from the fifteenth century to the present



om anslutningar mellan gamla och nya delar, en alternativ entré,
motesplatser och aktivitetsytor 1 form av kafé, museibutik, hérsal och
pedagogisk verkstad utanfor skalskyddet men ocksa projektrum for
samtida konst.

Ombyggnationen ska anpassa museet efter nutidens behov utan
att alltfér mycket gora dverkan pa den ursprungliga byggnaden och
tillbyggnaderna fran 1968 och 1996. Det kan diskuteras vilka de-
lar som har sdrskilt bevarandevarde, da de var och en pa sitt sitt
uttrycker sin tids virderingar och delvis motsidger varandra. Den
ursprungliga byggnadens hogt placerade volym och fasad med sju
arkadOppningar uttrycker en monumentalitet som museet sedan
1950-talet forsokt arbeta sig bort ifran.* Den fran utsidan upplev-
da monumentaliteten motsvaras inte av slésande innerutrymmen.
Tvirtom ar byggnaden pafallande platt och har karaktér av skdrmfa-
sad. En forklaring till detta finns 1 den ursprungliga planen, dir den
forverkligade byggnaden bara ar den framre delen i en kringbyged
gard - en 1dé som av kostnadsskal bantades ner till f6rst en byggnad
med tva flyglar och sedan till endast en byggnadskropp.

Aven om tilliggen fran 1968 hiller sig ligt i forhéllande till
huvudbyggnaden, motséger de, genom sina kringsmygande funk-
tionalistiska byggnadskroppar, huvudbyggnadens identitet som ett
tempel 1 nyromersk och nyklassicistisk stil, &ven om Etagerna fatt
en gul tegelvigeg som smalter in 1 huvudbyggnadens. Motsdttning
var sdkert avsiktlig for att ta ner monumentaliteten. Med en entré
nerflyttad till markplan, nordést om huvudbyggnaden, erbjod till-
byggnaden en alternativ vdg in 1 museet. Med den nya entré som
invigdes 1996, skapades en centrerad vag in 1 museet under huvud-
byggnaden, med ingdng 1 muren framfér museet och en inre trappa
som dubblerar den yttre upp mot arkaden.

Med en ny ombyggnation finns en mdjlighet att bittre binda sam-
man dessa delar till en fungerande helhet, bade logistiskt och este-
tiskt. I sammanhanget kan det vara intressant att aterknyta till den
ursprungliga idén om en kringbyggd anlidggning som stricker sig
bakom den nuvarande museibyggnaden.’ Har finns ett utrymme och
en mojlighet att ansluta till sdvil den ursprungliga byggnaden som
till de nyare delarna.

Ska en sadan tillbyggnad, sa langt det ar mojligt, f6lja den ur-
sprungliga planen, forhalla sig diskret till befintlig arkitektur eller
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day. An extension is not only an addition but should also put its stamp
on the museum, clarifying its identity and function and becoming a part
of its history. It may be about connections between old and new parts, an
alternative entrance, meeting places and activity spaces in the form of a
kafé, museum shop, auditorium, and educational workshop outside the
shell security alarm system but also project rooms for contemporary art.

The renovation work should enable the museum to adapt to current
needs without too much damage resulting to the original building or the
extensions of 1968 and 1996. It can be debated as to which parts have special
preservation value, as they each in their own way express their time’s values
and partly conflict with one another. The high-placed bulk and facade of
the original building with seven arcade openings express a monumentality
from which the museum has been trying to distance itself ever since the
1950s.* The monumentality experienced from the outside is not matched
by spacious interiors. On the contrary, the building is remarkably flat and
has the character of a screen facade. There is an explanation for this in the
original plan, where the finished building is just the front part of a courtyard
surrounded by buildings—an idea which was slimmed down on account of
costs, first to a building with two wings and then to a single building.

Despite the extensions of 1968 being low in relation to the main
building, they conflict, through their functionalist buildings lurking all
round, with the identity of the main building as a temple in neo-Roman
or neoclassical style, even if the Etages have been given a yellow tiled
wall which blends in with the main building. The contrast was no doubt
intentional in order to reduce the monumentality. With an entrance shifted
down to ground level, north east of the main building, the extension
offered an alternative way into the museum. With the new entrance that
was inaugurated in 1996, a centrally-placed way into the museum was
created under the main building, with the entrance in the wall in front
of the museum and an inner stairway that complements the outer one
leading up towards the arcade.

In carrying out the renovation work there will be the opportunity
of achieving more effective connections between these parts to create a
functioning whole, both logistically and aesthetically. In this regard it
may be of interest to refer back to the original idea of a structure built
all round extending behind the present museum building.’ Here there is
a space and an opportunity for connecting to both the original building
and the newer parts.



tvartom utgora ett visuellt avtryck, ett pastiende som lagger till
ndgot till det gamla? Det finns gott om internationella exempel som
kan anvindas som referenser 1 sammanhanget. Jag gjorde nyligen
en resa till Nederldnderna for att studera konstmuseiarkitektur. Har
aterfinns tre olikartade férhallningssatt niar det handlar om att bygga
till en befintlig konstmuseibyggnad. Mauritshuis 1 Haag har forsetts
med en ny underjordisk entréhall och expanderat till en intilliggande
bygenad, en radikal ombyggnation som knappt dr skonjbar fran
utsidan. Mer visuellt ansldende ér Stedelijk Museum Amsterdams ut-
vidgning 1 den futuristiska, badkarsliknande tillbyggnaden Benthem
Crouwel Wing. Rijksmuseums omfattande tillbyggnads- och reno-
veringsprojekt kan beskrivas som en mellanvig 1 férhallande till
de bada andra férhallningssdtten. Liksom 1 Maurithuis finns en ny
underjordisk entréhall som inte dr synlig fran utsidan, men byggnaden
har ocksda kompletterats med en alternativ entré och den asiatiska
paviljongen, bada 1 ett modernt formsprik. Exemplen visar att det
finns olika sitt att forhalla sig till en befintlig museibyggnad.®

SKIASCOPE 7

Infér arbetet med en tillbyggnad till Géteborgs konstmuseum tar
forskningsavdelningen tillfdllet 1 akt att studera hur andra gjort
tidigare och utifran andra goda eller mindre goda exempel reflektera
kring konstmuseets funktioner idag. Vilken roll ska konstmuseet
spela? Hur ska det visa sina samlingar? Hur ska det méta och tilltala
sin publik? Vilken sorts relation mellan konst och publik vill vi att
byggnaden ska understodja?

Amnet behandlas frén flera olika infallsvinklar med under-
sokningar av nutida savil som &ldre material. Dr Alexandra Stara,
Reader in the History & Theory of Architecture, Faculty of Art,
Design & Architecture, Kingston University, Storbritannien, skriver
om fenomenet att kdnda museer 6ppnar filialer 1 andra stider eller
lander, eller mot en kostnad later dottermuseer anvinda deras namn.
Stara anvander Musée du Louvre och dess nydppnade filial 1 Lens
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Should such an extension, as far as possible, follow the original plan,
relate discreetly to the existing architecture, or, contrariwise, make a vis-
ual impact, a statement that adds something to the old? There are plenty
of international examples that can be used as references in connection
with this. I recently made a trip to the Netherlands to study art museum
architecture. Here, there are three very different ways of proceeding when
it comes to building an extension to an existing art museum building. The
Mauritshuis in the Hague has been equipped with a new underground
entrance hall and has expanded into an adjacent building, a radical rede-
velopment that is hardly visible from the outside. More visually striking
is the Stedelijk Museum Amsterdam’s extension in the form of the futur-
istic ‘bathtub’ annex, the Benthem Crouwel Wing. The Rijksmuseum’s
extensive annex and renovation project can be described as a middle way
in relation to the other two solutions. As in the Mauritshuis, there is a
new underground entrance hall that is not visible from the outside, but
the building has also been supplemented with an alternative entrance and
the Asiatic Pavilion, both in a modern idiom. The examples show that
there are different ways of connecting to an existing museum building.®

SKIASCOPE 7

In the light of imminent work on an extension to Gothenburg Museum
of Art, the Research Department is seizing the opportunity to study how
others acted in the past, and, on the basis of other good or less good
examples, to reflect on the functions of the art museum today. What role
should the art museum play? How should it display its collections? How
should it present itself to and address its public? What kind of relationship
between art and public do we want the building to support?

The subject is treated from a number of different approaches
with investigations of both present-day and older data. Dr Alexandra
Stara, Reader in the History & Theory of Architecture, Faculty of Art,
Design & Architecture, Kingston University, Great Britain, writes on the
phenomenon of well-known museums opening branches in other towns
or countries, or against a cost allowing daughter museums to use their



och kommande museum 1 Abu Dhabi som exempel. Hon visar hur
Louvrens identitet féorandrats sedan 1980-talet, framfor allt efter om-
och tillbyggnaden med ny entré, som stod fardig 1989. Byggnaden
och namnet profilerades da som ett varumirke, samtidigt som den
kommersiella sidan av museets verksamhet expanderade.

I min text, som foljer darefter, diskuterar jag utvecklingen inom
konstmuseiarkitekturen internationellt de senaste decennierna, med
fokus pa arkitekturens alltmer bildméssiga karaktér 1 relation till
byggnadens funktion och de konflikter mellan olika intressen som
kan uppsta nir byggnaden gors till konstverk 1 egen ritt. Jag urskiljer
tva noder inom nutida konstmuseiarkitektur: komplex arkitektur 1
ett uppseendevickande formsprak respektive minimalistisk nyfunk-
tionalism. Kritik kan riktas mot ett formsprak som tar ut sving-
arna pa bekostnad av funktionen att visa konst, men ett nirmare
skarskadande av exemplen visar att nagon enkel motséttning mellan
dessa olika typer inte later sig stillas upp. Bada har utvidgat funktion
till att innefatta mer bildmissiga och mediala aspekter, knutna till
museets och byggnadens roll som varumirken och arenor for
upplevelser 1 en globaliserad och kommersialiserad museisektor.

Lena From, projektchef pa Stockholm konst, skriver om konst-
musei- och konsthallsarkitekur 1 Norden sedan 1998. I avsaknad av
oversiktsverk, tar hon sin utgdngspunkt 1 arkitekturtidskrifternas
timligen nationella perspektiv och patalar arkitekturdiskussionens
begriansningar. Det som skrivs om konstmuseiarkitektur 1 nordiska
arkitekturtidskrifter tar séllan hansyn till hur vl byggnaden fungerar
for att visa konst 1. From beskriver ett antal, utifrdn curatoriella och
andra aspekter, for konst mer eller mindre vilfungerande exempel.
Vidare diskuterar hon fenomenet att konstmuseibyggnaden numera
anvands fér andra dndamal 4n att visa konst. Med utgangspunkt
1 denna iakttagelse, behandlar From olika typer av konstmusei-
arkitektur, som tillbyggda och renoverade museer, diskret arkitektur
samt konstmuseiarkitektur diar byggnaden antar skepnaden av
skulptur och darmed sjélv blir till konstverk. From ser avslutningsvis
konstmuseibyggnader som symboler for férestillningar om vad som
ar konst och vad god konst ar.

Fil. dr Henrik Widmark, universitetslektor vid Konstvetenskapliga
institutionen, Uppsala universitet, skriver om tvd konstmuseer som
uppfoérdes 1 Berlin och London under forsta halvan av 1800-talet.
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names. Stara uses the Louvre and its recently opened branch in Lens and
the museum to be opened in Abu Dhabi as examples. She shows how
the Louvre’s identity has changed since the 1980s, especially since the
rebuilding and extension featuring a new entrance, which was completed
in 1989. The building and the name were profiled there as a brand, at
the same time as the commercial side of the museum’s activity expanded.

In my text, which follows Stara’s, I discuss international develop-
ments in art museum architecture of the past few decades, with the focus
on the ever more visually effective character of the architecture in relation
to the building’s function and the conflicts of interest that can arise when
the building is made into a work of art in its own right. I distinguish two
nodes within present-day art museum architecture: complex architecture
in a sensational idiom and minimalist neo-functionalism. Criticism can
be levelled at an idiom that takes the corners wide at the expense of the
function of displaying art, but a closer scrutiny of the examples shows that
it is not possible to establish any simple opposition between these differ-
ent types. Both have expanded in function to include more pictorial and
medial aspects, bound up with the role of the museum and the building
as brands and arenas for experiences in a globalized and commercialized
museum Sector.

LenaFrom, Controller/Project Coordinator at Stockholmkonst, writes
about art museum and art gallery architecture in the Nordic countries
since 1998. For lack of survey work, she takes as her starting-point the
architectural journals’ rather national perspective and comments critically
on the limitations of the architectural discussion. What is written about
art museum architecture in Nordic architectural journals rarely considers
how well the building functions as a place for displaying art. Lena From
describes a number of, from the point of art, more or less well-functioning
examples from curatorial and other aspects. Further, she discusses the
phenomenon of the art museum building now being used for other
purposes than for displaying art. Starting from this observation, From
treats different types of art museum architecture, such as extended and
renovated museums, discreet architecture and art museum architecture
where the building assumes the guise of sculpture, thus becoming itself a
work of art. In conclusion, From sees art museum buildings as symbols
for representations of what is art and what good art is.

Henrik Widmark, PhD, senior lecturer in the Department of Art
History at Uppsala University, writes about two art museums, established



Med utgangspunkt i Karl Friedrich Schinkels Altes Museum 1 Berlin,
analyserarhanmuseiarkitekturensrelationtillstadenochoffentligheten.
Widmark reflekterar kring relationer mellan bildtekniker och 6gats
mote med kroppens erfarenhet 1 museet. Han lyfter fram tre arkitekter
som kom att etablera konstmuseet som en egen byggnadstyp: Leo von
Klenze, Karl Friedrich Schinkel och William Wilkins. Den sistnazmnde
ritade National Gallery 1 London, ett konstmuseum som, till skillnad
fran manga andra nationella konstmuseer som uppférdes 1 Europa vid
tiden, inte visar en kunglig samling utan en samling férvarvad for att
visas 1 museet. Den kroppsliga erfarenheten av museet — det vill sdga
hur vi upplever museibyggnaden under museibestket — diskuterar
Widmark 1 relation till begreppen estetik och biopolitik.

Fil. dr Stina Hagelqvist, vikarierande universitetslektor vid Konst
vetenskapliga istitutionen, Stockholms universitet, skriver om Gote-
borgs konstmuseums byggnad och dess historia, fran uppférandet av
museet 1923 till dessa olika om- och tillbyggnader. Hon redogor for
bakgrunden till bygget och den méjlighet som uppstod i samband med
firandet av Goteborgs trehundradrsjubileum. Efter en arkitekttévling
gick uppdraget att utforma en museibyggnad vid Gétaplatsen, som
avslutning pa Kungsportsavenyen, till Arvid Bjerke och Sigfrid
Ericson. Hagelqvist redogér ocksa for de motsittningar som
uppstod mellan arkitekten Ericson, som 6nskade monumentalitet,
och museiintendenten Axel L. Romdahl, som férordade en mer
intim atmosfar f6r motet med konsten. Pa grund av nedskérningar 1
planerna var museet redan fran start underdimensionerat, ndgot som
avhjilptes med tillbyggnaden av Rune Falk vid White Arkitektkontor
pa 1960-talet. Denna fabriksinspirerade tillbyggnad syftade ocksd
till att féra ner entrén fran den pampiga arkaden, som man endast
kunde nd via héga trappor, till gatuniva for att pa sa sitt gora museet
mer inbjudande och demokratiskt. Denna nya, kompletterande
entré medférde dock en sonderbruten symmetri, viken delvis
aterstdlldes med den nya entrén 1996, ritad av Erseus, Frenning och
Sjogren Arkitektkontor tillsammans med Cullberg Arkitektkontor.
Hagelqvist visar hur denna tillbyggnad, liksom det ursprungliga
museibygget och tillbyggnaden fran 1968, pa olika sitt uttrycker sin
tids varderingar och konstsyn.

