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1973 Rehabilitation Act (Public
Law 93-112) sums up the spirit of
the law: “No otherwise qualified
handicapped individual ~ shall,
solely by reason of his handicap,
be excluded from the participation
in, be denied the benefits of, or be
subjected to discrimination under
any program of activity receiving
federal financial assistance.”
In other words, any federally
supported program must in every
way provide equal opportunities
for all disabled citizens in the
country. The museum community
was one of the first public-service
sectors to work actively toward this
goal. And it was in this spirit that
the Albright-Knox Art Gallery’s
Education Department and
volunteer organization called the

Junior Group embarked on Matter

»d/ Hand.

The program began in 1973 with
an exhibition of touchable sculpture
accompanied by workshops in clay
designed for individuals who are
blind or visually impaired. Visitors
to the exhibition were encouraged
to touch nineteen works of art
from the Gallery’s Permanent
Collection and to experiment
with clay sculpture in a hands-on
workshop offered in conjunction
with the exhibition. The program
ran for four weeks (May 16 through
June 3), and was made possible in
large part by the efforts of fifty-
five Junior Group volunteers and
Gallery docents who served as
guides and classroom assistants.
The Junior Group also funded two
trained instructors, the necessary art
supplies, and exhibition materials.

Matter at Hand 11 (presented May
20 through June 30, 1975) followed
the same format—an exhibition of
touchable sculpture combined with
hands-on workshops—but offered
a wider variety of media. Once
again, the Junior Group funded the
primarily volunteer program. Matter
atHandwas extended furtherinto the
community with the participation
of the Buffalo and Erie County
Historical Society and the Buffalo
Museum of Science, who offered
programs in the contexts of their
collections. The Historical Society
explored costumes and tools, and
the Museum of Science made its
nature trail accessible through
specially guided tours.

In the fall of 1976, a series of
creative workshops was offered,
funded by the National Endowment
for the Arts and the Albright-Knox
Art Gallery’s Members” Council,
another volunteer group. In six
two-hour sessions, groups toured
the museum and participated
in studio workshops featuring a
variety of media. This became
the format for Matter at Hand 111
(presented May 18 through June
10, 1977), made possible with
funding and volunteers from the
Junior League of Buffalo and the
additional support of the Crippled
Children’s Guild, which provided
transportation  costs; and  the
Buftalo Real Estate Board, which
funded the presentation of the
videotape documentary [ A» Not
Blind, produced by Les Levine
for the Wadsworth Atheneum in
Hartford, Connecticut. Continuing
with Matter at Hand 117 in May
1979, the program relied heavily on
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funding from outside sources and
on volunteer assistance, including
thirty of the Gallery’s docents who
conducted tours for participants.

In the spring of 1980, Matter at
Hand 17 explored a new direction.
Offered from April 15 through May
22, the program was the result of a
collaboration between the Gallery
and the Theater of Youth (T.O.Y.),
a local acting troupe. Michael through
the Painting, a play by Henry Kautz,
was commissioned and presented
to children in conjunction with a
series of one-hour creative drama
classes. Stressing creative drama as
a teaching tool to enhance museum
learning, the program provided
an introduction to the Albright-
Knox Art Gallery, the concept of a
museum, and the basic art elements
of color and line.

For its first eight years of
existence, the Matter at Hand
program was largely volunteer-
staffed and available for only a few
weeks cach year. In the fall of 1981,
an endowment for the program
set up by the James H. Cummings
Foundation made possible the hiring
of a professional coordinator/
instructor and the development of
an overall program budget. This
transformed Matter at Hand into one
of the regular, ongoing programs
of the Albright-Knox Art Gallery’s
Education Department. The budget
was supplemented by additional
funding from the Aetna Life and
Casualty Foundation; Fisher-
Price Toys, Inc; and the Mobil
Foundation, Inc. With this increased
and sustained support, Matter al
Hand expanded beyond the blind
and visually impaired community to

incorporate a wide variety of special
needs, including individuals with
speech and hearing impairments,
developmental delay, and physical
and emotional disabilities, as well as
psychiatric and geriatric populations.
The program coordinator, in a
series of related sessions, visited the
groups’ home sites and provided
Gallery tours and workshops. The
Gallery also presented exhibitions
of the artwork produced by
program participants, accompanied
by  opening receptions, three
times cach year in the Education
Department. In 1993, the Matter at
Hand program and its coordinator
Lisa Garvey received a Certificate
of Merit from the State of New
York, “in recognition of dedicated
service to children with disabilities
and their families.”

Matter at Hand continues to serve
the special needs populations of
Western New York, with the James H.
Cummings Foundation endowment
continuing to be a major source for
the program’s operating support.
The FEileen and Rupert Warren
Charitable Fund of the Community
Foundation of Greater Buffalo has
also been a long, loyal, and generous
supporter of Matter at Hand. Funding
cachyearis supplemented with grants
from a variety of local businesses,
individuals, and  corporations,
which over the years have included
Clement and Karen Arrison; Conax
Corporation; General Mills, Inc;
HSBC - North America; the Institute
of Muscum and Library Services; the
I'TN  Foundation/Sierra Research
Division; Rite Aid Pharmacies; and
Starks Associates, Inc.
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The Philosophy of
Matter at Hand

The Matter at Hand program uses
the museum to provide educational
and therapeutic experiences for
individuals with special needs by
combining tours of the Gallery’s
collection and special exhibitions
with hands-on studio art projects
to help individuals learn to
express themselves through an
understanding of the language of
art, the creation of works of art, and
group discussion and interaction.
Through these sessions, planned
by a program coordinator trained
in art education and/or art therapy,
Matter at Hand encourages creativity
and  self-discovery in  specially
designed art experiences offered
within a community setting,

Looking at works of art in the
Gallery’s collection provides groups
with the opportunity to see and
hear how creators of a variety of
original works of art have used the
basic fundamentals of line, shape,
color, and texture to express their
ideas and feelings in visual form.
Participants are invited to offer their
own observations about expression
in painting and sculpture through a
process of visual discovery led by
the program coordinator.