Dagens konstmuseer befinner sigldngt fran nidbilden av dammiga
museer, fyllda av gamla féremal som fa 4r intresserade av. Tvartom
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in Berlin and London, during the first half of the nineteenth century.
Starting with Karl Friedrich Schinkel’s Altes Museum in Berlin, he
analyses the relation of the museum’s architecture to the city and the
public. Widmark reflects on relations between picture techniques and the
eye’s meeting with the body’s experience in the museum. He focuses on
three architects who came to establish the art museum as a special type of
building: Leo von Klenze, Karl Friedrich Schinkel, and William Wilkins.
The last of these three designed the National Gallery in London, an art
museum which, in contrast to many other national art museums founded
in Europe at the time, does not show a royal collection but a collection
acquired for display in the museum. The physical experience of the
museum—that is to say, how we experience the museum building during
a visit to the museum—is discussed by Widmark from the standpoints of
aesthetics and biopolitics.

Stina Hagelqvist, PhD, acting senior lecturer in the Department
of Art History at Stockholm University, writes about the Gothenburg
Museum of Art building and its history, from the erection of the
museum building in 1923 to the various occasions of its rebuilding
and extensions. She reports on the background to the building and
the opportunity that arose in connection with the city of Gothenburg’s
tercentenary celebrations. Following an architectural competition,
the commission to design a museum building at Goétaplatsen, as the
termination to Kungsportsavenyen, went to Arvid Bjerke and Sigfrid
Ericson. Hagelqvist also reports on the differences that arose between
architect Ericson, who desired grandiosity, and museum curator Axel L.
Romdahl, who prescribed a more intimate atmosphere for the encounter
with art. As the result of a reduction in the plans, the museum was,
from the very beginning, too small in size, something that was redressed
through the addition by Rune Falk of White Arkitektkontor in the
1960s. This factory-inspired addition also aimed at bringing down the
entrance from the grand arcade, which could only be reached by high
staircases, to street-level, in order to make the museum more inviting
and democratic. This new, supplementary entrance, however, resulted in
broken symmetry, which was partly restored by means of a new entrance
in 1996, designed by the firm Erseus, Frenning & Sjégren Arkitektkontor
together with Cullberg Arkitektkontor. Hagelqvist shows how in various
ways this addition, like the original museum building and the addition
from 1968, expresses contemporary values and views of art.



har museer stérre publik &n nagonsin. Inte minst konstmuseer har
blivit populdra besoksmal, inte bara f6r de konstintresserade. I den
globala turismindustrin har klassiker som Leonardo da Vincis Mona
Lisa blivit verk som den ambitiésa turisten “maste” se. Pd senare
tid har d4ven museibyggnader fatt status som attraktioner av denna
art. Konstmuseer &r inte bara turistmal utan ocksa moétesplatser och
shoppingarenor. Hit kommer turister sdvil som lokalinvanare for att
se pa konst men ocksa for att dta, traffas och konsumera. Samtidigt
som offentliga medel tryter 1 manga linder har kostnaderna for
utstdllningsproduktion, magasinering, siakerhet, transporter med
mera skjutit 1 h6jden. Konstmuseerna beh6éver méanga besokare for
att ticka sina kostnader och férsoker attrahera publiken med stora
utstillningar liksom med en tilltalande atmosfar. I den hardnande
konkurrensen expanderar konstmuseer och utokar sina satsningar.
Samtidigt har manga nya konstmuseer 6ppnat runt om 1 varlden,
manga pa privat initiativ.

Det kan vara frestande for konstmuseer att dras in 1 det mark-
nadstinkande som dr sa utbrett 1 samhallet idag och betrakta sitt upp-
drag som en 1 férsta hand ekonomisk affar: att attrahera sd manga
besokare som majligt och fa dessa att spendera sa mycket pengar som
moOjligt under sitt besok. Men da gléommer man bort museets andra
viktiga uppgifter som handlar om samlande, bevarande, kunskaps-
sokande och ldrande — uppgifter som var uttalade redan 1 museernas
barndom 1 upplysningens 1700-tal 4ven om vi idag hellre talar om
kritiska perspektiv dn estetisk fostran. Utmaningen for framtiden ar
att forena dessa roller, att bade fa fler att komma till konstmuseet
och samtidigt ta ansvar for kvaliteten, inte bara 1 det som visas utan
ocksa 1 formedlingen, sd att besokarna kan lamna museet lite rikare
pa upplevelser, kunskaper och insikter. For att utveckla konstmuseet
1 framtiden behéver vi kdnna dess historia. Skuscope 7 erbjuder nagra
perspektiv pa denna historia och dartill reflektioner 6ver vilken roll
arkitekturen kan spela 1 relation till de utmaningar konstmuseet star
infor idag.
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Today’s art museums are far removed from being the objects of
caricature they once were—of dusty museums filled with old things that
few people are interested in. On the contrary, museums attract more
visitors than ever. Not least, art museums have become popular visitor
destinations, and not only for art lovers. In the global tourist industry,
classics such as Leonardo da Vinci's Mona Lisa have become works
that feature on every ambitious tourist’s ‘must-see’ list. In recent times,
museum buildings have also gained status as attractions of this sort. Art
museums are not only tourist destinations but also meeting places and
shopping arenas. They attract both tourists and local inhabitants, who
come to look at art but also to eat, meet, and consume. At the same time as
public funding has been falling in many countries, the costs of mounting
exhibitions, warehousing, security, transportation and soon haverocketed.
Art museums need a large number of visitors to cover their costs and try
to attract the public with big exhibitions and a welcoming atmosphere.
In a world of increasing competition, art museums are expanding and
increasing their investments. At the same time many new art museums
have opened throughout the world, many on private initiative.

It may be tempting for art museums to be drawn into the market-
oriented thinking that is so widespread in society today and see their
task as principally an economic business: to attract as many visitors as
possible and encourage them to spend as much money as possible during
their visit. But then one is forgetting the museum’s other important tasks,
which are about collecting, preserving, learning and teaching—tasks that
were already articulated by the earliest museums in the Enlightenment in
the eighteenth century, even if we speak today of developing the critical
mind rather than of aesthetic education. The challenge for the future is to
unite these roles, that is, to encourage more people to visit the art museum
and for the art museum to take responsibility for the quality not only of
what is on display but also of the way it is mediated, so that visitors can
leave the museum a little richer in experiences, knowledge, and insights.
To develop the art museum in the future, we need to know its history.
Skiascope 7 offers some perspectives on this history along with reflections
on what role the architecture can play in relation to the challenges the art
museum faces today.

TRANSLATED FROM SWEDISH
BY MARTIN AND ANNA-LISA MURRELL
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Skiascope 1. Hingda och utstéllda. Om héngningarnas och utstillningarnas historia pa Goteborgs konstmuseum,
red. Kristoffer Arvidsson och Jeff Werner, Géteborgs konstmuseums skriftserie, Géteborg 2009;
Skiascope 4. Konstpedagogik, red. Kristoffer Arvidsson och Jeff Werner, Goteborgs konstmuseums
skriftserie, Goteborg 2011; Skiascope 5. Fidda och forsmédda. Samlingarnas historia vid Giteborgs konst-
museum, red. Kristoffer Arvidsson och Jeff Werner, Géteborgs konstmuseums skriftserie, Géteborg
2012.

Se artikel pa Sten A Olssons Stiftelse fér Forskning och Kulturs webbplats: http://www.stenastif-
telsen.se/bidrag/goteborgs-konstmuseum/, hdmtad 2015-03-03.

Nir Goteborgs konstmuseum invigdes var tre personer anstéllda: intendent, professor fil. dr
Axel L. Romdahl, amanuens fil. kand Stig Roth och forste vaktmistare Hugo Karlsson. Goteborgs
Museum. A}chyck 1925, Géteborg 1925, s. 5.

Dévarande museichefen Alfred Westholm skriver i ett opublicerat manuskript om sin énskan att
gora Goteborgs konstmuseum Sppnare och mer lattillgangligt, en tanke som l4g till grund for
den kompletterande entrén med en direktpassage in i museet fran Gétaplatsen. Alfred Westholm,
Alfiros berdttar, opublicerat manus, Aronsberg 1994, Vitterhetsakademiens bibliotek, deposition
Medelhavsmuseet (Ax), s. 171.

Se: Ares (Arvid Bjerke, R. O. Swenson, Ernst Torulf och Sigfrid Ericson) férsta och andra forslag
i tavlingen om Goétaplatsens utformande 1917-1918, D 99, Region- och Stadsarkivet i Goteborg.
Se dven: Rasmus Weern, Tivlingarnas tid. Arkitekttivlingarnas betydelse i borgerlighetens Sverige, diss.
Chalmers tekniska hégskola, Arkitektur, Stockholm 1999, s. 120; Rasmus Wern, "Sigfrid
Ericsons skisser till Goteborgs Konstmuseum”, 1 artefakternas virld. Om bebyggelsemanster, arkitektur,
féirg, material och hantverk och uppfinnare. Festskrift tilliignad professor Bjorn Linn, red. Abdellah Abarkan,
A. Abarkan, Stockholm 1998, s. 95-96, 101.

Lis mer om Mauritshuis, Stedelijk Museum och Rijksmuseum i min andra text i detta nummer
av Skiascope.
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NOTES

Skiascope 1: Permanent Hangings — Temporary Exhibitions: On the History of Collection Display and
Exhibitions at Goteborg Museum of Art, eds. Kristoffer Arvidsson and Jeff Werner, Gothenburg
Museum of Art publication Series, Gothenburg 2009; Skiascope 4: Art Education, eds. Kristoffer
Arvidsson and Jeff Werner, Gothenburg Museum of Art publication Series, Gothenburg
2011; Skiascope 5: Recetved and Rejected: The History of the Collections at the Gothenburg Museum
of Art, eds. Kristoffer Arvidsson and Jeff Werner, Gothenburg Museum of Art Publication
Series, Gothenburg 2012.

See article on the Sten A Olsson Foundation for Research and Culture website: http://www.
stenastiftelsen.se/bidrag/goteborgs-konstmuseum/, accessed 3 march 2015

When Gothenburg Museum of Art was inaugurated, three people were appointed: curator,
Professor Axel L. Romdahl, PhD, secretary, Stig Roth, BA, and head caretaker, Hugo
Karlsson. Giteborgs Museum: Arstryck 1925, Gothenburg 1925, p. 5.

In an unpublished manuscript, the Head of the Museum at the time, Alfred Westholm,
writes about his wish to make Gothenburg Museum of Art more open and more accessible,
anidea thatlay behind the creation of the additional entrance, which provides direct passage
access into the museum from Gétaplatsen. Alfred Westholm, Affiros berdttar, unpublished
manuscript, Aronsberg 1994, Library of Vitterhetsakademien, in store, Museum of
Mediterranean and Near Eastern Antiquities, p. 171.

See: Ares’ (Arvid Bjerke, R. O. Swenson, Ernst Torulf. and Sigfrid Ericson) first and second
proposals in the competition for the redesign of Gotaplatsen 1917-1918, D 99, Region- and
City Archive in Gothenburg. See also: Rasmus Weern, Tévlingarnas tid: Arkitekitivlingarnas
betydelse i borgerlighetens Sverige, diss. Chalmers University of Technology, Architecture,
Stockholm 1999, p. 120; Rasmus Wzrn, ‘Sigfrid Ericsons skisser till Goteborgs
Konstmuseur', I artefakternas vérld: Om bebyggelseminster, arkitektur, firg, material och hantverk
och uppfinnare: Festskrift tillignad professor Bjogrn Linn, ed. Abdellah Abarkan, A. Abarkan,
Stockholm 1998, pp. 95-96, 101.

Read more about the Mauritshuis, Stedelijk Museum and Rijksmuseum in my second text
in this number of Skuascope.
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Fig. 3

Guggenheimmuseet Bilbao, Frank Gehry, 1997,
foto: Ardfern 2010.

Guggenheim Museum Bilbao, Frank Gehry, 1997,
photo: Ardfern 2010.
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Iig. 4 IFg. 5

Centre Georges Pompidou, Paris, Renzo Piano och Richard Rogers, 1977, Musei- och varushusentré i Carrousel du Louvre, Louvren,
foto: Michel Chéron. Paris, I. M. Pei, 1989,
foto: Torsten Schlicht.

Centre Georges Pompidou, Paris, Renzo Piano and Richard Rogers, 1977,
photo: Michel Chéron. Museum and department store entrances in the Carrousel du Louvre,
the Louvre, Paris, I. M. Pei, 1989,
photo: Torsten Schlicht.
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Iig. 6 Iig. 7

Reklam i Carrousel du Louvre, Louvren, Paris, De islamiska konstgallerierna, Louvren, Paris, Rudy Ricciotti och Mario Bellini, 2012,
foto: Torsten Schlicht. foto: Torsten Schlicht.
Adpvertising in the Garrousel du Louvre, the Louvre, Paris, Islamic Art Galleries, Louvre, Paris, Rudy Ricciotti and Mario Bellini, 2012,
photo: Torsten Schlicht. photo: Torsten Schlicht.
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Fig. 8

Pavillon des Sessions Galleries, Louvren, Paris, J. M. Wilmotte, 2000, Galleriet for franskt maleri fran 1800-talet, Louvren, Paris, J. M. Wilmotte, 2000,
foto: Torsten Schlicht. foto: Torsten Schlicht.
Pavillon des Sessions Galleries, the Louvre, Paris, J. M. Wilmotte, 2000, Nineteenth-century French Painting Gallery, the Louvre, Paris, J. M. Wilmotte, 2000,
photo: Torsten Schlicht. photo: Torsten Schlicht.
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Fig. 11
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Galleri for antika bronsstatyer med takmaélning av Cy Twombly, Louvren, Paris,
foto: Torsten Schlicht.

Exteri6rvy, Louvre-Lens, SANAA, 2012,
foto: Torsten Schlicht.

Antique Bronzes Gallery with Gy Twombly ceiling, the Louvre, Paris,

Exterior view, Louvre-Lens, SANAA, 2012,
photo: Torsten Schlicht.

photo: Torsten Schlicht.
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Fig. 12 Fig. 13
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Exteri6rvy, Louvre-Lens, SANAA, 2012, Entréhall, Louvre-Lens, SANAA, 2012,
foto: Torsten Schlicht. foto: Torsten Schlicht.
Exterior view, Louvre-Lens, SANAA, 2012, Entrance foyer, Louvre-Lens, SANAA, 2012,
photo: Torsten Schlicht. photo: Torsten Schlicht.
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Fig. 14 Fig. 15

Galerie du Temps, Louvre-Lens, SANAA, 2012, Detalj av jamf6rande hingning, Louvre-Lens, SANAA, 2012,
foto: Torsten Schlicht. foto: Alexandra Stara.
Galerie du Temps, Louvre-Lens, SANAA, 2012, Detail of comparative display, Louvre-Lens, SANAA, 2012,
photo: Torsten Schlicht. photo: Alexandra Stara.
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Fig. 16 kg. 17
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Saadiyat Island, Abu Dhabi, digital visualisering Louvre Abu Dhabi, Jean Nouvel, digital visualisering,
med Guggenheimmuseet (Frank Gehry, langst till vinster) bild med tillstand fran TDIC UAE.
och Louvren (Jean Nouvel, andra frén héger),
bild med tillstind fran TDIC UAE. Louvre Abu Dhabi, Jean Nouvel, digital visualization,
image courtesy of TDIC UAE.

Saadiyat Island, Abu Dhabi, digital visualization
with Guggenheim Museum (Frank Gehry, far left)
and Louvre Museum (Jean Nouvel, second from right),
image courtesy of TDIC UAE. 49



ALEXANDRA STARA

LOUVREEFFEKTEN

1700-talet uppfann det offentliga museet, 1800-talet etablerade det
som en auktoritir institution fér utbildning och forbattring ge-
nom estetisk uppskattning och vetenskapligt studium; det tjugonde
arhundradet utvidgade kategorin explosionsartat genom att allt som
manniskan skapar eller finner fér sitt eget museum; och, till sist, det
tjugoférsta drhundradet har kommit med det som skulle kunna vara
slutskedet 1 den hér utvecklingen: byggandet av museer for deras
egen skull, som prestigeprojekt och turistattraktioner, oberoende av
innehall. For konstmuseer 1 synnerhet, tycks den intensifierade sen-
moderna flérten mellan arkitektur och konst fullbordas 1 byggnader
som 1 sig sjdlva axlar "madsterverkets” mantel och ofta 6verglanser
sina samlingar 1 det allmdnna medvetandet.! Den har tendensen ar
en del av det 6kande kravet pa konstinstitutioner att bli entreprend-
riella och klara sig sjdlva, nir krympande statsforvaltningar minskar
anslagen. Konstmuseer ar under snabb férandring enligt en modell
dér visning av en betydelsefull samling for allménheten inte lingre
ar ett tillrdckligt skal for deras existens.

The blockbuster institution, the iconic building, the architectural generator of urban rege-
neration, the PR splash; the contemporary museum, no longer merely a site for the display
of art, has become the pivot in the urban plan around which everything else is expected to

revolve. It shoulders an awesome weight of expectation.?
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ALEXANDRA STARA

THE LOUVRE EFFECT

The eighteenth century invented the public museum, the nineteenth es-
tablished it as an authoritative institution for education and betterment
through aesthetic appreciation and scientific study; the twentieth explod-
ed the category itself with everything that man makes or finds acquiring
its own museum; and, finally, the twenty-first century has brought us
what could be the endgame in this line of development: the building of
museums for their own sake, as projects for prestige and tourist attraction,
regardless of content. For art museums specifically, the intensifying late-
modern flirtation of architecture and art appears consummated in build-
ings that take on the mantle of ‘masterpiece’ themselves, frequently out-
shining their collections in popular imagination.! This tendency is part of
the increasing pressure on art institutions to become entrepreneurial and
fend for themselves, as shrinking states reduce funding. Art museums are
rapidly transforming according to a model whereby the public display of a
significant collection is no longer an adequate premise for their existence.

The blockbuster institution, the iconic building, the architectural generator of urban
regeneration, the PR splash; the contemporary museum, no longer merely a site for
the display of art, has become the pivot in the urban plan around which everything

else is expected to revolve. It shoulders an awesome weight of expectation.?



ATT REALISERA MUSEET

Det konstmuseum som snabbast dyker upp 1 tanken nar det giller
denna trend &r, sa klart, Guggenheimmuseet i1 Bilbao, formgivet av
arkitekten Frank Gehry. Det har blivit vanligt att tinka pa detta pro-
jekt, inte som ett museum, utan som en “effekt” som radikalt indrade
stadens 6de. Bilbao, en tidigare industriell hdgborg 1 norra Spanien,
och en del av Baskien, hade under det sista kvartalet av 1900-talet
fatt se sin industri decimerad av snabba forandringar i den nationella
ekonomin och den globala arbetsmarknaden, en situation som for-
varrades av pagdende problem med baskisk separatism. Invigningen
1997, av Guggenheims forsta utpost utanfor sin bas i New York (om
vi bortser fran Peggys eget palats 1 Venedig), var del av en langsiktig
plan for panyttfédelse for Bilbao, vilket skiftade dess fokus fran tung
industri och handel till serviceniringar och turism.?> Genom att ac-
ceptera Guggenheimstiftelsens erbjudande att std vird for ett nytt
museum - nagot som andra Europeiska storstdder redan avsagt sig
pa grund av den héga kostnaden — var ett av manga projekt i planen
for att vacka nytt liv 1 Bilbao, men helt klart den som hade de mest
langtgaende konsekvenserna. Idéen med en transatlantisk tungvik-
tare inom konst, som expanderar till en kulturell avkrok 1 Europa 1
form av en spektakuldr eruption av titanbekladda kurvor, fingade
medias uppmérksamhet och blev ett panyttfédelsens ansikte via en
"ikonisk byggnad” eller med Charles Jencks ord:

If a city can get the right architect at the right creative moment of his career, and take the
economic and cultural risk, it can make double the initial investment in about three years. It
can also change the fortunes of a declining industrial region. To put it crudely, the tertiary

economy of the culture industry is a way out of Modernist decline: Post-modernize or sink!*

Museets egen webbplats hdavdar att ”the Guggenheim Museum
Bilbao has changed the way people think about museums”’ Efter
Bilbao, har en ny museibyggnad de facto blivit ett medel for att
h&ja en stads turistintdkter och foérena spanningen 1 spektakuldr
arkitektur med konstens fortjanster, attraktivt kompletterat med
avkoppling i form av mat, dryck och shopping, allt under manteln av
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EFFECTING THE MUSEUM

The art museum that pops to mind most readily in relation to this trend
is, of course, the Guggenheim Bilbao, designed by architect Frank Gehry.
It has become commonplace to think of this project not as a museum but
as an ‘effect’ that radically changed the fate of its city. A former industrial
stronghold in northern Spain, part of Basque country, by the final
quarter of the twentieth century Bilbao had seen its industry decimated
through rapid changes in the national economy and the global labour
market, exacerbated by ongoing problems with Basque separatism. The
inauguration, in 1997, of the Guggenheim’s first outpost outside its New
York base (if we discard Peggy’s own palazzo in Venice) was part of a long
term regeneration plan for Bilbao, shifting its focus from hard industry
and business to services and tourism.’ Accepting the Guggenheim
Foundation’s offer to host a new museum—which other European cities
had already rejected due to the high cost—was one of many projects in
Bilbao’s regeneration plan, but clearly the one with the most far-reaching
consequences. The idea of a transatlantic art heavy-weight expanding to
a cultural backwater of Europe in the form of a spectacular eruption of
titanium-clad curves caught the media’s attention and became a poster
boy for regeneration via ‘iconic building’, or, in Charles Jencks’ words:

If a city can get the right architect at the right creative moment of his career, and take
the economic and cultural risk, it can make double the initial investment in about three
years. It can also change the fortunes of a declining industrial region. To put it crudely,
the tertiary economy of the culture industry is a way out of Modernist decline: Post-

modernize or sink!*

The museum’s own website claims that ‘the Guggenheim Museum Bilbao
has changed the way people think about museums’® After Bilbao, a new
museum building has become the de facto device for boosting a city’s
revenue from tourism, coupling the frisson of spectacular architecture
with the worthiness of art, attractively accessorized with leisure pursuits



ett enda varumirke. Men trots att det har blivit dess mest beromda
iteration, sa uppfann Guggenheim museet 1 Bilbao inte denna nya
museimodell, en specifik iteration dr inte heller det enda sattet for
ett museum att 6verleva 1 det jugoforsta arhundradet. Tva museer
som mellan sig delar ett mer legitimt ansprak pa att uppfinna den
samtida manifestationen av museet dr Centre Georges Pompidou
och Louvren, bada i Paris. Intressant nog dr den senare en stark
kandidat for att vara vidrldens forsta offentliga museum vilket, 1
kombination med dess virldsledande popularitet, skapar ett starkt
argument for rollen som fullblod bland de samtida museerna iloppet.
Detta ar skalet till att denna uppsats fraimst behandlar Louvren, ett
museum som forenar historisk tyngd med samtida affarsférnuft pa
ett beundransvirt, till och med frackt sitt, och fortsitter att formulera
betydande utmaningar nér det giller institutionens natur och dess
roll 1 detta arhundrade, det tredje under dess existens. Begreppet
"effekt” har redan anvénts for ett antal nya museiprojekt, inklusive
det ovan nimnda Guggenheim, Centre Pompidou, som behandlas
ldngre ner 1 denna uppsats, och Tate, vilket, som del av att ha stigit
1 graderna fran att bara vara en konsthall till "effekt” har kravt att
bestamd artikel slopas frdn namnet, resulterande 1 mangen besvarlig
grammatisk situation.® Beslutet att med den hir essin foresla en
"Louvreeffekt” har uppstatt ur 6nskan att bekréfta, a ena sidan att
insatserna har stigit betydligt och att alla museer nu kan behéva
strava efter sin egen “effekt” for att Gverleva en anstormning av
kommersialisering; medan, a andra sidan, det kan finnas andra satta
att fullfélja en sddan uppgift, och andra faktorer som bidrar till dess
potentiella framgang eller misslyckande, sa receptet "a la Bilbao” ar
inte den enda vagen framat.

ETT PARISISKT NOJESPALATS

Idén om konst som underhéllning f6r allménheten, pa vilken det
samtida museets dragkraft vilar, ar den andra sidan av upplysnings-
myntet som ocksd omfattar konst som utbildning. Franska revolu
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such as eating, drinking, and shopping, all under the auspices of a
single brand. However, despite becoming its most famous iteration, the
Guggenheim Bilbao did not invent this new museum model, nor is its
specific iteration the only way for a museum to survive in the twenty-first
century. The two institutions sharing between them a more legitimate
claim of inventing the contemporary manifestation of the museum are the
Centre Georges Pompidou and the Louvre, both in Paris. Interestingly,
the latter is also a strong contender for the world’s first public museum,
which, coupled with its world-leading popularity, makes a compelling
case for the role of pedigree in the contemporary museum race. This
is the reason the present essay is mainly concerned with the Louvre,
a museum which bridges historical depth and contemporary business
nous admirably, even brazenly, continuing to issue significant challenges
about the nature of the institution and its role in this century, its third
in existence. The term ‘effect’ has already been used for a number of
new museum projects, including the above mentioned Guggenheim, the
Centre Pompidou, discussed later in this essay, and the Tate, which, as
part of its graduation from mere art gallery to ‘effect’ has demanded the
article be dropped from its name, creating many an uneasy grammatical
situation.® The decision to propose a ‘Louvre effect’ with this essay arises
out of the desire to acknowledge, on one hand, that the stakes have been
considerably raised and that all museums may now have to strive for their
own ‘effect’ in order to survive the onslaught of commodification; while,
on the other hand, there may be different ways to pursue such a task,
and different factors contributing to its potential success or failure, so the
recipe ‘a la Bilbao’ is not the only way forward.

A PARISIAN FUN PALACE

The idea of art as public entertainment, on which the contemporary
museum’s appeal rests, is the other side of the Enlightenment coin that
also features art as education. The French Revolution transformed the
king’s residence and its contents from symbol of repression to pathway
towards emancipation almost overnight, by making the public not just



tionen omvandlade ndstan 6ver en natt kungens residens och dess
innehall fran en symbol {6r fortyck till en vdag mot frigérelse genom
att gora allminheten, inte bara till bestkare, utan ocksa dgare. Ett
litet steg fran palats till museum var ett jattesprang for konsten 1 den
nyblivna nya ordningen, dir misterverkens roll inte ldngre var att
indoktrinera eller skramma a maktens végar, utan att utbilda och
foértjusa medborgarna. Det ar dock svart att ldra gamla hundar sitta,
och museet skulle behélla palatsets indoktrinerande/skrammande
prégel ett tag — och inte bara 1 Louvren - till dess att en andra
"upplysningsvag” kom for att slutligen skolja bort den. Det skedde
efter andra virldskriget, under det glada sextiotalet, och &n en gang,
framst 1 Frankrike, med pafundet "kulturfragor” som ett separat
omrade for regeringens stravan, och den respektingivande André
Malraux som den forsta ministern pa den posten. Det var under
Malraux, under det decenniet, som idén utvecklades om att bldsa
nytt liv 1 stadens gamla marknadskvarter genom inférandet av
diverse kulturella funktioner, inklusive ett offentligt bibliotek och
nya lokaler f6r Nationalmuseet f6r samtida konst. Nar projektet
var fullt utbyggt, hade det fatt ett flertal ytterligare funktioner kring
modern och samtida bildkonst och musik, savdl som mdjligheter
att dta, dricka och shoppa, vilket gjorde det till varldens férsta
"universal-kulturkomplex for massorna”’ Byggnaden, ritad av
arkitekterna Renzo Piano och Richard Rogers och invigd 1977,
matchade pionjirandan 1 programmet, genom att erbjuda ett aldrig
tidigare skddat anvindande av estetiserade teknologiska element pa
en massiv stalram och vaningar med 6ppen planlésning som naddes
via rulltrappor, nagot som skar sig rejilt men stolt bade med omradet
och med alla férestéllningar om arkitektur {6r konstinstitutioner till
dags dato.

Centre Pompidous arkitektur, oavsett eventuella tillkortakom-
manden, uppstod ur ett komplext och utbrett intresse for férhal-
landet mellan form och funktion och den rymd som ska anvin-
das, vilket har en betydande plats 1 senmodern arkitektur. Den
visiondre brittiske arkitekten Cedric Prices Fun Fulace, ett projekt
med ett "rolighetslaboratorium” fran 1960-talet, som aldrig blivit
byggt, utmanade forestdllningar om offentliga byggnader och méj-
ligheterna 1 urbant leverne, och har haft ett direkt inflytande pa
Pompidoumuseet.? Trots att den definitivt dr spektakulér, sa kan
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visitors but owners. A small step from Fulais to Musée was a giant leap
for art in the emerging new order, where the role of masterpieces was no
longer to indoctrinate or intimidate on behalf of the rulers, but to educate
and delight the citizens. Old habits die hard, though, and the museum was
to retain the palace’s indoctrinating/intimidating character for a while—
and not just in the Louvre—until a second ‘enlightening’ wave came to
finally wash it away. This was post WWII, in the euphoric Sixties, and,
once again, can be mostly located in France, with its invention of ‘cultural
affairs’ as a separate field of governmental endeavour, and the formidable
André Malraux as the first minister in that post. It was under Malraux,
in that decade, that the idea of regenerating the old market area of the
city by introducing various cultural functions was developed, including
a public library and new premises for the National Museum of Modern
Art. By the time the project was fully programmed, it had acquired several
additional functions around modern and contemporary visual arts and
music, as well options for eating, drinking and shopping, making it the
world’s first ‘multiuse, cultural complex for the masses’” The building,
designed by architects Renzo Piano and Richard Rogers, inaugurated
in 1977, matched the pioneering nature of the programme, by offering
an unprecedented use of aestheticized technological components on a
massive steel frame of largely open-plan storeys accessed by escalators,
which clashed loudly and proudly with both the neighbourhood and
every preconception about the architecture of art institutions to date.
The Gentre Pompidou’s architecture, despite whatever shortcomings,
arose out of a complex and wide-spread preoccupation with the relationship
of form to function and space to use, which has a significant place in
late modern architecture. The visionary British architect Cedric Price’s
Fun Fulace, an unbuilt project from the 1960s for a ‘laboratory of fun’,
challenged notions of public building and the possibilities of urban living,
and s a direct influence on the Pompidou.? Although definitely spectacular,
the Piano/Rogers building cannot claim ‘iconic’ status in Jenck’s sense,
as it was not geared towards an instantly memorable, photogenic shape,
but offered a more complex understanding of entertainment and public
engagement, alongside considerations regarding structure and urban
presence. It should also be added that the kind of media which might
have fed on a building’s novelty did not quite exist at the time—for
who doubts that the Guggenheim Bilbao owes much of its ‘iconicity’
to contemporary media performing another self-fulfilling prophecy? In



inte Piano/Rogers byggnad hdvda "ikonstatus” 1 Jencks betydelse,
déa den inte var inriktad mot en fotogenisk form som omedelbart
fastnar 1 minnet, utan erbjéd en mer komplex forstaelse av under-
hallning och allménhetens engagemang, jimte hansyn till struktur
och urban nérvaro. Det bor ocksa tilldggas att den sorts media som
kunde ha spunnit vidare pd en byggnads nyhetsvirde annu inte rik-
tigt existerade vid den tiden — for vem tvivlar pd att Guggenheim 1
Bilbao kan tacka dagens media, och deras férkunnande av énnu en
sjalvuppfyllande profetia, f6r mycket av sin "ikonicitet”? Hur som
helst, sa kan inte Centre Pompidou ta at sig dran av att ensam ha
forandrat sin stads 6de. Men anda, dess inflytande pa konstmuse-
ers framtid var minst sagt epokgérande, och rev murarna mellan
de skona konsterna och shoppingcentra, medan den legitimerade
den sprudlande arkitekturen 1 tillfalliga utstillningar och markna-
der — for Prices Fun Falace — likval som for officiella institutioner 1
stadens hjirta. Bland de otaliga kommentarer och extensiva studier
som museet generade aratal efter dess 6ppnande, sa kanske ingen
fangade Centre Pompidous radikalitet och inflytande béttre &n Leffet
Beaubourg. Implosion et dissuasion av Jean Baudrillard fran 1977, en upp-
sats som senare av egen kraft fick stort inflytande. Baudrillard sag 1
Centre Pompidou - allmént ként som Beaubourg, efter en av sido-
gatorna — inget mindre dn kulturens déd, en process som inte kunde
stoppas utifran, utan endast kunde implodera mifran — Baudrillard
uppmanade besokare att bokstavligen férbruka byggnaden genom
obarmhirtigt anvandande. Ironin dr, forstds, att just detta verkligen
hénde nagra ar senare, ndr nagra av byggnadens mest framtradande
kénnetecken, inklusive de oerhort populéra rulltrapporna, slets ut
av alltfér ménga besokare, @ven om den férebadade implosionen
inte riktigt gde rum, dd byggnaden endast stingde for en tvaarig re-
novering.’ Trots sin brillianta kritik och sitt akademiska inflytande,
hade Baudrillards kritik ingen stor effekt 1 konstmuseernas virld.
Texter i1 spektrats andra dnde, som ledaren 1 The Architectural Review 1
maj 1977, fangade det som var pa vig att handa mer precist. Artikeln
1 den brittiska tidskriften, som trots att den kritiserar den teknolo-
giska euforin representerad av Centre Pompidou som ganska natv,
avslutades med orden: "Whatever doubts we may entertain about
the working of this building there can be no question that it is the
most stunning new 'go-to’ to be seen in any city. To the architects
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any case, the Gentre Pompidou cannot boast changing its city’s fortunes
single-handedly. And yet, its influence on the future of art museums was
no less than epochal, blasting the barriers between high art and shopping
mall, while legitimising the ebullient architecture of temporary expositions
and popular fairs—equally behind Price’s Fun Falace—for authoritative
institutions in the heart of the city. Of the countless commentaries and
extensive studies it generated for years after its opening, perhaps none
captured the Pompidou’s radicality and influence better than Leffet
Beaubourg: implosion et dissuasion by Jean Baudrillard from 1977, an essay
that went on to become highly influential itself. Baudrillard saw in the
Centre Pompidou—commonly known as the Beaubourg, from one of its
flanking streets—no less than the death of culture, a process that could
not be stopped from the outside, but could only implode from within—
so Baudrillard urged visitors to literally consume the building through
relentless use. The irony, of course, is that this actually happened just
a few years later, when some of the building’s most prominent features,
including the massively popular escalators, were worn out by too many
visitors, though the heralded implosion did not quite take place, as the
building merely closed down for a two-year renovation.’ For all its critical
brilliance and scholarly influence, Baudrillard’s critique did not have a big
effect in the world of museums. Writings at the other end of the spectrum,
such as the leader in The Architectural Review from May 1977, captured
what was about to happen more accurately. The article in the British
journal, although criticizing the technological euphoria represented by
the Pompidou as rather naive, concluded thus: ‘Whatever doubts we
may entertain about the working of this building there can be no question
that it is the most stunning new “go-to” to be seen in any city. To the
architects and to the French state we offer awed congratulations’'” The
Pompidou operated as a catalyst for museums worldwide, hybridizing
programmes, introducing new concepts of public engagement, and
showing architectural design to play a primary role in the institution’s
appeal and identity.