Figure 3: Matter at Hand participants work

on projects in the classroom. Photograph by

Tom Loonan.

Following the tour, groups
participate in studio workshops
that emphasize the application
of personal ideas in creating art.
Individuals use concepts they were
introduced to during the Gallery
tour as raw materials for expressing
themselves in the studio. This
hands-on  component  involves
working with diverse art materials
in an environment that is meant to
inspire freedom of expression and
experimentation. After projects
are completed, participants are
encouraged to share their work with
the group. These discussions, which
focus on meaning and intensity
of expressive elements, serve as a
vehicle for self-discovery.

As  individuals  engage in
peer group relations through
participation in and discussion
about artwork, they often begin
to discover the similarities that
exist between themselves and
others.  Group  projects  also
promote mutual trust and respect
as those involved engage in
collective problem-solving while
working in collaboration toward
a defined goal. Working together,
participants improve interpersonal
skills such as listening to others,
responding  appropriately,
analysis, empathizing with others,
and exercising emotional control.
Ultimately, program participants can
graduatetoalevelof self-confidence
that fosters independence and the
ability to better function within a
community.

self-
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Ast Therapy and

Matter at Hand

The position of Matter at Hand
Coordinator has historically been
filled by an art therapist. The field of
art therapy combines the disciplines
of wvisual arts, psychology, and
counseling to assist individuals
dealing with a wide variety of
developmental, emotional, and
physical difficulties. The American
Art  Therapy Association was
founded in 1969, but the roots of
utilizing art for healing purposes
reach far back into history. Shamans
in traditional cultures sometimes
used art for healing, and as ecarly
as the eighteenth century, art was
used to treat individuals living
in European “insane asylums.”
Influenced by Sigmund Freud
and Carl Jung, a growing number
of therapists began to view art
creations as potential diagnostic
tools and eventually as a modality
for treatment. By the 1940s, the
term “art therapy” was being used
to describe this combination of
“talk therapy” with artinterventions
as a form of treatment. In the
United States, the pioncers of
the art therapy field are Margaret
Naumburg, Edith Kramer, Hanna
Kwiatkowska, and Elinor Ulman.
Fach of these women, through their
own background and experience,
made a unique contribution to
theory, practice, and research in
the field of art therapy. As a result,
art therapy has developed into a
comprehensive and  specialized
field within the mental health and
medical communities.

Issues addressed by art therapists
include mental health concerns such
as post-traumatic stress disorder,
grief and loss, anxiety, depression,
addictions, and eating disorders.
It also has been used to help
individuals and families dealing with
avariety of medicalissues, including
Alzheimer’s disease, cancer, HIV/
AIDS, and end-of-life care. In
addition, art therapists frequently
work with individuals coping with
developmental disabilities, including
autism, learning  disorders, and
mental retardation. Art therapists
work in a variety of settings—
including inpatient and outpatient
mental health clinics, group homes,
hospitals, nursing homes, schools,
and private practice. The art therapy
position at the Albright-Knox Art
Gallery was one of the first of
its kind in the United States and
remains faitly unique even today.

Matter at Hand is designed to
be less clinical than most other
art therapy placements. Due to
the fact that participants visit the
Gallery only once or a few times,
the art therapist does not assess,
diagnose, or clinically treat those
who attend the program. Instead,
emphasis is placed on using the
opportunity to view and discuss
artists and their work as a way to
create  connections,  resonance,
and shared experiences; this then
leads naturally to participants
responding to the tour through
creating their own works of art.
The art therapist’s role is to help to
make the visit a positive, inspiring,
and enjoyable experience.
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The practice of
Matter at Hand

Preparation

Tailoring sessions to participants’
needs is an important part of
the philosophy of Matter at Hand.
Through a questionnaire sent to
group leaders, organizations and/or
schools can specify particular goals
they would like to see addressed
in the Gallery setting. Every
attempt is made to accommodate
those requests.  Groups have
the opportunity to choose from
suggested goals such as sensory
integration, feeling identification,
language skill development, and
recreation. They may also choose
to specify their own goals. For
example, a special education
teacher may be covering a certain
historical period, or an inpatient
psychiatric center may want to
address women’s issues. Having
an understanding of the various
disabilities and issues presented by
participants enables the coordinator
to address the goals stated by the
school or organization, and quickly
pick up on and reinforce any
behavior management techniques
used by attending staff. A second
form requests information about
the group’s experience in art:
materials they have had prior
experience with and are interested
in; types of projects they would
enjoy; skill at recognizing elements
of art such as line, shape, color,
and texture; themes in art they
would like to explore in the Gallery,
such as portraiture or landscape;
and practical information about
the group’s ability to use certain
materials and anything that should
be avoided.