and to the French state we offer awed congratulations.”'® Centre
Pompidou fungerade som en katalysator f6r museer 6ver hela varl-
den, hybridiserade program, introducerade nya koncept f6r allmant
engagemang, och visade att arkitektonisk design spelar en primar
roll 1 institutionens attraktionskraft och identitet.

STORA LOUVREN

Nagra kvarter langre ner pa gatan var Louvren, pa mdnga sitt, Centre
Pompidous motsats: det arketypiska konstmuseet med en fullindad
samling av misterverk berémd 6ver hela virlden, och sedan arhund-
raden en av varldens framsta turistdestinationer. Men det har ocksa,
sedan det lamnade ut uppdraget till sin glaspyramid 1983, anslutit
sig till den utvecklingsmodell som Centre Pompidou banade vigen
for, och anpassat denna till sina unika sirdrag, och tagit det vidare
genom att till programmatisk mangfald och arkitektonisk innovation
lagga till det tredje led som definierar det nya museet 1 det tjugofor-
sta drhundradet: varumirket. Genom att ga igenom vad som blev
kéant som "stora Louvren”-projektet — en betydande investerings- och
omdaningsplan som péagick under storre delen av tjugo ar — s om-
vandlades en konstinstitution som redan hade en samling och ett
lage 1 varldsklass, till ett "museernas superstjarna”!! The New York
Tumes forkunnade, 1 en artikel om invigningen av det nya Louvren
1989, att: "The conversion of the Louvre into a museum that makes
marketing and merchandising a priority is, in a sense, as dramatic an
event as Mr. Pet’s architecture.”'?

Som del av sitt grands travaux som férandrade Paris ansikte, sa an-
litade den franske presidenten Francois Mitterand personligen den
amerikanske arkitekten I. M. Pei for att ompréva det gamla palatsets
organisation och omlopp - vilka bidrog till ett fragmenterat och
labyrintiskt museum - och fér att skapa mer utrymme fér utstéllningar,
saval som battre atkomst f6r allménheten. Peis forslag inkluderade,
bland mycket annat, en omfattande utbyggnad under mark av
korridorer och lobbyer som sammanldnkade de disparata flyglarna,
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[ ]
THE GRAND LOUVRE

A few blocks down the road, the Louvre was, in many ways, the opposite
of the Pompidou: the archetypal art museum with a definitive collection of
masterpieces famous the world over, and a top tourist destination already
for centuries. Butitalso, since commissioningits glass pyramid in 1983, has
espoused the developmental model pioneered by the Pompidou, adapting
it to its unique features, and taking it further by adding to programmatic
diversity and architectural innovation the third feature that defines the
new museum for the twenty-first century: branding. By undergoing what
became known as the ‘Grand Louvre’ project—a major investment and
redevelopment scheme lasting the best part of 20 years—an art institution
with an already world-class collection and location, was transformed into
a ‘superstar museum’.!! The New York Times, in an article on the opening
of the new Louvre in 1989, declared that: “The conversion of the Louvre
into a museum that makes marketing and merchandising a priority is, in
a sense, as dramatic an event as Mr. Pei’s architecture.’'?

As part of his grands travaux that changed the face of Paris, French
president Frangois Mitterand personally commissioned the American
architect I. M. Pei to rethink the old palace’s organisation and circulation—
which made for a fragmented and labyrinthine museum—and to provide
more exhibitionspace,as wellasbetter publicaccess. Pei’s schemeincluded,
among other things, much underground development of corridors and
lobbies that linked the disparate wings, and converged in a major ticket
and information hall underneath the Cour Napoléon, which announced
itself overground by a 21-meter-tall glass and steel pyramid to function as
the main entrance to the museum."* The pyramid, opened in time for the
bicentennial celebrations of the 1789 Revolution, was strongly criticized
at the time as a crass intruder, imposing its hi-tech monumentality on
the venerable old palace, and compromising its decorum. Furthermore,
it was considered an architectural failure in its own right, as the rhetoric
about the glass’s transparency supposedly rendering it invisible was
blown apart by the structural reality of the pyramid with its dense and



och 16pte samman i en stor biljett- och informationshall under Cour
Napoléon, vilken annonserade sinnirvaro ovan jord genomen 21 meter
hog glas- och stalpyramid som skulle fungera som huvudingang till
museet."? Pyramiden, som 6ppnade till tvahundraarsfirandet av 1789
ars revolution, var vid tiden starkt kritiserad, en krass inkriktare,
som tvingade sin hogteknologiska monumentalitet pd det gamla
drevordiga palatset, och dventyrade dess virdighet. Vidare ansags
det som ett arkitektoniskt misslyckande 1 sig, eftersom retoriken om
glasets transparens, som formodades gora det osynligt, slogs sonder
av den strukturella realiteten av pyramiden med sitt massiva och
framtriadande galler av stalkors.'* Men det blev omedelbart populért
hos besokarna och visade sig snabbt vara ett anmarkningsvart prov
pa det som alla museer senare skulle strava efter att uppna: ikonisk
arkitektur. I pyramiden fann allminheten bilden som sammanfattade
Louvren pa samma sétt som Eifeltornet sammanfattar Paris, den
omedelbart igenkdnnbara formen som star for tinget sjalvt, den
Baudrillardska avbilden som ger omedelbarhetens och tillignandets
spanning.”® Publikskaror fran hela virlden som dagligen samlas
runt pyramiden for att fotografera sig med sitt finger illusoriskt pa
dess spets, aterskapar "personifieringen” av det ikoniska métet, som
redan hade funnits med Eiffeltornet 1 decennier, och gick 1 spetsen
for Louvrens omvandling till en populdr attraktion, utéver dess
dragningskraft som konstsamling 1 vérldsklass. Sedan pyramiden
6ppnade har antalet bes6k fordubblats fran ett genomsnitt pa 2,8
miljoner besokare arligen under perioden 1980-1988 till 6ver 5
millioner per ar under 1990-2001.1

Det ér viktigt att inse att Louvren har investerati arkitektur under
hela sin livstid, rivit och ateruppbyggt, Oppnat stingda rum, glasat
in innergardar, och till och med griavt en vallgrav — det senare pa
minister Malraux entrdgna begiran, baserad pa hans tveksamma
overtygelse att det mdste ha funnits en fran borjan.” De tva nyas-
te gallerierna, Pavillion des Sessions, som dppnade ar 2000 for att
hirbargera ett urval av icke visterldndsk konst fran Musée du quai
Branly, och galleriet f6r islamisk konst, som 6ppnade 2012 1 Court
Visconti, pavisar arkitektoniska planer som dr dramatiskt olika till sin
karaktdr men jambordigaibetydelse nér det géller konstruktionen av
en specifik kinsla fér de utstéillda verken. Med sina dyrbart inredda
men nedtonade moderna rum, uppfriskade av minutidst tillverkade
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prominent grid of steel supports.'* But it was instantly popular with the
visitors and was quickly shown to be a remarkable specimen of what all
museums would subsequently strive to acquire: iconic architecture. In
the pyramid, the public found the image that summed up the Louvre
the way the FEiffel tower sums up Paris, the instantly recognisable shape
that stands for the thing itself, the Baudrillardian simulacrum providing
the thrill of immediacy and appropriation.”” The crowds from around
the globe gathering daily around the pyramid to photograph themselves
with their finger apparently on its tip, are replicating the ‘personalization’
of the iconic encounter that had been taking place with the Eiffel tower
already for decades, and spearheaded the Louvre’s transformation into a
popular attraction, above and beyond its appeal as a collection of world-
class art. Since the opening of the pyramid, attendance has doubled from
an average 2.8 million visitors per year for the period 1980-8 to over 5
million per year for 1990-2001.'6

It is important to acknowledge that the Louvre has been investing in
architecture throughout its life, demolishing and rebuilding, opening up
closed rooms, glazing over courtyards, and even digging up a dry moat—
the latter on minister Malraux’s insistence, based on his dubious convic-
tion that there must have been one there originally.” The two newest
galleries, the Pavillion des Sessions, which opened in 2000 to house a se-
lection of non-Western art from the Musée du quai Branly, and the Gallery
of Islamic Art, opened in 2012 in the Court Viscont, feature architectural
schemes with dramatically different characters but equal significance in
the construction of a specific ambience for the exhibited work. With its ex-
pensively clad but understated modern spaces, enlivened by meticulously
crafted cabinets and stands affording each exhibit an enhanced presence,
the Session gallery, designed by French architect J. M. Wilmotte, offers a
studied alternative to the flamboyant and very postmodern Quai Branly
museum itself."® Whilst the Islamic gallery, designed by a Franco-Italian
partnership of architects, Mario Bellini and Rudy Ricciotti, features a
striking tent-like structure of gold coloured anodized aluminium mesh
on the ground floor, accompanied by a dramatically lit basement painted
black, recreating the feel of an Arabic souk."

A further phenomenon demonstrating the Louvre’s continuing
investment in its architecture as an integral part of the museum experience
has been the commissioning of new permanent artworks incorporated
in the building itself—such as the painted ceilings by Georges Braque in



montrar och still som tillfér varje utstillningsféoremal en foérhojd
nérvaro, erbjuder Pavillion des Sessions, ritad av den franske arkitek-
ten J. M. Wilmotte, ett genomténkt alternativ till det flamboyanta och
mycket postmoderna Quai Branly-museet.' Islamiska galleriet, de-
signat 1 ett fransk-italienskt samarbete av arkitekterna Mario Bellini
och Rudy Ricciotti, uppvisar istéllet en sldende tdltliknande kon-
struktion av guldfargat anodiserat aluminiumnat pa bottenvaningen,
atfoljd av en dramatiskt upplyst svartmalad kallare, som dterskapar
kanslan av en arabisk souk."

Ytterligare ett fenomen som pavisar Louvrens pagiende inves-
tering 1 sin arkitektur som en integrerad del 1 museiupplevelsen
har varit bestdllningen av nya permanenta konstverk inférlivade 1
byggnaden — som de malade taken av Georges Braque 1953 och
Cy Twombly 2010, och en installation av Anselm Kiefer 2007.2° Att
anlita samtida konstnarer for tillfalliga, savil som permanenta, instal-
lationer dr nagonting som Louvren har dgnat sig at sedan 1990-talet,
nir detta erkidndes som ett virdefullt redskap for historiska museer
over hela virlden for att ompréva deras relevans och férnya deras
dragningskraft. Under vintern 2013-2014, inkluderade detta instal-
lationen Living Rooms av konstndren Robert Wilson, vilken delvis
bestod av nagra av hans videoportritt av popstjarnan Lady Gaga
som aterskapar berémda historiska malningar, som Jacques-Louis
Davids Marats dod, inflikade bland museets traditionella samling av
portritt.”! Det ar belysande att nér sangerskan besokte Louvren med
anledning av denna utstillning, sa hade pressfotograferna ett 6nske-
mal: kunde hon vinligen stanna for att posera framfér Pyramiden
for nagra bilder, for att pa sd sdtt féreviga det historiska motet mellan
tva popikoner.?

Oaktat allt detta, innebar omvandlingen av Louvren som
pyramiden signalerade mycket mer &dn bara modernisering av
museets férhallande till arkitektur och samtida konst. Vid bérjan
av 1990-talet, hade museet genomgitt en omfattande organisatorisk
omstrukturering, vilket hade gjort det 1 6kande grad oberoende
av statliga myndigheter men ocksa berévat det statlig finansiering.
Efter att 1 realiteten ha blivit en foretagsverksamhet vad gillde
ledningsstruktur, stravade Louvren efter att 6ka sin attraktionskraft
och forbdttra sina inkomster genom entreprendrskap.”? Den
sammanlankning av underhallning och avkoppling med konst som
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in 2007.* Commissioning contemporary artists for temporary, as well
as permanent, installations, is something the Louvre has engaged in
since the 1990s, when this practice became recognized as a valuable tool
for historic museums worldwide to rethink their relevance and renew
their appeal. In the winter 2013-14, this included the installation ‘Living
rooms’ by artist Robert Wilson, part of which were some of his video
portraits of the pop star Lady Gaga recreating famous historic paintings,
such as Jacques-Louis David’s Death of Marat, interspersed within the
museum’s traditional painting collection.” It is revealing that, when
the singer visited the Louvre on occasion of this exhibition, the press
photographers had one request: could she please stop to pose in front of
the Pyramid for some pictures, thus to immortalise the historic encounter
of two pop icons.??

All this notwithstanding, the transformation of the Louvre signalled
by the pyramid entailed much more than simply the modernization of the
museum’s relationship to architecture and contemporary art. By the early
1990s, the museum had undergone a major organisational restructuring,
which left it increasingly emancipated from national authorities, but,
equally, bereft of state funding. Having become, effectively, a business
in its management structure, the Louvre sought to expand its appeal
and increase its income through entrepreneurship.?® The coupling of
entertainment and leisure with high art first seen at the Pompidou, was
manifested here in the Louvre’s very own shopping centre, the Carrousel
du Louvre, featuring franchises from many international brands and a
host of Louvre-branded merchandise, also accompanied by a dramatic
diversification of the provision within the museum, including talks,
screenings, and other events. The brand’s understated black & white logo,
featuring the museum’s name against a wispy cloud, was introduced at
the same time, and has provided the transferable visual counterpart to the
iconic pyramid ever since.

The Carrousel du Louvre is part of the underground redevelopment
of Pei’s scheme providing public access from a number of points around
the greater Louvre complex, and includes the only other entrance to the
museum outside the pyramid. The routes through the shopping centre
itself eventually lead to the museum’s cavernous ticket and information
hall under the pyramid, via a smaller hall that features a glass pyramid
of its own, a reduced and inverted version of the main one above.



forst sags vid Centre Pompidou, visade sig hir 1 Louvrens alldeles
eget shopping center, Carrousel du Louvre, med franchiseprodukter
fran manga internationellamérken och en uppsjo med Louvremarkta
varor, vilket ocksd atféljdes av an dramatisk diversifiering av
det som tillhandaholls inom museets viggar, inklusive foredrag,
visningar och andra event. Markets nedtonade svartvita logotyp,
med museets namn mot ett tunt moln, introducerades vid samma
tidpunkt, och har tillhandahallit en 6verférbar visuell motsvarighet
till den ikoniska pyramiden allt sedan dess.

Carrousel du Louvre ar del av Peis planritning med en omfattande
utbyggnad under mark som ger allmdnheten dtkomst via ett antal
punkter runt om det stérre Louvrekomplexet, och inkluderar den
enda andra ingingen till museet férutom pyramiden. Rutterna
genom sjdlva shoppingcentret leder till slut till museets enorma biljett-
och informationshall under pyramiden, via en mindre hall med en
egen glaspyramid, en minskad och inverterad version av pyramiden
ovanfor. Att konstruera en "spegelpyramid” 1 Carrousels férrum till
sjalva museet var en betydelsefull gest, som inte bara tillhandahéller
en vigvisare till museets entré, utan som ocksa ger vardighet till
shoppingcentrat som en integrerad del av upplevelsen av Louvren.
I januari 2014 6ppnade det berémda Parisvaruhuset Printemps sin
forsta nya filial pa trettio ar i ett 2 500 kvadratmeter stort utrymme
pa basta plats 1 Carrousel, rakt framfér den inverterade pyramiden
och museets entré. Det bekraftar Louvren som moderskeppet
under vilkets beskydd denna vav av samhillsliv utspelar sig, och
filialens namn ar Printemps du Louvre. Dess marknadsféring infor
invigningen, inklusive affischer 1 Carrousel och runt om hela Paris,
savdl som videokonst och andra media, har lutat sig tungt mot
igenkdnnbara mésterverk fran museet, smidigt blandade med med
konsumtionsvaror. Mona Lisa, en av Louvrens andra ikoner vars status
som superstjdrna omsorgsfullt har odlats av museet, har varit den
mest idgonenfallande bland dessa. Starbucks oumbiérliga Parismugg,
som domineras av Louvrens Ostra kolonnad, och en blandning av
alltifran billigare varor till lyxmarken, befolkar Carrousel sida vid
sida med en fantastiskt valférsedd konstbokhandel/museibutik 1 tva
vaningar. Den underjordiska foérgarden till sjdlva institutionen utgor
ett forkroppsligande av idén om att ett férbund mellan varumérken
dr menat att berika alla involverade.**
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Constructing a ‘mirror’ pyramid in the Garrousel antechamber to the
museum proper was a significant gesture, not just providing a signpost
for the museum entrance, but also granting decorum to the shopping
centre as an integral part of the Louvre experience. In January 2014, the
famous Parisian department store Prinfemps opened its first new branch
in 30 years in a 2,500 sq.m. premium space of the Carrousel, right in
front of the inverted pyramid and the museum’s entrance. Confirming
the Louvre as the mother ship under whose auspices this rich tapestry
of civic life takes place, the name of the branch is Printemps du Louvre. Its
inaugural marketing campaign, including posters in the Carrousel and
all over Paris, as well as video art and other media, has relied heavily on
recognizable masterpieces from the museum blending seamlessly with
consumer goods. The Mona Lisa, one of the other Louvre icons whose
superstar status has been carefully cultivated by the museum, has been
the most prominent among them. With the indispensible Starbucks fea-
turing a Parisian mug dominated by the Louvre’s East Colonnade, and
a mix of mid-range to luxury brands inhabiting the Carrousel along-
side a splendidly stocked two-storey art bookshop/museum boutique,
the underground prelude to the institution proper is an embodiment
of the concept that an alliance of brands is meant to elevate all those
involved.?!

The commodification of what should, arguably, have remained the
opposite of consumer culture in a civilized society, as demonstrated by
an increasing number of art museums including the Louvre, has raised
strong criticism worldwide. Julian Stallabrass, in an article focusing on
the Tate galleries in London, writes that museum branding has become
a means for:

attracting the transient, insecure and protean populations that the neoliberal attack on
the state, welfare and the trade unions has brought about. Indeed, those groups are
celebrated as the virtuous, adaptable avatars of the reign of fleet-footed, ever-mutating

finance capital.?s

Nevertheless, museums and other cultural institutions around the world
continue to pursue this route, in a climate of increasing financial pres-
sure and general uncertainty. A more forgiving or ambivalent reading
of the situation, with specific reference to the Louvre, is offered by Mark
Pimlott:



Kommersialiseringen av det som, kan man tycka, borde ha
forblivit motpolen till konsumtionskulturen i ett civiliserat samhille,
exemplifierat av ett 6kande antal konstmuseer inklusive Louvren,
har véckt stark kritik 1 hela varlden. Julian Stallabrass skriver, 1 en
artikel som fokuserar pa Tatemuseerna i London, att varumérket har
for museer blivit ett medel for att:

attracting the transient, insecure and protean populations that the neoliberal attack on the
state, welfare and the trade unions has brought about. Indeed, those groups are celebrated

as the virtuous, adaptable avatars of the reign of fleet-footed, ever-mutating finance capital >

Inte desto mindre sd fortsatter museer och andra kulturinstitutio-
ner runt om 1 vdrlden pd den inslagna vagen, 1 ett klimat med 6kat
finansiellt tryck och allmén osékerhet. En mer forlatande eller ambi-
valent ldsning av situationen, med specifik referens till Louvren, ges
av Mark Pimlott:

The interior space of the Grand Louvre appeals to a public that increasingly defines its free-
dom as the franchise to consume as and what it desires anywhere, and to be seen in the act
of doing so. It recognises that commodities and historical artefacts occupy the same space of

publicity, entertainment and consumption.?®

GLOBAL UPPLYSNING

Sa, bortsett fran fragor om rangordning, pa vilket sitt dr omvand-
lingen av Louvren annorlunda jamfért med det som hander i museer
over hela virlden? Det finns verkligen en viktig dimension nir det
galler den drevordiga gamla damen, som stracker sig bakat till dess
historia och in 1 framtiden via dess uppdragsformulering och 6ver-
gripande vision, och som utmarker det bland dess likar. Detta skulle
kunna beskrivas som ett projekt fér kommersialiserad upplysning,
en sorts mycket fransk, centraliserad sadan. I 6verensstimmelse med
sin omvandling till ett globalt varumirke, har Louvren ocksa sj6-
satt en expansion bortom sitt ursprungliga lage, och foljer 1 andra
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The interior space of the Grand Louvre appeals to a public that increasingly defines its
freedom as the franchise to consume as and what it desires anywhere, and to be seen
in the act of doing so. It recognises that commodities and historical artefacts occupy

the same space of publicity, entertainment and consumption.?

[ ]
GLOBAL ENLIGHTENMENT

So, questions of precedence aside, how is the transformation of the Louvre
any different to what is happening in museums the world over? There
is, indeed, an important dimension to the grand old lady, which extends
back to its history and projects into the future via its mission statement
and overarching vision, and which distinguishes it from its peers. This
could be described as a project of consumerized Enlightenment, of a very
French, centralized kind. In keeping with its transformation to a global
brand, the Louvre has also embarked on an expansion beyond its original
location, following in the footsteps of other such institutions. However,
its two new branches, in Lens and Abu Dhabi, are substantially different
to their equivalent of, say, the Guggenheim. In the existing and proposed
pool of the new-built Guggenheims the emphasis is on each building
making a unique claim on its location, as, crucially, do the collections and
exhibitions housed therein. The brand is the powerful unifying factor and
prestige-giver, but a brand, properly speaking, is an abstract, unsituated
signifier. The Frank Lloyd Wright Guggenheim in New York as a specific
building and collection bears little, if at all, on the attraction and fame
of its counterpart in Bilbao. It is doubtful whether the droves of dutiful
tourists on the Spanish pilgrimage even know about it. It appears to be
the opposite with the Louvre. Although it may be too soon to generalize
as only one of the two planned branches is open, evidence suggests that,
rather than stand-alone iterations of a franchise falling over each other
to attract attention, the new Louvres are satellites bound to and drawing
their significance from the mother ship of the one and only Grand Louvre.
This may sound odd, as the drive behind the Louvre’s first branch,
maugurated in the northern town of Lens in December 2012, was the
institution’s response to the ongoing national project of decentralizing art



liknande institutioners fortspar. Dock skiljer sig dess tva nya filialer,
1 Lens och Abu Dhabi, visentligen frdn deras motsvarighet, som
till exempel Guggenheim. I den existerande och foreslagna poolen
av nybyggda Guggenheimmuseer ligger tonvikten pa att varje bygg-
nad gor ett unikt avtryck pa platsen, vilket ytterst ocksa samlingarna
och utstéllningarna som finns dér gér. Varumirket dr den kraftfulla
sammanhallande faktorn som ger prestige, men ett varumarke, strikt
talat, 4r en abstrakt, icke-situerad signifikant. Frank Lloyd Wrights
Guggenheim 1 New York som en specifik byggnad och samling har
liten, om ndgon, paverkan pa attraktionskraften och berémmelsen
for dess motsvarighet 1 Bilbao. Det ér tveksamt om de mangder med
plikttrogna turister pd den spanska pilgrimsfarden ens kanner till
det. Forhallandet tycks vara det motsatta med Louvren. Aven om
det kan vara alltfor tidigt att generalisera eftersom endast en av de
tva planerade filialerna har 6ppnat, finns det beldgg for att Louvrens
nya satelliter, snarare &n enskilda franchisemuseer som tampas om
uppmairksamheten, dr starkt knutna till, och far sin betydelse fran
moderskeppet, det enda 1 sitt slag, stora Louvren. Det later kanske
underligt, da satsningen bakom Louvrens forsta filial, invigd 1 den
nordfranska staden Lens 1 december 2012, var institutionens svar
pa det pagdende nationella projektet med att utlokalisera konst och
kultur fran Paris. En ndrmare granskning torde visa pa hur bade
detta och det ovan hivdade anspraket pa en villkorad existens kan
vara sanna.

En intresseférfragan om att etablera en Louvrefilial nigon
annanstans 1 Frankrike stdlldes till alla regioner, men endast Nord-Pas-
de-Calais svarade, och angav ett antal mdjliga stader, diar Lens, kan
man nog pastd, var den minst troliga.”” En liten, avsides beldgen och
fattig, fore detta gruvstad, som inte ens hade en biograf nir den valdes
som platsen fér Louvre II. Staden hoppades pa en "Bilbaoeffekt”®
som, hur som helst, kanske aldrig kommer, dd museet 1 Lens har
helt andra forutséttningar &n det mer berdmda spanska exemplet.
Louvren Lens ritades av den japanska arkitektfirman SANAA, som
hade slutfért New Museum 1 New York 2007. Med en motsvarande
kanslighet for detta projekt ritade SANAA en rad med minimalistiska
lador 1 aluminium och glas med endast ett vaningsplan fér museet,
placerat 1 en av de manga tomma omraden i stadens utkanter dér
det tidigare varit industriell aktivitet. P4 rejalt promenadavstind fran
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and culture from Paris. But a closer look should reveal how both this and
the above claim of a contingent existence could be true.

A call of interest for hosting a Louvre branch elsewhere in France was
placed to all its regions, to which only Nord-Pas-de-Calais responded,
offering a number of possible cities, with Lens being, arguably, the least
likely.*” A small, remote and impoverished former mining town, it did
not even have a cinema when it was selected to host Louvre II. The town
was hoping for a ‘Bilbao effect’?®; which, nevertheless, may never come,
as the Lens museum is an altogether different proposition to the more
famous Spanish example. The Louvre Lens was designed by Japanese
architectural firm SANAA, who had completed the New Museum in
New York in 2007. Bringing a similar sensibility to this project, SANAA
designed a string of minimalist aluminium and glass boxes of just one
storey for the museum, sited in one of the many empty expanses of
former industrial activity at the edges of town. A substantial walk from
the station and town centre, the imperceptibly designed, sprawling
landscape and the low-lying architectural scheme in its midst are, at best,
‘studiedly unemphatic™’, and, at worst, rather underwhelming. The
interior is of a similar character, in cool whites and greys with much glass,
strongly evoking airport lounges or generic corporate headquarters.
The large entrance hall features the usual services (tickets, information,
shop, kafé, and an enclosure for private events) housed in pod-like
structures dotted around the light and airy space. A staircase leads to the
basement where the education services are located (named ‘Discovery
Space’, in keeping with current museum terminology), while doorways
at either end of the hall are entrances to the two main galleries: the main
exhibition and the temporary, respectively. The Louvre Lens does not
have a permanent collection. Louvre HQ will be furnishing an ever-
changing main exhibition every 5 years, while the smaller temporary
gallery will host more diversely sourced and frequently changing shows.
As stated in the museum’s website, its main aim is to ‘develop awareness
of the Louvre’s collection of artworks dating from between the sixth
millennium BC and 1850’3 Its main exhibition, and arguably its raison
d’étre, is the Galerie du Temps [Gallery of Time] a single, uninterrupted
display in the largest space, a 120m long rectangle with no windows,
uniform aluminium walls and a flat louvered ceiling diffusing natural and
artificial light. All exhibits are off the walls, on display stands positioned
on an orthogonal but loose grid running the length of the hall. The



stationen och stadscentrum, dr det omarkligt designade, utspridda
landskapet och denlaga arkitektoniska ordningenidess mitt, som bist,
"utstuderat oempatiskt™’, och som samst, inte direkt vervaldigande.
Interiéren har en likande karaktir, med kalla vita och gra toner och
mycket glas, vilket starkt paminner om vanthallar pa flygplatser eller
foretagshogkvarter 1 allmédnhet. I den stora entréhallen finner man de
vanliga gjdnsterna (biljetter, information, butik, kafé samt en avgran-
sad del avsedd for privata tillstdllningar) inrymda 1 strukturer som
paminner om kapslar, utplacerade runt det ljusa luftiga utrymmet. En
trappa leder ner till kéllarvaningen dar utbildningsverksamhet finns
(kallat "upptackarverkstad” 1 linje med aktuell museiterminologi),
medan portgangar 1 var dnde av hallen dr ingangar till de tva huvud-
gallerierna: huvudutstéllningen, respektive den tillfdlliga. Louvren 1
Lens har inte en permanent samling. Louvren 1 Paris kommer att
tillhandahalla en huvudutstillning som gérs om vart femte ar, medan
det mindre tillfdlliga galleriet kommer att std vdrd for utstéllningar
med mer diversifierat ursprung och som ofta andras. Som det star pa
museets webbplats, ar dess huvudsyfte att "develop awareness of the
Louvre’s collection of artworks dating from between the 6th millen-
nium BC and 1850”2 Huvudutstéllningen, och kan man nog hivda,
dess existensberittigande, dr Galerie du Temps (Tidens galleri) en enda,
sammanhéngande utstdllning 1 det storsta utrymmet, en 120 meter
lang rektangel utan fonster, med enhetliga aluminiumvaggar och ett
platt spjaltak dar naturligt och artificiellt ljus smélter samman. Alla
utstéllningsfoéremal dr placerade ut fran vdggen, 1 montrar infogade 1
ett 16st men ratvinkligt rutndt som l6per utefter hela salens ldngd. Den
ordnande principen &r kronologi, som bérjar vid ingangen "from the
birth of writing around 3500 BC until the middle of the 19" century,
taking in the entire chronological and geographical scope of the collec-
tions of the Louvre museum”.*! Den inledande texten till utstéllningen
forklarar att det ar en universell korridor 6ver historien, dar verk
fran samma tidsperiod kan jadmf6ras mot olika samhallen. Som hyélp 1
detta, har viggarna en linje som I6per utefter hela utstéllningens langd
och "marking the millennia and the centuries from ancient Egypt to
Delacroix, a sort of potted version of the history of art in easy steps”.??