Lesson Plans

Organizations and schools can
schedule either a single visit or up
to four visits in a six-month period.
Single-visit groups are limited in
the types of materials that can be
used for the classroom activity,
while those coming for a series of
visits can work on multi-part art
projects.

Lesson plans are designed to
incorporate  group  interaction.
A positive environment can
create a domino effect of self-
discovery, in which individuals
react enthusiastically to the results
of their efforts and create a
momentum of like reactions within
the group that can accelerate the
achievement of goals for that
particular lesson. Conversely, if an
individual is distracted or cannot
complete a task, the instructor
should have alternative materials or
activities prepared to prevent the
entire group from being affected.
By anticipating each participant’s
needs before the lesson, the
instructor can better ensure that
group expectations will be realistic.

Following are two examples
of tours and art activities: one
for groups with a more basic
understanding of art, and the
other for a more advanced group.
Connections are made whenever
possible between the tour and the
art activity.
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Single-Visit Basic Lesson Plan:
Colors and Shapes

This lesson is generally used with
participants who are functioning at
a kindergarten to first grade (ages 4
to 6) developmental level. Students
from special education classes at
schools, adults with developmental
disabilities, and those with certain
types of traumatic brain injury are
candidates for this type of museum
experience. However, when
working with adults in this type of
session, it is important to make the
activity fun and respectful, and to
interact with them at the level of
their chronological age.

Figure 4: A Matter at Hand group on a tour

with Coordinator Julic Cox. Photograph by

Tom Loonan.

The tour begins with works of art
that incorporate shapes and colors
that can easily be identified by the
group—for example, a blue square
or a yellow triangle. The Matter at
Hand coordinator carries cardboard
shapes and color cards to assist
those with little or no verbal ability,
allowing them to point to the
correct shape and color. Next, the
group considers representational
works of art in which shapes are
implied—the  rectangle  formed
by a building, for example, or a
pyramidal composition of figures.
If necessary, the art therapist
can assist by displaying one of

the cardboard shapes and asking
participants to try to find it in the
painting or sculpture. For groups
that are a little more advanced,
other activities can be used, such
as a discussion of the seasons, the
weather, and what sounds they
might hear if they were in the scene.
Again, it is important to remember
that when working with adults
with a developmental disability or
brain injury, it is important to make
this a fun and respectful activity,
interacting with them at their
chronological level of age.

Following the tour, the hands-
on experience in the classroom
involves oil pastels and watercolors.
To begin, the tour is reviewed
through a discussion of favorite
shapes, colors, or specific works
viewed in the museum. Then,
because many of these types of
groups require simple one- or
two-step instructions, tracing the
cardboard shapes with the oil
pastels is demonstrated. The group
is then encouraged to trace shapes
on their own paper, overlapping if
they choose. The use of watercolor
and the way oil pastel resists the
paint is then demonstrated before
allowing the group to paint in the
background for their shapes. If
there is time remaining at the end of
the session, the group is encouraged
to share their creations.

Multi-Visit Advanced Four-
Part Lesson Plan: The Ideal
Landscape

This lesson is appropriate for
groups at a developmental level of
at least third grade (8 to 9 years)
and requires the use of liquid paint,
which can sometimes be over-
stimulating for individuals with

https://biblioteca-digitala.ro
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Figure 5: A Matter at Hand group poses

in front of a landscape they created together.
Photograph by Tom Loonan.

impulsive or behavioral difficulties.
[talso works well as a group project,
with participants working together
to create a larger landscape.

The first session focuses on the
horizon line, using paintings in the
Gallery’s collection of landscapes
and cityscapes as illustrations. In
additon to being introduced to
the concept of a horizon line,
participants are asked to picture
themselves in the scenes and think
about the various sights, sounds,
and smells that might be present,
along with the time of day, weather,
and season represented. In the
classroom,  project  participants
begin by deciding where they want
their horizon line to be, and drawing
it with pencil and ruler on paper.
Next, time of day is chosen and
the sky is painted an appropriate
color. The background of the area
below the horizon line is then also
colored.

At the beginning of the second
session, concepts covered the
previous week are reviewed. Four
different land and cityscapes in
the Gallery’s collection are then
discussed, again with thought to
the various sights, sounds, and
smells  the participants imagine.

Using descriptive feeling cards, the
concept of mood is introduced,
along with discussions about
how each artist expressed his or
her feelings. In the classroom,
individuals are asked to think about
the weather, season, and mood of
their own ideal landscape and add to
the sky accordingly. The group may
also have time to start penciling in
details of the lower portion, using
pre-cut templates if needed.

The third session uses additional
paintings in the Gallery’s collection
to look at how artists create
the illusion of  foreground,
middle ground, and background.
Interactives for this tour include
objects found in the landscapes
and a variety of artists’ tools. In the
classroom, participants incorporate
concepts of foreground, middle
ground, and background into their
works of art, again using pre-cut
templates if necessary.

In the fourth and final session,
some of the paintings shown on
earlier tours are reviewed, paying
close attention to details not
previously noticed about content,
titles, matting, and framing,
Paintings are then completed,
matted, framed, and titled.

Keys to Success

Anindividual engagedinacreative
art experience, working at his or
her own pace, on a project that
can be successfully and creatively
accomplished, will reap rich
rewards, including the opportunity
for communication. While keeping
in mind that some participants will
not be comfortable talking to the
group about their artwork, it can
often be very valuable for those

https://biblioteca-digitala.ro



THE ROMARIAR JOURRAL OF MTUSEUTS

willing to do so. Group discussion
of the lesson and the resulting
artwork provides each participant
with an opportunity to share ideas
and insights.