En del kritiker anser att denna traditionella narrativa sekvens ar
alltfor rigid och didaktisk, samtidigt som de kommenterar dess brist
pa 6verensstimmelse med arkitekturen. William Curtis skriver:
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ordering principle is chronology, starting at the entrance ‘from the birth
of writing around 3500 BC until the middle of the 19" century, taking in
the entire chronological and geographical scope of the collections of the
Louvre museum’® The introductory text to the display explains that this
1s a universal corridor of history, where works of the same period can be
compared across different societies. To assist with this, the walls feature
a line running the length of the exhibition ‘marking the millennia and
the centuries from ancient Egypt to Delacroix, a sort of potted version
of the history of art in easy steps’.*

Some critics have found this traditional narrative sequence too rigid
and didactic, while commenting on its incongruity with the architecture.
William Curtis writes:

In my view the silver aluminium side walls are a disaster which denature the objects
and convey the overall atmosphere of a suave luxury goods store in an international
airport or an upmarket mall. There was a split second when I thought I should be
looking for the price tickets of the objects on sale.*®

Others have identified the curatorial vision at Lens, with specific reference
to the comparative timeline of the main exhibition, as ‘revolutionary’,
contrasting with the Louvre’s display of art by country and period or
school.?* Indeed, the catchphrase on Louvre Lens’ website is ‘Le Louvre
Autrement’ [the Louvre Differently]. But to take this to heart and see the
Galerte du Temps as a radical departure from Louvre HQ is, arguably, to
miss the point. The collection in Paris is shown by period and location,
and is one iteration of canonical art history, as well as a convenient way
to rationalize a truly vast number of works, impossible to see in one go—
and that is only the 35,000 pieces on display out of a whopping total of
445,000 mostly held in storage.?® The mere 200 selected for the Galerie
du Temps in Lens comply fully with the value system, interpretive scheme,
and mission to enlighten of the Louvre—they are just set out in a single
space and their ordering follows a straight chronological order, another
version of canonical art history. The comparative dimension across
continents is, in fact, a popular eighteenth century invention, which
is simply reprised here.?® This is not to diminish the Lens exhibition’s
potential value or appeal, but simply to show it as a product of the same
art historical sensibility that has governed the Louvre since its inception.
It is not the ‘autrement’ that carries the weight here, it is the ‘Louvre’.



In my view the silver aluminium side walls are a disaster which denature the objects and
convey the overall atmosphere of a suave luxury goods store in an international airport or
an upmarket mall. There was a split second when I thought I should be looking for the price

tickets of the objects on sale.®

Andra har identifierat den curatoriella visionen i Lens, med specifik
referens till den jamférande tidslinjen 1 huvudutstillningen, som
“revolutionerande”, 1 kontrast till hur Louvren stéller ut konst efter
land och period eller skola.?* Forvisso, slagordet pa Louvren i Lens
webbplats dar "Le Louvre Autrement” (Det annorlunda Louvren).
Men att ta till sig detta och se Galerie du Temps som ett radikalt avsteg
fran Louvren 1 Paris dr, kan man nog hédvda, att missa podngen.
Samlingen 1 Paris visas efter period och plats, och &r en upprepning
av vedertagen konsthistorisk kanon, savil som ett praktiskt sdtt att
behandla en verkligt ofantlig méngd verk, omgjliga att se vid ett
tillfalle — och det galler bara de 35 000 féremalen som visas av det
vildiga totala antalet, 445 000, som mestadels dr magasinerade.*®
De blott 200 som valts ut f6r Galerie du Temps i Lens uppfyller helt
varderingssystemet, tolkningsschemat och varvet att upplysa om
Louvren - de ér endast utplacerade 1 ett enda rum och deras logik
foljer en rak kronologisk ordning, en annan version av konsthistorisk
kanon. Den jimférande dimensionen mellan kontinenter dr, i
realiteten, en allmdn 1700-talskonstruktion, som endast aterupprepas
har.3¢ Detta inte sagt for att férminska utstallningen 1 Lens potentiella
virde eller dragningskraft, utan endast for att pavisa att den ar en
produkt av samma konsthistoriska kénsla som har styrt Louvren
sedan dess borjan. Det édr inte ”autrement” som har tyngd hér, det
ar Louvren.

I Louvrens verksamhetsidé efter dess omvandling 1996, ar den
ledande devisen att prioritera institutionens dtagande gentemot all-
ménheten, och dess plikt att "increase and welcome this audience,
and to contribute to its cultural enrichment”*” Louvren i Lens har en
annorlunda arkitektonisk karaktir och helhetsintryck jamfoért med
originalet, men vidhaller ocksa, till fullo, uppdraget och Louvrens
identitet som ett bestdende forkroppsligande av den franska upplys-
ningen och dess ivestering 1 konst fér allmanhetens reformering.
Med sin distinkt samtida men dnda nedtonade arkitektur och dess
tidlésa encyklopediska curatoriella vision, genomsyrat av vad vi
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In the Louvre’s post-transformation mission statement of 1996, the
leading item prioritizes the institution’s commitment to the public, and
its duty to ‘increase and welcome this audience, and to contribute to
its cultural enrichment’?” The Louvre Lens has a different architectural
character and overall presence to the original, but it, also, adheres fully to
this statement, and to the Louvre’s identity as enduring embodiment of
the French Enlightenment and its investment in art for public betterment.
With its distinctly contemporary yet understated architecture and its
timeless encyclopaedic curatorial vision, infused with what we could,
perhaps, see as the frisson of a post-colonial cross-cultural narrative, it
is exporting this vision beyond the hallowed grounds of the old Parisian
palace, in a distinctly un-Guggenheim way.?

With Lens, brand Louvre is shown to extend more deeply than the
obviously commercialized aspects of the museum, into the mission and
curation itself. And this is confirmed with what we know so far of its
second satellite, in Abu Dhabi, scheduled to open in December 2015.
The building is not only larger but also more spectacular than the one
in Lens, presumably dictated by the location and the dominance of what
has aptly been named the ‘Emirates style’** However, it is clearly on the
understated side of this style, contrasting with its considerably more
flamboyant neighbours. It is sited on the artificial island of Saadiyat, a
private development of exclusive housing and leisure facilities, including
a cultural quarter that will feature, among other things, a concert hall
designed by British architect Zaha Hadid, and another Guggenheim,
also designed by Gehry. The Louvre offering is designed by French
architect Jean Nouvel, and is based on the concept of the medina—a
traditional Arabic village with small, cubic houses clustered together—
built partly over water and covered by a massive dome. The design team
explain that the intention was not to produce a ‘hi-tech’ architecture
making a statement irrespective of context, but something that draws
from the location and its traditions, albeit interpreted in appropriate
scale and with the necessary technologies to suit its modern function.
The large but gently curved dome provides a simple and distinctive
form with some potential for iconicity, while it also aims to provide
natural cooling, shading, and what looks like a calm, almost meditative
atmosphere in the few visualizations available.*’ These, both of interior
and exterior spaces, show the project as uniformly white, and, together
with its distinctive but simple outline, set the tone for the project, which



kanske kan se som spanningen 1 en postkolonial tvirkulturell nar-
ration, exporterar det denna vision bortom den helgade marken vid
det gamla parisiska palatset, pa ett distinkt oguggenheimskt sétt.*®
Med Lens visar sig varumirket Louvre na djupare dn de uppenbart
kommersialiserade aspekterna av museet, in i sjdlva det curatoriella
uppdraget. Och detta bekriftas av vad vi vet hittills om dess andra
filial 1 Abu Dhabi, som enligt programmet ska 6ppna i december
2015. Byggnaden dr inte bara storre utan ocksa mer spektakuldr dn
den 1 Lens, férmodligen styrt av laget och dominansen av vad som
har kommit att kallas "emiratstilen”?* Emellertid 4r det helt klart en
nedtonad variantav dennastil, ikontrast till dess betydligt praktfullare
grannar. Det ligger pa den konstgjorda 6n Saadiyat, ett privat
bostadsomrade med exklusiva bostider och fritidsanldggningar,
inklusive en kulturell kvartett som kommer att omfatta bland annat
ett konserthus ritat av den irakisk-brittiske arkitekten Zaha Hadid,
och ett till Guggenheim, ocksa ritat av Gehry. Louvreanbudet ar ritat
av den franske arkitekten Jean Nouvel och ér baserat pa konceptet
av en medina — en traditionell arabisk by med sma, kubiska hus
samlade 1 en klunga — delvis byggd 6ver vatten och tickt av en
vildig kupol. Designteamet forklarar att syftet inte var att producera
nagon "hogteknologisk” arkitektur och gora ett statement oberoende
av kontexten, utan nagot som hamtar inspiration fran platsen och
dess traditioner, lat vara tolkat 1 lamplig skala och med nédvandig
teknik for att passa dess moderna funktion. Den stora men mjukt
bojda kupolen ger en enkel och distinkt form med en viss potential
for ikonicitet, medan den ocksa stravar efter att ge naturlig svalka,
skugga och vad som ser ut som en lugn, nistan meditativ atmosfar
hos de fa tillgdngliga visualiseringarna.*’ Dessa, bade invindiga och
yttre rum, visar projektet som enhetligt vitt, och, tillsammans med
dess distinkta men enkla kontur, anger tonen for projektet, som tycks
satsa pa en sval modernism snarare dn grannarnas skriniga stil.
Louvren i Abu Dhabi kommer att visa utstdllningar fran Louvren
1 Paris samt flera andra parisiska konstinstitutioner med vilka det
har tecknat ett langsiktigt avtal, som Versailles, Musée d’Orsay och
Centre Pompidou. Men dess permanenta samling haller, intressant
nog, pa att férvirvas for syftet, genom betydande finansiering fran
Emiratet, under vigledning av experter fran Louvren. En sadan
kommenterar den vigledande principen bakom férvarven som att
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appears to invest in a cool modernism rather than the rambunctiousness
of its neighbours.

Louvre Abu Dhabi will be showing exhibits from Louvre HQ and
several other Parisian art institutions with which it has signed a long-term
agreement, such as Versailles, the Musée d’Orsay, and Centre Pompidou.
But its permanent collection s, interestingly, being acquired for the pur-
pose, through major funding from the emirate, guided by Louvre experts.
One such comments on the guiding principle behind the acquisitions as
being not just about the best artworks, but ‘works that have a story to
tell, we wanted to make icons’*! Not surprisingly, Louvre Abu Dhabi de-
fines itself by drawing in the most direct and explicit way from Louvre’s
pedigree—arguably more so than the original museum itself. The branch’s
website refers to its parent institution thus: ‘Heir to the century of the
Enlightenment and the French Revolution, the Louvre stands since as the
“museum among museums”** And it previews itself as:

A universal museum, giving insight into the history of humankind since the beginning
of time...It will also play an important social role in the United Arab Emirates. In
this respect, it can be seen as a product of the 18*-century Enlightenment in Europe.
This movement gave birth to the principle of the encyclopaedic and universal mu-
seum housing diverse collections of artworks for the purposes of public display and

scientific study. **

The curatorial vision for the emirati Louvre is an important aspect
of the museum. It claims to be ‘an alternative to the particular vision
of the world that has long been proposed by museums™, but is none
other than the comparative art history also found in Lens, fitting nicely
with the ambitions of the Abu Dhabi establishment to disseminate the
original Enlightenment ideals of the Louvre. This is the Louvre’s first
foray outside its home country, and in a greatly competitive context,
to boot, produced with major investment on both sides, so, clearly, the
stakes are high. But there is little sign of a rush to innovate. Instead, the
project appears to be proceeding with established ideas and principles,
consistent with the enduring allure of brand Louvre. In the summer of
2014, an exhibition entitled ‘Birth of a Universal Museum’ placed the 160
newly acquired artworks for Abu Dhabi on display for the first time in
the Louvre, Paris. The exhibition was described as celebrating ‘dialogue
between civilizations, in a spirit of universality and humanism’, but, at



det inte bara handlar om de basta konstverken, utan "works that
have a story to tell, we wanted to make icons”*! Inte att foérvéna,
Louvren i Abu Dhabi definierar sig sjilvt genom att luta sig direkt
och pa ett explicit sitt mot Louvrens arv — mer, kan man hévda,
dn ursprungsmuseet sjdlvt. Filialens webbplats hanvisar till sin
moderinstitution sd har: "Heir to the century of the Enlightenment
and the French Revolution, the Louvre stands since as the ‘'museum
among museums’’** Och det férhandsbeskriver sig som:

A universal museum, giving insight into the history of humankind since the
beginning of time [...] It will also play an important social role in the United
Arab Emirates. In this respect, it can be seen as a product of the 18th-century
Enlightenment in Europe. This movement gave birth to the principle of the ency-
clopaedic and universal museum housing diverse collections of artworks for the

purposes of public display and scientific study.*

Den curatoriella visionen fér emiratens Louvre dr en viktig aspekt
fér museet. Den pastér sig vara "an alternative to the particular vi-
sion of the world that has long been proposed by museums”**, men
ar inget annat dn den jamférande konsthistoria som ocksd aterfinns
1 Lens, och som passar bra med Abu Dhabi museets ambition att
sprida Louvrens ursprungliga upplysningsideal. Detta dar Louvrens
forsta utflykt utanfor sitt hemland, och 1 en mycket konkurrensprag-
lad kontext, producerad med stora investeringar fran bada sidor, sa
insatserna dr helt klar hoga. Men dir finns inga tecken pa att skynda
mot fornyelse. Istdllet verkar projektet fortskrida med etablerade
idéer och principer, 1 enlighet med den bestdende lockelsen hos va-
rumdrket Louvren. P4 sommaren 2014, visades en utstéllning kallad
Birth of a Universal Museum med de 160, for Abu Dhabi, nyforvarvade
konstverken for forsta gangen pa Louvren i Paris. Utstéllningen be-
skrevs som en lovsang till "dialog mellan civilisationer, 1 vidsynthe-
tens och humanismens anda”, men samtidigt kan betydelsen av att
visa denna nya samling for forsta gangen, inte i dess tdnkta hemvist
— de som har betalat fér den — utan pa den institution som lanar det
sin berémmelse och sina lumiéres, endast befista den avgérande roll
modermuseet har for sina filialer.
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the same time, the significance of showing this new collection for the first
time ever not in its intended home—and the one that paid for it—but in
the institution lending it its fame and its lumaeres, cannot but enforce the
essential role the mother ship plays in the life of its satellites.

[ ]
BEYOND THE LOUVRE

Museums across the world are becoming increasingly independent from
the state for their management and funding, which, although concerning
on one level, has nevertheless necessitated a certain entrepreneurial turn
for their very survival. The challenge of how to remain entertaining,
mteresting and exciting, in a world inundated by media, is great. A special
report by The Economist in January 2014 points out that more choices for
spending one’s leisure time are available today than ever before, including
an increasing scope of offerings via television and the internet, so why
would people ‘want to traipse round museums if most of the stuff they
can see there is available at the click of a mouse?’* Clearly, the experience
museums offer must be enhanced beyond simply making available their
collections, and this is where the total package of branding, architecture
and ambience, and a specific curatorial vision come in. Margot Wallace
suggests that: ‘Good branding speaks about the mission and vision to all
people that a museum touches—its external and internal markets—in a
voice that is distinctive and consistent.*® Exhibition themes reaching out
to people across borders and alluding to overarching ideas of ‘common
humanity’, while ostensibly highlighting regional or marginalized aspects
of culture, seem to be increasingly popular with art museum visitors, and
beneficial for forging long term international partnerships.” In this light,
the Louvre and its grand narrative of the progress of history and the
achievements of a universally understood humanity, supported by two
recent galleries in the Parisian headquarters dedicated to non-western
art, and the first international branch in the Arabic world, seems like a
winning recipe.

The Louvre is one of the world’s few ‘superstar museums’ that ticks
all the boxes defining this kind of institution, according to Bruno Frey



BORTOM LOUVREN

Museer 6ver hela virlden blir alltmer oberoende av staten for sin
forvaltning och finansiering, som, trots att det pa ett plan dr oro-
vickande, icke desto mindre har nédvandiggjort en viss entreprend-
riell vindning f6r att de ska 6verleva. Utmaningen 1 hur man f6érblir
underhéllande, intressant och spidnnande, 1 en virld 6versvimmad
av media, dr stor. En specialrapport i The Economist 1 januari 2014
podngterar att fler val dn ndgonsin finns f6r hur man ska tillbringa
sin fritid, inklusive en 6kad bredd av erbjudanden via tv och inter-
net, sa varfor skulle folk "want to traipse round museums if most
of the stuff they can see there is available at the click of a mouse?”*
Det star klart att museerna maste erbjuda forhéjda upplevelser som
kraver mer av dem &n att bara gora sina samlingar tillgéingliga, och
det dr hér hela paketet med varumirke, arkitektur och atmosfar, och
en specifik curatoriell vision spelar in. Margot Wallace later forsta
att: "Good branding speaks about the mission and vision to all pe-
ople that a museum touches - its external and internal markets — in
a voice that is distinctive and consistent.”*® Utstallningsteman som
nar ut till ménniskor 6ver grinser och anspelar pa 6verbryggande
idéer om det "gemensamt minskliga” medan de nominellt belyser re-
gionala eller marginaliserade kulturaspekter, tycks 6ka 1 popularitet
bland besokare pa konstmuseer, och dr férdelaktiga nér det galler att
skapa langsiktiga internationella samarbeten.* Sett 1 detta ljus tycks
Louvren och dess storslagna berdttande om historiens framatskri-
dande och prestationerna hos en universellt férstadd mansklighet,
uppburet av tvd nyare gallerier 1 det parisiska huvudsitet tillignat
icke-visterlandsk konst, och dess forsta internationella filial 1 arab-
virlden, vara ett vinnande koncept.

Louvren dr ett av vérldens fa ”superstarmuseer” som uppfyller
alla kriterier som definierar den sortens institution, enligt Bruno
Frey som uppfann denna kategori — namligen, att vara vérldsberémt
och ”ett maste” 1 den globala turistens resplan, att ha mycket hoga
besokssiffror, som visar berémda verk vilka har blivit synonyma med
institutionen, som uppvisar anslaende ny arkitektur, och som ar rakt
igenomkommersialiserade, ochfungerarsomettféretagavatminstone
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who invented this category—namely, being world famous and ‘a must’ in
global tourist itineraries, having a very large number of visitors, displaying
famous works that have become synonymous with the institution,
featuring striking new architecture, and being thoroughly commercialized,
operating as an enterprise of at least national significance.*® It is also the
most visited art museum in the world according to The Art Newspaper, and
has held this position since the publication begun its survey six years ago.*
And, according to the Financial Times, Abu Dhabi paid a whopping $520
million just to license the Louvre’s name, with a similar fee to be paid in
addition for the privilege of borrowing objects from its collection.* Official
figures have not been disclosed, but reports claim that the equivalent sum
paid by the emirate for the Guggenheim brand was a mere $20 million.”*
But the significance of the Louvre cannot be gleaned from figures alone:
this 1s the archetypal public art museum, inaugurated by a Revolution
that changed the face of the world with such acts as the declaration of
human rights, the abolition of church and monarchy, and the legislation
of the public dissemination of art as a cornerstone of enlightened nations.
After centuries of implementing this vision from its original post, the
‘museum among museums’ is now taking it to the world, enhanced by
carefully constructed branding that includes a distinctive curatorial vision
and institutional character. Brand Louvre does not want to take over the
world, it just wants to improve it.

This is the Louvre effect. A combination of characteristics and choices
that render this Methuselah of an institution perpetually desirable to the
masses, in an age craving novelty and difference almost above all else.
However, this popularity is not just the result of the Louvre’s unique place
in history or its massive and spectacular collections, but also of the way it
uses them. The presence of a distinct and catchy intellectual agenda plays
amajor role, in this case being the mission to cultivate the global populace
in the old fashioned manner of western art historical narratives—because
the pieces may be global but ‘chronology’ or the idea of a universal
‘humankind’ are distinctly western concepts. This evocation of the
Enlightenment, both as historical legacy and enduring ideal, serves the
role of a strong and easily identifiable ethos for the museum, which can
then serve as a basis for forging partnerships at national and international
level. Couched within the entertainment and leisure package that visitors
have come to expect in their totalizing museum experience nowadays, this
provides an interesting alternative to the sheer brawn of Guggenheim Inc.



nationell betydelse.*® Det dr ocksa det mest besokta konstmuseet 1
virlden enligt The Art Newspaper, och har innehaft den placeringen
sedan tidskriften borjade sin undersékning for sex ar sedan.*” Och,
enligt Financial Times, betalade Abu Dhabi en jittesumma om 520
miljoner dollar endast fér ratten att anvinda Louvrens namn, med
en liknande summa att betala darutéver for privilegiet att 1dna objekt
fran dess samlingar.’ Inga officiella siffror har offentliggjorts, men det
finns rapporter som hivdar att motsvarande summa som Emiratet
betalade fér Guggenheims varumérke bara var futtiga 20 miljoner
dollar.”* Men Louvrens betydelse kan inte bara férstas utifran siffror:
det ar det arketypiska offentliga konstmuseet, invigd av en revolution
som fordndrade varlden genom handlingar som forklaringen av de
manskliga rittigheterna, avskaffandet av kyrka och monarki, och
lagstiftning om offentlig spridning av konst som en hérnsten hos
upplysta nationer. Efter arhundraden av arbete med att realisera den
ursprungliga visionen sa fér nu "museernas museum” utdenivirlden,
forstarkt av ett noggrant konstruerat varumirke som inkluderar
en distinkt curatoriell vision och institutionskaraktar. Varumarket
Louvren vill inte ta 6ver varlden, det vill bara férbéittra den. Detta ar
Louvreeffekten. En kombination av karaktiristika och val som gor
denna institutionernas Methusalem evigt atravard fér massorna, 1
en tid som torstar efter nyhet och det annorlunda néstan bortom allt
annat. Ma vara, men denna popularitet 4r inte bara ett resultat av
Louvrensunikaplatsihistorieneller dess omfattande och spektakuldra
samlingar, utan ocksd av hur museet anvinder dessa. Narvaron av
en distinkt och slagkraftig intellektuell agenda spelar en avgérande
roll, 1 det hir fallet uppgiften att bilda den globala befolkningen pa
det gamla viset 1 vésterlandskt konsthistoriskt berittande — eftersom
delarna ma vara globala men “kronologin” eller idéen om en
universell "minsklighet” ar patagligt vasterldndska forestallningar.
Detta frammanande av upplysningen, bade som historiskt arv och
ett varaktigt ideal, fungerar som starka och léttidentifierade etiska
normer f6r museet, som sedan kan fungera som en bas for att bygga
partnerskap pa nationell och internationell niva. Innefattat 1 det paket
av underhallning och avkoppling som besokare numera foérvintar
sig av den allt omfattande museiupplevelsen, tillhandahdller detta
ett intressant alternativ till den rena muskelstyrkan hos Guggenheim
Inc. f6r det tjugoférsta arhundradets konstmuseum. Det kan finnas

82

83

for the twenty-first century art museum. There may be something here
for mstitutions considering their own transformation, even if they do not
quite match the Louvre’s vital statistics or share its particular vision of
the world.



nagot hér for institutioner som funderar pa sin egen omdaning, dven
om de inte riktigt kan matcha Louvrens besokssiffror eller delar dess
speciella vérldsbild.

OVERSATTNING FRAN ENGELSKA
AV HENRIKA FLOREN
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Although neither focuses exclusively on art museum buildings, two recent volumes offer
intriguing explorations of the art-architecture flirtation: Sylvia Lavin, Kissing Architecture,
Princeton University Press, Princeton and Oxford 2011; and Hal Foster, The Ar-Architecture
Complex, Verso, London and New York 2013.

Edwin Heathcote, “The Architecture of Art’, Apollo vol. 173, issue 584, February 2011, pp.
44-49.
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http://www.guggenheim.org/bilbao, accessed 7 April 2014.
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and Narrative Defects’, in Caiers de recherche du Programme Villes & territoires, Sciences Po, Paris
2010, available online at: http://blogs.sciences-po.fr/recherche-villes/files/2010/08/Ponzini-
Bilbao-Effects-and-Narrative-Defects.pdf, accessed 15 March 2014; on the Tate see: T. J.
Demos, “The Tate Effect’, Global Art World: Audiences, Markets and Museums, eds. Hans Belting
and Andrea Buddensieg, Hatje Kantz, Ostfildern 2009, p. 78-87.

Douglas Brent McBride, ‘Modernism and the Museum Revisited’, New German Critique no.
99, Fall 2006, pp. 226.

On Cedric Price and his influence see: Stanley Matthews, From Agit-Prop to Free Space: The
Architecture of Cedric Price, Black Dog, London 2007.

Translated as “The Beaubourg-Effect: Implosion and Deterrence’, transl. R. Krauss and A.
Michelson, October 29 1982, pp. 3-13.

Leader comment, ‘The Pompidolium’, The Architectural Review May 1977, p. 272.

See: B. S. Frey, ‘Superstar Museums: An Economic Analysis’, Journal of Cultural Economics
vol. 22 1998, pp. 113-125.

Paul Goldberg, ‘Pei Pyramid and New Louvre Open Today’, The New York Times March 29
1989.

Mark Pimlott, Without and Within: Essays on Territory and the Interior, Episode Publishers,
Rotterdam 2007, pp. 243~ 269. The section on the Louvre and I. M. Pei, pages as stated
before, offers one of the most thorough and interesting readings of this architectural project
and its effect on the museum, including eloquent original photography by the author.

See, for example: Francois Chaslin, ‘Grand Louvre, prisme changeant de I'opinion’, in
Larchitecture d awjourd hui, no. 265, June 1989, pp. 8-16.

Although it was Roland Barthes who, in 1964, gave us the classic essay ‘La Tour Eiffel’
discussing the structure’s transformation into sign; see: Roland Barthes, The Ejffel Tower and
Other Mythologies, transl. Richard Howard, University of California Press, Berkeley 1979.
Anne Gombault, ‘Organizational Saga of a Superstar Museum: The Louvre’, International
Journal of Arts Management vol. 4, no. 3, Spring 2002, p. 78.

‘History of the Louvre: From Chéteau to Museum’, http://www.louvre.fr/en/history-lou-
vre, accessed 16 July 2014.

For more details, see http://www.wilmotte.com/fr/projet/9/ Musee-du-Louvre-Departement-
des-Arts-Premiers, accessed 18 June 2014.

For more details, see http://www.bellini.it/architecture/ Louvre.html, accessed 18 June
2014.

See, for example: Amy Serafin, ‘The Louvre Now Accepts the Living’, The New York Times
7 October 2007.

http://www.louvre.fr/en/expositions/living-rooms, accessed 19 July 2014.
https://www.youtube.com/watch?v=99XbRpVAORw, accessed 19 July 2014.
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Fig. 18

Neue Nationalgalerie, Berlin, Ludwig Mies van der Rohe, 1968,
foto: Hans Knips, 2011, Wikimedia Commons.

Neue Nationalgalerie, Berlin, Ludwig Mies van der Rohe, 1968,
photo: Hans Knips, 2011, Wikimedia Gommons.
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Iig. 19 Fig. 20

Neue Staatsgalerie, Stuttgart, James Stirling, 1984, Staatsgalerie Stuttgart Guggenheimmuseet, New York City, Frank Lloyd Wright, 1959,
© Foto: Staatsgalerie Stuttgart. foto: Kristoffer Arvidsson.

Neue Staatsgalerie, Stuttgart, James Stirling, 1984, Staatsgalerie Stuttgart Guggenheim Museum, New York City, Frank Lloyd Wright, 1959,
© Photo: Staatsgalerie Stuttgart. photo: Kristoffer Arvidsson.
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Fig. 22
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MAXXI - Museo nazionale delle Arti del XXI secolo, Rom, Zaha Hadid, 2010,
foto: Commonurbock23, 2010, Wikimedia Commons.

Benthem Crouwel Wing, Stedelijk Museum, Amsterdam, Benthem Crouwel, 2011,
foto: Kristoffer Arvidsson.
MAXXI - Museo nazionale delle Arti del XXI secolo, Rome, Zaha Hadid, 2010,
photo: Commonurbock23, 2010, Wikimedia Commons.

Benthem Crouwel Wing, Stedelijk Museum, Amsterdam, Benthem Grouwel, 2011,
photo: Kristoffer Arvidsson.
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Frederic C. Hamilton building, tillbyggnad till Denver Art Museum, Colorado, Milwaukee Art Museum, Santiago Calatrava, 2001,
Daniel Libeskind, 2006, foto: Michael Hicks (Mulad) - Flickr 2006, Wikimedia Commons.
foto: Hustvedt, Wikimedia Commons.
Milwaukee Art Museum, Santiago Calatrava, 2001,
Frederic C. Hamilton Building, extension to Denver Art Museum, Colorado, photo: Michael Hicks (Mulad) - Flickr 2006, Wikimedia Commons.
Daniel Libeskind, 2006,
photo: Hustvedt, Wikimedia Commons.
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Iig. 25 Fig. 26

Kunsthaus Graz am Landesmuseum Joanneum, Graz, Spacelab Cook-Fournier GmbH, 2003, Kimbell Art Museum i Fort Worth, Texas, Louis I. Kahn, 1972,
foto: Taxiarchos228, 2011, Wikimedia Commons. foto: Kevin Muncie, 2010, wKimbell Art Museum/Wikimedia Commons.

Kunsthaus Graz am Landesmuseum Joanneum, Graz, Spacelab Cook-Fournier GmbH, 2003, Kimbell Art Museum 1 Fort Worth, Texas, Louis I. Kahn, 1972,
photo: Taxiarchos228, 2011, Wikimedia Commons. photo: Kevin Muncie, 2010, Kimbell Art Museum/Wikimedia Commons.
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Modern Art Museum of Fort Worth, Tadao Ando, 2002,
foto: Joe Mabel, 2007, Wikimedia Commons.

Modern Art Museum of Fort Worth, Tadao Ando, 2002,
photo: Joe Mabel, 2007, Wikimedia Commons.
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Abby Aldrich Rockefellers skulpturpark, Museum of Modern Art, New York City,
Philip Johnson, 1953, och kringliggande byggnader, Yoshio Taniguchi, 2004,
foto: hibano, 2005, Wikimedia Commons.

Abby Aldrich Rockefeller Sculpture Garden, Museum of Modern Art, New York Gity,

Philip Johnson, 1953, and surrounding buildings, Yoshio Taniguchi, 2004,
photo: hibano, 2005, Wikimedia Commons.
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Fig. 29 Fig. 30

Interiér, Museum of Modern Art, New York City, Yoshio Taniguchi, 2004, Pinakothek der Moderne, Miinchen, Stephan Braunfels, 2002,
foto: Alex Proimos, 2011, Wikimedia Commons. foto: Rufus46, 2012, Wikimedia Commons.
Interior view, Museum of Modern Art, New York City, Yoshio Taniguchi, 2004, Pinakothek der Moderne, Miinchen, Stephan Braunfels, 2002,
photo: Alex Proimos, 2011, Wikimedia Commons. photo: Rufus46, 2012, Wikimedia Commons.
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Iig. 31 Fig. 32

Tillbyggnad till Art Institute of Chicago, Renzo Piano, 2009, Astrup Fearnley Museet, Oslo, Renzo Piano, 2012,
foto: Kristoffer Arvidsson. foto: Kristoffer Arvidsson.
Extension to Art Institute of Chicago, Renzo Piano, 2009, Astrup Fearnley Museet, Oslo, Renzo Piano, 2012,
photo: Kristoffer Arvidsson. photo: Kristoffer Arvidsson.
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Lanternin, Moderna Museet, Stockholm, Rafael Moneo, 1998,

Tillbyggnad till Pradomuseet, Madrid, Rafacl Moneo, 2007,
foto: Kristoffer Arvidsson.

foto: Luis Garcia (Zaqarbal), 2009, Wikimedia Commons.

Lantern, Moderna Museet, Stockholm, Rafael Moneo, 1998,

Extension to the Prado Museum, Madrid, Rafael Moneo, 2007,
photo: Kristoffer Arvidsson.

photo: Luis Garcia (Zaqarbal), 2009, Wikimedia Commons.
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Fig. 35 Fig. 36

Akropolismuseet, Aten, Bernard Tschumi, 2009, Tillbyggnad till Rijjksmuseum, Amsterdam, Cruz y Ortiz, 2013,
foto: Krystallia Sakellariou. foto: Kristoffer Arvidsson.
Acropolis Museum, Athens, Bernard Tschumi, 2009, Extension to Rijksmuseum, Amsterdam, Cruz y Ortiz, 2013,
photo: Krystallia Sakellariou. photo: Kristoffer Arvidsson.
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Fig. 37 Fig. 38

Entréhallen, Mauritshuis, Haag, Hans van Heeswijk, 2014, Lentos Kunstmuseum, Linz, Weber Hofer Partner AG, 2003,
foto: Kristoffer Arvidsson. foto: Manfred Werner - Tsui, 2008, Wikimedia Commons.
The entrance hall, Mauritshuis, The Hague, Hans van Heeswijk, 2014, Lentos Kunstmuseum, Linz, Weber Hofer Partner AG, 2003,
photo: Kristoffer Arvidsson. photo: Manfred Werner - Tsui, 2008, Wikimedia Commons.
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KRISTOFFER ARVIDSSON

ARKITEKTUR FOR ELLER SOM KONST
KONFLIKTEN MELLAN FORM OCH FUNKTION
I NUTIDA KONSTMUSEIARKITEKTUR

Det har skett en omfattande tillvixt av museer runt om i vérlden de
senaste decennierna. Inte minst har ménga nya konstmuseer upp-
forts, men ocksa tillbyggnader till befintliga konstinstitutioner med
lang historia har skapats for att hantera vaxande samlingar och for-
nya museers identitet.'