Some of the most moving
testimonials to the success of
the program come from the
participants themselves, in thank-
you notes and accompanying
artwork. Group leaders often write
as well. For example, in December
2005, the Recreation Therapist at
a residential program for children
with emotional and/or behavior
disorders wrote to Robert Warren,
an important and consistent
supporter of Matter at Hand.
“The children, who had attended
a five-week session, had really
demonstrated improvements from
the first up to the final session.
There was a remarkable difference
in ability to maintain attention
to a task. The children were able
to demonstrate improvements in
making eye contact with Julie during
group discussions and tours of the
museum. They were also able to
accept and listen to her directions
with less assistance by the end
of five weeks. One of the most
exciting things for me to observe
was the change in the children’s
abilities to express themselves.
Julie did a great job of identifying
feelings that were displayed in
the numerous pieces of art in the
museum. This really seemed to
impact how the children were able
to talk of their own projects . . .
with pride and confidence. Self
esteem and feelings of self worth
have been very difficult issues for
the children to deal with.” She goes

Figure 6: Matter at Hand artists enjoy work

in the 2009 exhibiton. Photograph by Tom
Loonan.

on to thank Mr. Warren for his
continued and generous support.

Annual Exhibition and
Reception

One of the highlights of the
Matter at Hand program 1is the
exhibition of artwork produced by
program participants, which takes
place in the Albright-Knox Art
Gallery’s Education Department.
The coordinator selects the theme
before fall sessions begin—general
enough to allow for flexibility,
but focused enough to provide a
coherent theme. Past exhibition
titles have included Nature Works
(2008), Mirror Image: Images Mirror
(2005); Creative Expression for All
(2004);  expressive GESTURES
(2002); and Matter at Hand in Action

Figure 7: Albright-Knox Art Gallery Director

Louts Grachos and Curator of Education
Mariann Smith serve pizza at the 2009 Matter at

Hand reception. Photograph by Tom Loonan.
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(2001). A community reception
is held in conjunction with the
exhibition for the participants
and their families and friends.
The exhibited works are a source
of pride for the artists, and this
time of sharing them with others
is one of the most beneficial and
satistying parts of the program.

Docent Tours

Matter at Hand is offered only
three days a week, and often more
school groups wish to come than
can be accommodated by the
coordinator. These overflow groups
are encouraged to participate in our
school tour program, conducted by
Gallery docents, the majority of
whom have little or no experience
with special needs populations.
To remedy this, the Matter at Hand
coordinator  conducts  training
sessions that focus on both general
and  specific  tour  techniques.
General guidelines include the
following: the use of appropriate
language that puts people first;
the importance of not making
assumptions about a  person’s
abilities, instead allowing them to
make known what they need; the
practice of always asking before
assisting; having the patience to wait
for answers, because many people
with cognitive disabilities often
take longer to respond; letting the
staff handle any issues that might
arise; and assessing the group’s
developmental level and adjusting
the tour accordingly. More focused
guidelines are also provided about
touring techniques for specific
groups: for example, individuals
with cognitive disabilities, autism,

brain injury and other diseases
of the brain, Attention Deficit/
Hyperactivity  Disorder, mobility
issues, visual 1mpairments, and
hearing impairments. Docents find
this type of information invaluable
for the creation of tours that
provide positive experiences for
themselves and their visitors.

Art Sense-Ations Tours

The first of the Gallery’s free
verbal description tours was offered
in October 2005. In August 2006
a regular bimonthly schedule was
implemented, and in April 2008 the
tour was branded At Sense-Ations
to differentiate it from the Matter
at Hand program. Although it took
nearly two vears for Art Sense-Ations
to develop into a regularly attended
tour, it has now become so popular
that two docents have been recruited
to assist. Attendance is currently
limited to nine, with close to half
the slots filled by companions; the
goal 1s to expand that number by
training additional docents and
offering the program on a monthly
rather than bimonthly basis.

A wide variety of individuals
regularly attend the .Art Sense-Ations
tours: a few have experienced
extensive vision loss but can still
see some colors and objects at close
range; several others are in less
advanced stages of vision loss and
are able to navigate for the most
part on their own; and a few have
been blind all their lives and use
either a cane or a service animal.
Some may wonder how a person
who has never had sight could
possibly enjoy or be interested in
attending a museum tour. However,
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Figure 8: Participants touch a sculpture by

Fletcher Benton during an Art Sense-Ations
tour. Photograph by Tom Loonan.

these individuals are insightful and
inquisitive in discussions, and one
shared that the associations he
makes with colors are texturally
based.

Art  Sense-Ations tours are a
combination of verbally describing
works of art and touching select
sculptures  from the Gallery’s
Permanent Collection. The tours
are planned well in advance and
pieces selected based on special
exhibitions and the interests
expressed by participants in the
previous months tour. While
describing the artwork, an attempt
is made to incorporate other senses
such as hearing, smell, touch, and
taste, along with body positioning,
For example, when viewing
George Inness’s The Coming Storm,
a recording of the sounds of wind
and distant thunder was played. On
a different tour, participants posed
like the two characters in Jehan
Georges Vibert’s The Marvelons
Sance. Props are oftentimes used
to enhance understanding: for
example, raised line drawings of
the composition; fabrics or objects
similar to those in the artwork; and
materials and tools used by the
artist. As a result of these in-depth

s -8 T

Figure 9: Participants in an Art Sense-Ations
tour share their creations in the classroom.