Konstmuseiarkitektur ar ett komplext omrade, och projekten
maste ta hdnsyn till minga parametrar. Den ursprungliga uppgif-
ten att visa konst har utmanats och kompletterats av andra funk-
tioner som klimatreglerad magasinering, konservering, pedagogisk
verkstad, métesplats och auditorium. Att en allt storre vikt ldggs vid
konstmuseets kommersiella sida aterspeglas 1 hogprioriteringen av
butik, kafé och restaurang nir nya konstmuseer uppférs. Men dven
konstens utveckling har férandrat férutsittningarna for konstmuse-
ets utformning. Det ska inte lingre enbart visa malningar och skulp-
turer, utan dven storskaliga installationer, rorlig bild, performance
och platsbestimda verk, medier som stéller andra krav pa byggna-
den. Till detta kommer 6kade sdkerhets-, ljus- och klimatkrav. De
funktioner som en konstmuseibyggnad ska innefatta har alltsa blivit
fler och mer varierade.

Denna utékning av krav pa byggnaden har inte lett fram till forsik-
tigare arkitektur, snarare har vi sett motsatsen. Konstmuseiarkitektur
har under senare decennier blivit ett experimentfalt. Ett flertal projekt
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KRISTOFFER ARVIDSSON

ARCHITECTURE FOR OR AS ART
THE CONFLICT BETWEEN FORM AND FUNCTION
IN THE PRESENT-DAY ARCHITECTURE OF ART MUSEUMS

In recent decades there has been an extensive growth in the number of
museums round the world. Not least, many new art museums have been
founded, but also extensions to long-established art institutions have been
constructed for the purposes of accommodating growing collections and
renewing the identity of museums.'

Art museum architecture is a complex area, and the projects must
take a large number of parameters into consideration. The original
task of displaying art has been challenged and supplemented by other
functions such as climate-controlled storage, conservation, the provision
of educational workshops, meeting-places, and auditoriums. An ever
growing emphasis being put on the commercial side of the art museum is
reflected in the high priority given to shops, kafés and restaurants when
new galleries are built. But the development of art has also transformed
the conditions for the design of the art museum. Its purpose is no longer
to show only paintings and sculpture but also large-scale installations,
moving pictures, performance works and works designed for specific
locations, media that place different demands on the building. On top
of these come increased safety, lighting, and climate requirements. As a
result, the functions that an art museum building is expected to embrace
have become greater in number and more varied.

This increase in the kinds of demand on the building has not led to a
more careful architecture but rather to the opposite. During recent decades
art museum architecture has become a field of experiment. A number of
projects have been carried out by architects with visionary, or, one could



har utforts av arkitekter med visionira, eller om man sa vill spektaku-
lira, projekt bakom sig, som exempelvis Santiago Calatrava, Frank
Gehry, Zaha Hadid och Daniel Libeskind. Men det finns ocksd ex-
empel pa minimalistisk konstmuseiarkitektur som pekar 1 en annan
riktning.?

Konstmuseets byggnad ska inte bara rymma en konstsamling och
anvandas for att visa utstallningar, den ska ocksa arkitektoniskt fung-
era som symbol. Det sker inte sdllan genom en arkitektur som séker
sig mot det storslagna. Konstmuseer kan 1 det avseendet liknas vid
medeltidens katedraler — byggnader som flyttade granserna for vad
som dr mojligt att gora 1 arkitekturen 1 syfte att representera en stérre
1dé. I konstmuseets arkitektoniska utformning kan man avlasa idéer
om konst och konstens funktion 1 samhillet, precis som katedralerna
gav uttryck at en férestéllning om religionens plats 1 sin tids samhélle.

Av dagens konstmuseiarkitektur att déma, har konsten en sar-
skild status 1 var kultur.® Sdval det komplext skulpturala som det mi-
nimalistiska formspraket understryker konstens varde. Exklusivitet
ar inte en ovasentlig del av konstvarldens strategi for upprattande av
virde. Om detta varde tidigare markerades med monumental anti-
kiserande arkitektur, imposanta trappor och dekorativa program,
sa sker det idag med glesa hiangningar, minimalism eller avancerat
formsprak. Mot denna vilja att markera konstens virde star en am-
bition om att tillgangliggéra konsten och underlitta moétet med den,
uttryckt genom laga trésklar och 6ppna strukturer. Om vi till detta
lagger konstens och museernas funktion som varor 1 en globaliserad
marknadsekonomi, framtrader konstmuseiarkitekturens komplexa,
rent av motsigelsefulla, férutsittningar.

Den hir texten diskuterar konstmuseiarkitekturen under de se-
naste decennierna med utgangspunkt i en rad konstmuseer 1 framst
Europa och USA. Exemplen undersoks med fokus pa nagra fragor:
Vilka tendenser kan man urskilja 1 dagens konstmuseiarkitektur?
Hur férhaller sig formen till ett férandrat konstbegrepp, en ny syn pa
konsten och konstens roll 1 samhillet? Speglar konstmuseiarkitektu-
ren dven andra samhélls- och kulturférandringar som marknadseko-
nomins expansion, nyliberal politik, en férandrad syn pa subjektet
med mera, och 153 fall pa vilket sitt?

Jag urskiljer tre kategorier som inte ska betraktas som helt atskilda,
snarare anvinder jag dem fOr att urskilja olika poler 1 synen pa hur ett
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say, spectacular projects behind them, such as Santiago Calatrava, Frank
Gehry, Zaha Hadid, and Daniel Libeskind. But there are also examples
of minimalist art museum architecture that point in a different direction.?

The art museum building is not only meant to house a collection of
art and be used to mount certain exhibitions: architecturally it should also
function as a symbol. This quite often happens by way of an architecture
that strives towards the grandiose. In this respect art museums resemble
mediaeval cathedrals—buildings which moved the boundaries of what
can be done in architecture with a view to representing a greater idea. In
the architectural design of an art museum one can discern ideas of art and
the function of art in society, in the same way as the cathedrals expressed
a presentation of the place of religion in their contemporary society.

To judge by the present-day architecture of art museums, art has a
special status in our culture.’ Both the formal language of the sculpturally
complex and that of the minimalist underline the value of art. Exclusivity
is not an inconsiderable part of the art world’s strategy for establishing
value. Where once this value was demonstrated through monumental
pseudo-classical architecture, imposing staircases and ornamental pro-
grammes, today it is realized through sparse hangings, minimalism or an
advanced idiom. Against this inclination to mark out the value of art there
stands an ambition to make art accessible and facilitate the encounter
with it, expressed through low thresholds and open structures. If we add
to this the function of art and museums as goods in a globalized market
economy, the complex, even contradictory, requirements of the architec-
ture of art museums become clear.

This text discusses art museum architecture of recent decades, start-
ing with a series of art museums principally in Europe and USA. The
examples are examined from the point of view of a number of questions:
What tendencies can be discerned in the art museum architecture of to-
day? How do the forms behave in the face of a changed concept of art, a
new view of art and the role of art in society? Does art museum architec-
ture also reflect other social and cultural changes such as the expansion
of the market economy, neo-liberal politics, a changed view of the subject,
etc, and if so in what way?

I distinguish three categories which should not be seen as completely
separate; rather, I use them to distinguish different poles in respect of
how a museum of art should function. The first is architecture that ex-
presses itself in a complex, sculptural, and sensational idiom. The second



konstmuseum boér fungera. Den forsta ar arkitektur 1 ett komplext,
skulpturalt och uppseendevickande formsprak. Den andra dr mini-
malistisk, nymodernistisk konstmuseiarkitektur. Jag urskiljer aven en
tredje kategori f6r exempel som ligger nagonstans mellan de tva férsta
pa en skala fran det mest visiondra till det mest aterhallsamma.

Jag anvinder genomgaende begreppen modernism och post-
modernism som historiska orienteringspunkter inom arkitektur-
diskussionen. Med modernism avses den internationella stil som
fordes fram under 1920-talet av CIAM (Congres Internationaux
d’Architecture Moderne), som dominerade arkitekturen under storre
delen av 1900-talet. Utmérkande foér denna riktning ar enkla, av-
skalade former dar sjdlva konstruktionen istéllet fér ornament ger
byggnaden dess konstndrliga virde. Den modernistsiska arkitektu-
ren inom den internationella stilen utgér fran imperativet att form ska
folja funktion.* I realiteten avgjorde ofta estetiska Gvervaganden, men
funktionalism #r likvil en stark trop inom modernismen. Aven om
begreppet modernism pa arkitekturens omrade innefattar en storre
mangfald av férhallningssitt — som konstruktivism, futurism, bruta-
lism och high tech — s avses hir 1 forsta hand denna internationella,
funktionalistiska stil. Med postmodernism avses den arkitektur som
pa olika sdtt 6verskrider modernismens normer, som poparkitektur,
stileklekticism och dekonstruktion.

Syftet ar inte att analysera de senaste decenniernas konstmusei-
byggnader som ren arkitektur. Jag vill istallet uppmérksamma denna
arkitekturs roll 1 férhallande till museet som institution, med de funk-
tioner, betydelser och den historia som museet harbargerar.

Perspektivet dr fenomenologiskt 1 det avseendet att jag &r intresse-
rad av hur byggnaden fungerar {6r presumtiva museibesokare. Hur
upplevs rummen? Hur &r det tinkt att besokaren ska rora sig genom
dem? Hur ser de rumsliga férutsittningarna f6r métet med konst-
verket ut? Fenomenologin studerar relationen mellan varlden och
manniskan, mellan varseblivningen och dess objekt. Bland de filoso-
fer som utvecklat den moderna fenomenologin dar Maurice Merleau-
Pontys betoning av kroppens betydelse f6r varseblivningen sarskilt
intressant i det hdr sammanhanget.’ Att rora sigi ett konstmuseum &r
niamligen bade en andlig och kroppslig upplevelse, dér det ena knap-
pastlater sig sdrskiljas fran det andra. Arkitekturen dr aldrig en neutral
kapsel for att férvara och visa konst i. Den styr vér upplevelse. Aven
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1s minimalist, neo-modernist art museum architecture. I also distinguish
a third category, one that lies somewhere between the first two on a scale
from the most visionary to the most restrained.

Throughout I use the concepts modernism and postmodernism as his-
torical orientation points within the discussion of architecture. By modern-
ism is meant the international style that was launched during the 1920s by
CIAM (Congres Internationaux d’Architecture Moderne), which dominat-
ed architecture for the greater part of the twentieth century. This movement
was characterized by simple, scaled-down forms, whereby the construction
itself rather than ornament gives the building its artistic worth. Modernist
architecture within the international style proceeds from the imperative that
form should follow function.* In reality, aesthetic considerations were often
the decisive factor, but functionalism is nevertheless a strong trope within
modernism. Even if the concept of modernism in the field of architecture
embraces a fair multiplicity of approaches—such as constructivism, futur-
ism, brutalism, and high-tech—what 1s meant above all in this context is
this international, functionalist style. By postmodernism I mean the kind of
architecture which in different ways exceeds the norms of modernism, such
as pop architecture, style eclecticism, and deconstruction.

My purpose is not to analyse art museum buildings of the most recent
decades as pure architecture. Rather, I wish to draw attention to the role
of this architecture in relation to the museum as an institution, with the
functions, the meanings, and the history that the museum enshrines.

The approach adopted is phenomenological in so far as I am mter-
ested in how the building functions for prospective museum visitors.
How are the rooms experienced? How is the visitor expected to move
through them? What are the spatial conditions for the encounter with
the work of art? Phenomenology studies the relation between the world
and the human being, between perception and its object. Among the
philosophers who have developed modern phenomenology is Maurice
Merleau-Ponty: his emphasis on the body’s significance for perception
is especially interesting in this context.” Moving about an art museum
1s namely both a spiritual and a physical experience, where the one can
hardly be distinguished from the other. Architecture is never a neutral
capsule to preserve and exhibit art in. It controls our experience. Even
such factors as air, temperature, and space, as well as the body’s weight,
play a role. Who has not experienced museum fatigue in large museums
and found it difficult to make one’s way to art works because of aching



sddana aspekter som luft, temperatur och rymd, liksom kroppens
tyngd, spelar in. Vem har inte pa stora museer upplevt museitrotthet
och haft svart att ta till sig konstverk pa grund av virkande fotter?
Den fenomenologiska analysen utvecklas inte ndrmare 1 denna text
men utgdr en grund for min forstielse av konstmuseiarkitekturen.

Vems upplevelse dr det da som avses? Analysen utgar vanligen
fran en forestilld ideal besdkare med ett visst bildningskapital och
ett forvantat beteende. Konstmuseer har historiskt ofta riktat sig till
en sadan ideal besokare, alternativt har de forsokt forma och styra
besokarens beteende 1 denna riktning. Man kan notera att museer
inte bara 1 teorin utan ocksa 1 verkligheten framst besoks av utbil-
dad vit medelklass. Redan Pierre Bourdieu och Alain Darbels stu-
die Lamour de l'art. Les musées dart européens et leur public (1969) visade
det disproportionerliga 1 museibestkarnas sammansdttning jamfort
med befolkningen 1 6vrigt: hogutbildade stadsbor besdker museer 1
hégre utstrackning dn arbetare och ménniskor bosatta pa landsbyg-
den.® Idag kan vi, vad galler museer 1 Sverige och andra vastlander,
lagga till att vita1innerstaden besoker museer 1 hogre utstrackning dn
fargade 1 férorten. Konstmuseet utgér en institution som férmedlar
normer men kan ocksa skapa utrymme for kritik av desamma. Har
analyseras inte museets normerande funktion ndarmare, men jag vill
inledningsvis lyfta denna problematik da den aktualiseras 1 nagra
refererade museer och texter. Konstmuseet dr ingen neutral behallare
for konst. Allt pa denna plats dr betydelsebdrande.

Studiens fokus ligger pa en visterlandsk kontext och tradition
med avgransning till konstmuseer. Varldskulturmuseer utelamnas
eftersom de framst har etnografiska samlingar av objekt som inte
oproblematiskt kan infogas i det vasterldndska konstbegreppet.

KONSTMUSEETS URSPRUNG OCH UTVECKLING

En imtressant aspekt av konstmuseiarkitekturen dr att den utgor
en rumslig struktur 1 vilken andra fiktiva rum &r inskrivna. Om
konstmuseiarkitekturen fungerar glémmer museibesdkaren bort
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feet? The phenomenological analysis will not be developed any further in
this text but does constitute a basis for my understanding of art museum
architecture.

Whose experience, then, do we have in mind? The analysis usually
proceeds from an imagined ideal visitor possessing a certain degree of
culture and displaying an expected level of behaviour. Historically, art
museums have often been aimed at this ideal visitor; alternatively, they
have tried to shape and guide the visitor’s behaviour in this direction.
It is seen that in both theory and reality museums are visited primarily
by the educated white middle-class. Pierre Bordieu and Alain Darbel’s
study, Lamour de l'art. Les musées d art européens et leur public, published back
mn1969, showed the disproportionate in the museum visitor’s assembly
compared to the population in general: well-educated town-dwellers visit
museums in greater numbers than manual workers and people living
in rural areas.® Today, as far as museums in Sweden and other western
countries are concerned, we can add that white people in central areas
visit museums to a greater extent than non-whites in the suburbs. The
art museum constitutes an institution which communicates standards but
can also create space for criticism of them. Here I do not analyse the mu-
seum’s standardizing function in any further detail, but as an introduction
I'want to raise these problems as they arise in certain museums and texts
mentioned. The art museum is no neutral container for art. Everything
in this place is of importance.

The focus of the study lies in the context and tradition of the west,
delimited to art museums. Museums of world culture are excluded, since
they mainly contain ethnographic collections of objects which cannot eas-
ily be fitted into the western concept of art.

THE ORIGIN AND DEVELOPMENT OF THE ART MUSEUM

One interesting aspect of art museum architecture is the fact that it con-
stitutes a s