Photograph by Tom Loonan.

experiences, only three or four
works of art can be visited in each
sixty-minute tour.

The second half of Art Sensa-
Ations takes place in the classroom.
As with the Matter at Hand program,
everyattemptis made to connect the
art activity with the tour. Everyone
is encouraged to participate in
the art activites, including the
companions, and a wide variety
of art materials, processes, and
themes have been introduced.
For example, after a tour of non-
objective,  expressive  paintings
from the 1950s by Jackson Pollock,
Willem de Kooning, and Mark
Rothko, participants were invited
to paint to music, paying special
attention to their body movements
and how they felt emotionally. On
another occasion, portraiture was
discussed in a special exhibition that
featured many of Nikolas Muray’s
photographs of Mexican artist
Frida Kahlo, along with several
reproductions of her paintings and
the Gallery’s original self-portrait
by Kahlo. In the classroom, each
participant  was given a bowl
filled with various textured paper,
fabrics, and objects and asked to
choose an item that reminded them

https://biblioteca-digitala.ro
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of someone important in their life.
They were then asked to share what
they chose and why. One person
selected a fabric that reminded her
of her grandmother who loved to
sew, and another picked a seashell
because their spouse was fond of
the beach. Everyone was then given
a clay tile and invited to create a
real or symbolic portrait of either
themselves or someone else in
their life. The results were creative
and varied: a few individuals made
line drawings of themselves; one
used the symbol of an apple with a
worm to describe someone in their
life; and another combined her
own handprint with the paw print
of her service dog. In most cases
projects can be completed that
day, but because many participants
frequently attend the program,
projects have also been done
that can be continued at the next
session.

Certain adaptations are imple-
mented in the classroom to make
it easier for individuals to create
art. For example, trays are used to
hold materials so they are easily
located and do not roll away. When
painting, the paper is taped to the
table to provide a tangible and
motionless boundary for those
with a visual impairment. Some
individuals appreciate a tour of
the classroom beforehand, while
others find it unnecessary.

Art in Darkness

Documentary
In October 2007, Toronto-based
Studio Five Films arrived at the
Albright-Knox Art Gallery to make
a short documentary film about

Figure 10: A film still from Art in Darkness.

Photograph by Tom Loonan.

giving museum tours to individuals
who are blind or visually impaired.
Art therapist Julie Cox, the current
coordinator of Matter at Hand,
was featured prominently. Four
individuals from the community
were invited to participate in the
tour and also to talk about their life
and experience of being partially
sighted or blind. Ms. Cox conducted
the tour using detailed descriptions
and multi-sensory experiences to
enhance the understanding of each
masterwork. The result was a short
documentary film called At in
Darfkness.

Geordie  Sabbagh, the film’s
producer, said he was inspired to
make the film after witnessing a
similar tour about ten years ago in a
different museum. He remembered,
“As each painting was described, 1
was captivated by the expressions of
the group. I have always wondered,
what did they ‘see’ and was it as
compelling as what a person with
sight felt when they looked at the
same painting,” Directed by Naomi
Wise, Artin Darkness was submitted
to film festivals around the world. It
was accepted into the 2008 Rhode
Island International Film Festival
and won second place in the Best
Short Documentary Film category.
The producers of the film hope
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Figure 11: James Jacques Joseph Tissot,

[’ Ambitieuse (Political Woman)

that the documentary will raise the
public’s awareness of the necessity
of this type of programming for
individuals who are blind or visually
impaired. Laura Herman, one of
the tour participants, after recalling
many  people’s  misconception
that blind and visually impaired
appreciate
pictures, said “today, you showed

individuals  cannot

us the picture - we were part of it.
And that’s the way it should be.”
Iwona Plonka, another participant,
said her hope for the film is that
“maybe the stigma about blindness
will vanish.”

Two of the works included on
the tour are public favorites in
the Albright-Knox Art Gallery’s
Permanent Collection, also fnown
as The Reception, 1883-85; O1il on
canvas; 56 x40 inches (142.2x 101.6
cm); Collection Albright-Knox Art
Gallery, Gift of William M. Chase,
1909.] In addition to describing

e B '? o ol
Figure 12: Jehan Georges Vibert, The
Marvelous Sauce, circa 1890; Oil on wood; 25 x
32 inches (63.5 x 81.3 cm) Collection Albright-
Knox Art Gallery, Bequest of Elisabeth H.
Gates, 1899,
James Tissot’s The Political Wonan in
detail, Ms. Cox used props to help
the group to better understand
certain aspects of the painting,
including a recording of a large
party to help illustrate the mood of
the event portrayed, various fabrics
for them to feel, a feather to create
the impression of the woman’s
fan, and a large braided tassel like
that depicted on the curtain in the
background. When telling them
about Jehan Georges Vibert’s
painting The Marvelons Sance, she
used role-playing with props to
help participants get a sense of the
figures” attitudes and positions, and
offered herbs for them to smell.

Visual Description
Audio Tours

Because  not  everyone can
participate in Art Sense-Ations tours,
visual descriptions are also available
as part of the Gallery’s OnCell
audio tour. This offering for blind
and visually impaired individuals
was first introduced in the spring
of 2003 with the special exhibition
Masterworks from the Phillips Collection,
on view at the Gallery May 27
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through September 1. On July 16, a
breakfast event was held to launch
audio description tours both of the
specialexhibitionandthe Permanent
Collection, with fifty-two blind and
visually impaired individuals and
members of organizations serving
that population in attendance.
Feedback from this breakfast led
to the following: Braille number
labels were added to audio wands
with the help of a rehabilitation
counselor  from the Olmsted
Center for Visual Impairments;
a script for the Masterworks audio
description tour was translated
into Braille; and a Braille edition
of the Permanent Collection audio
description tour was made available
at the Admissions Desk.

Through the years, more audio
description  entries  have been
prepared, and can currently be
accessed through visitors”  cell
phones. By dialing a main number
and then entering the access code
for a particular work of art, visitors
can hear a more detailed description
than those provided in the general
adult or youth entries. For example,
the following is the audio tour
script describing Paul Gauguin’s
famous work The Yellow Christ:

“French artist Paul Gauguin, who
lived from 1848 to 1903, painted
this image called The Yellow Christ,
in 1889. It is vertically oriented,
and measures just over three feet
high by almost two-and-a-half feet
wide. The tones that dominate the
painting are yellows, oranges, and
browns—the colors of autumn.

In the foreground is an image
of Jesus Christ on a wooden cross,
with three women kneeling in

prayer at its base. The horizontal
bar of the cross is about four inches
wide and extends across almost the
entire top edge of the painting. The
vertical bar above is cut off by the
frame. The lower vertical extension
of the cross is slightly off center to
the left, and extends almost to the
bottom of the canvas. The last few
inches are blocked by a large gray
shape, most likely a rock. About
a quarter of the way up the cross
is a small, wedge-shaped platform
on which Jesus’ feet rest. The right
foot is on top of the left, and one
nail attaches them both to the ledge
through their centers. There is no
blood. His thin long legs move up
to the small loincloth, rendered in
a V-shape with a piece of material
hanging down to the left. As with
his legs, details of his abdomen
and torso are vaguely defined.
His thin arms extend straight out
on an upward diagonal from his
shoulders, and his hands are nailed
to each end of the cross bar. No
fingers are delineated, and again no
blood is shown. His skin is yellow,
with greenish-gray tints in various
locations. His head leans peacefully
to the left, and his eyes and mouth,
represented by thin brown lines,
are closed. A brown arc over his
right eye forms an eyebrow; his left
eyebrow continues into the shape
of the long nose. His deep brown
hair is shaped like an upside-down
U over his head, and his mustache
and short beard are brownish-gray.

Gauguin  painted  The  Yellow
Christ in the northwestern French
province of Brittany, which was
one of his favorite locations. The
three women who kneel quietly at
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the base of the cross are dressed
in traditional Breton peasant
costume and perform one of the
daily prayers that were part of the
Breton cycle of life. Two are placed
to the left of the cross, and fill up
the lower left third of the picture.
In the lower left corner, with part
of her body cut off by the edge of
the canvas, is a woman whose body
faces us at a three-quarter angle.
Her head is in profile, with simply
delineated facial features. Her
dress is dark, with white collar and
cuffs. Her apron is blue-gray with
shades of purple and pale yellow.
A white headdress covers her hair.
Her hands are folded quietly in her
lap as she contemplates the image
of Jesus before her. The second
woman sits farther back in space,
facing us from behind and to the
left of the cross. She, too, kneels
with her hands folded in her lap.
Her dress is deep blue, her apron
orange with mottling of brown.
The same orange color forms a
stripe up her bodice and appears in
stripes at the ends of her sleeves.
She too wears the traditional white
headdress, under which her facial
features are extremely indistinct.
The third woman is in the extreme
foreground with her back to us, cut
off at her shoulders by the bottom
edge of the canvas. Her head is
turned slightly in profile, but no
facial features can be discerned.
Her headdress caps her head then
extends down her back—it is
white, but filled with tones of pink,
purple, and gray. Since Gauguin’s
paintings often included various
levels of meaning, the three women
can be interpreted as peasants

pausing to pray at a roadside altar,
as women experiencing a vision, or
symbolically as the three women
named Mary whom the New
Testament states were present
during the crucifixion of Jesus. The
rest of the foreground around the
cross is grass, colored in shades of
yellow, orange, brown, and green.
The background of the painting
is divided into three horizontal
planes. The foreground area,
around the cross, is divided from
the middle ground by a low stone
wall. The left end of the wall is
blocked from view by the two
women on the left—it appears for
severalinches, then disappears again
behind the cross. It then continues
to the right—several inches before
the right edge of the canvas it
turns back towards the distance
and is hidden by a small tree with
orange leaves. The leaves of this
tree, and all trees in the painting,
are represented as one organic
shape with no branches visible.

4

Figure 13: Paul Gauguin, The Yellow Christ,
1889; O1l on canvas; 36 1/4 x 28 7/8 inches
(92.1 x 73.3 cm); Collection Albright-Knox Art
Gallery, General Purchase Funds, 1946.
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About a third of the way from the
right edge of the canvas a man
climbs over the wall, with one leg
on each side. He wears black pants,
a blue shirt with white collar, and a
black hat. Two women stand near
him on the other side of the fence,
wearing traditional headdresses like
the women in the foreground. No
one knows who these figures are or
what they might represent.

On the other side of the fence is
a yellow field, punctuated by three
orange-leaved trees. A curvy path
begins in front of a house about a
third of the way from the left side
of the canvas. It comes toward the
stone wall, disappears behind the
cross and a tree, then reemerges
behind the man and two women.
It then disappears again behind
the tree in the foreground. Beyond
the yellow field is a series of hills.
Between the field and the hills is
a small village. On the left is the
thatched-roof house from which
the path emerges; just to the right
of the cross can be seen a white
house with dark roof. Separated
from this house by a stand of tall
and rounded orange trees are three
white houses with dark roofs,
extending diagonally towards the
left distance. To their right is a
green hill. The low hills behind the
village seen to the left of the cross
are covered with orange trees. To
the right of the cross the yellow
hills are open fields that meet the
sky. In the extreme left distance,
purple trees divide the tree-covered
hills from the sky. The top quarter
of the canvas is sky, mostly hidden
by the cross and Jesus. Most of the
sky is made up of shades of gray,

blue, green, orange, and lavender;
the sky closest to the horizon is
more white.

The fall setting is appropriate
for the Breton peasant way of life,
in which religion was woven into
the agrarian cycle. The cycle of
the seasons was seen as parallel
to Christ’s life—the autumn was
equivalent to his crucifixion and
death; and spring, when the crops
grew again, to his resurrection.”

Towards a Universal
Encironment

Federal law requires places of
public accommodation, including
non-profit organizations, to
comply with section 504 of the
Rehabilitation Act of 1973 and the
Americans with Disabilities Act
(ADA) of 1990. New York State
also has building codes that apply
to accessibility, and any alterations
made on the part of the facility must
comply with the most stringent of
these various laws and codes.

In 2000, the Gallery formed the
Universal Environment Committee
(UEC) with the goal of moving the
Gallery’s facilities and programming
into compliance with all federal,
state, and local accessibility laws.
Furthermore, the Gallery’s aim
is to go beyond mere compliance
with the law and strive to create
an environment that is universally
accessible.

With these goals in mind, the
UEC engaged outside organizations
to conduct physical accessibility
assessments of our facilities to
determine the current status of the
Gallery. In March 2006, the Self-
Advocacy Association of Western
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New York conducted a wheelchair
assessment, and in October 20006,
the State University College at
Buffalo’s Center for Inclusive
Design & Environmental Access
(CIDEA) completed a Universal
Design feasibility study.

The results of these assessments
were compiled, and a chart was
created in 2007 to assist the Gallery
in outlining and categorizing the
alterations necessary to increase
the Gallery’s accessibility. The
committee was then reformed to
include representative individuals
from a number of Gallery
departments, including Education,
Guest Services, Curatorial,
Buildings and Grounds, Security,
and Development. The Matter at
Hand Coordinator was named ADA
Coordinator, and the newly formed
committee worked throughout
2008 to create a mission statement
and policies and procedures to
guide the Gallery’s move toward
greater accessibility. Simultaneously,
the Gallery began making low-
cost, low-effort improvements to

the physical environment. At the
end of 2008, a presentation was

made to the Strategic Leadership
Group (Director, Deputy Director,
Director of Advancement, Chief
Financial Officer, and Chief
Curator), whounanimouslyadopted
the policies and procedures.

In February 2009, the Buffalo-
based architectural firm Hamilton
Houston Lownie finalized the
Architectural  Accessibility  Study
with suggestions and cost estimates
for the physical improvements
needed to increase accessibility in
the Gallery.

The term “universal design”
has been coined to promote the
idea of striving to go beyond
simple compliance with the law
to creating an environment that is
accessible to the “broadest public
to the greatest extent possible”
(Design for Accessibility, 55). There
are seven principles of universal
design to guide organizations
toward a mindset of inclusiveness:
creating environments that are
equitable; flexible; simple and
intuitive;  providing  perceptible
information; tolerance for error;
low physical effort; and size and
space for approach. Rather than

Figure 14: Albright-Knox Art Gallery, Buffalo, New York, USA. Photograph by Tom Loonan.
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viewing these principles as an end
result, universal design encourages
a constant vigilance and striving
toward ever-greater accessibility.

Conclusion: Looking to
the Future

The Albright-Knox Art Gallery’s
hope for the future lies in the
policies and mission statement
of the Universal Environment
Committee. The policy is threefold.
First, the Gallery will strive to
employ the concept of universal
design to promote inclusion and
eliminate  segregation  wherever
possible. Second is a commitment
to compliance with the Americans

with Disabilities Act and New York
State access laws. And finally, that
both the letter and the spirit of the
law will guide the design of facilities,
programs, activities, and events.
In conclusion, according to the
Gallery’s Deputy Director, Karen
Spaulding, “the Albright-Knox Art
Gallery is committed to creating a
Universal Environment for all its
visitors, to making every visit, every
encounter with a work of art, every
experience with music, or dance, or
film a meaningful and rich moment
in their lives. It is our hope that our
guests will feel enriched whenever
they visit and will want to come
back again and again.”
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ACCESIBIL TUTUROR

Mariann SMITH, nuzeograf educatie
Julie COX, cwordonator Matter at Hand si ADA
Jennifer BAYLES, /o5t muzeograf educatie

Introducere

Galeria de Artd Albright-Knox a
fost unul dintre primele muzee mari
din Statele Unite care s-a dedicat
primirii grupurilor de persoane cu
nevoi speciale. ILa baza acestui efort
sta proiectul Matter at Hand', care
a inceput in anul 1973, la o scari
micd, cu programe pentru vizitatori
neviziatori si cu deficiente de
vedere si care, de-a lungul timpului,
s-a extins considerabil din punctul
de vedere al categoriilor de public
carora se adreseaza. Matter at Hand
este un proiect rezervat grupurilor
organizate de persoane cu nevoi
speciale; Galeria face insa eforturi
pentru a se face accesibila oricarui
vizitator  individual, indiferent
din categoria de public din care
face parte. Pentru a atinge acest
obiectiv, a fost creat un Comitet
pentru Mediu Universal (CMU), cu
structura interdepartamentald, care
se ocupa cu problemele structurale
inerente cladirilor mai vechi, cu
designul expozitiei, precum si cu alte
probleme legate de accesibilitate.
Matter at Hand st rolul CMU
reprezinta principalele puncte de
interes ale acestui articol.

Istoria ,,Matter at Hand*

»opre inima materiei prin mana
omului” a fost conceptul initial si
filosofia cilduzitoare a proiectului
Matter at Hand, care a crescut
din convingerea ca persoancle cu
deficiente pentru care experiengele

muzeale de calitate au fost in cea mai
mare parte inaccesibile au dreptul
de a avea aceleasi oportunititi ca
si oricine altcineva. Acest interes
pentru comunitatea persoanelor cu
deficiente nu a fost unul singular
pentru Buffalo si pentru Albright-
Knox, ci s-a bazat pe progresele
inregistrate in acest domeniu la
nivel federal, pe plan legislativ, dar
siin plan concret. Principiul cel mai
important, care poate si rezume
toate aceste eforturi, este urmatorul:
»Nici un individ cu handicap,
altminteri calificat, nu va fi exclus de
la participarea la orice program sau
activitate ce beneficiaza de asistenta
financiara federala, nu ii vor fi negate
beneficiile rezultate din acestea,
sau nu va fi supus la discriminiri
sub acestea, numai din cauza
handicapului sau.” Cu alte cuvinte

> | ! Matter at Hand

orice program finangat de bugetul | s-ar traduce literal
federal trebuie si ofere, din toate | prin ,materic la

punctele de vedere, oportunititi
egale pentru toti cetitenii cu
deficiente din tard. Comunitatea

[

indemana”, insa
poate primi i alte
intelesun, in functie

de semnificatia

muzeala a fost unul dintre primele | oferic cuvanului

sectoare de servicii publice care s-a |, matter” - conginut,

indreptatactiv spre atingerea acestui
scop. Astfel, programul  Matter
at Hand a inceput in 1973, fiind
conceput de citre Departamentul
Albright-Knox,

impreund cu o

fond, substanta;
material; chestiune,
problemi; lucru;

prilej, ocazie;

| subicct de discutie.
de Educatie al Galeriei de Artd | Voi pastra de-a

lungul rezumatului

organizatie de voluntari denumiti ‘(IC!'IlllhlrL':l()l’lglnzllfl.
g

Junior Group, primul pas fiind o
expozitie de sculptura formata din
noudsprezece lucriri din colectia
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permanentd a Galeriei ce puteau
fi atinse, insotita de ateliere in
care persoanclc nevazatoare sau
cu deficiente de vedere puteau
lucra in lut. Pana in anul 1980
inclusiv, programul Matter at Hand
a continuat de cele mai multe ori pe
aceeasi structurd, abordand insa din
ce in ce mai multe teme si tehnici
de lucru. De fiecare data, el a putut
fi pus in practici datorita diverselor
organizatii  exterioare muzeului
(fie organizatii de voluntari, fie
alte institutii), care au contribuit
cu resurse financiare §i umane.
inccpfmd din toamna anului 1981,
Fundatia James H. Cummings a
oferit Galeriei un sprijin financiar
ficand astfel posibila angajarea
unui coordonator/instructor pro-
fesionist pentru program, precum
si stabilirea unui buget general al
acestuia. Astfel, Matter at Hand
s-a transformat intr-unul dintre
programele organizate in  mod
regulat de catre Departamentul
de Educatie al Galeriei. Mai mult,
bugetul necesar a fost suplimentat
prin finantari aditionale oferite de
VFundatia Aetna Life and Casnalty
si de companiile Fisher-Price Toys
st Mobil Foundation. Cu tot acest
sprijin, Matter at Hand s-a putut
dezvolta dincolo de comunitatea de
nevazatori si deficienti de vedere,
venind in intampinarea persoanelor
cuomare varictate de nevoi speciale,
inclusiv persoane cu deficiente de
vedere si de vorbire, cu intarzieri in
dezvoltare, cu dizabilititi fizice si
emotionale, precum si persoane cu
probleme psihiatrice si geriatrice.

Matter at Hand continua si in
prezent sa fie un program de succes

si este in continuare finantat de
catre Fundatia James H. Cummings,
dar si de alte fundatii si institutii
interesate sa ajute cauzel.

Filosofia Programului

,Matter at Hand*

Programul  Matter  at
Hand  foloseste muzeul pentru
a oferi persoanelor cu nevoi
speciale experiente  educationale
si terapeutice, combinand tururile
ghidate in colectile Galeriei si
expozitiile speciale cu proiecte de
atelier practic, cu scopul de a le
ajuta si invete sa se exprime pe
sine printr-o anumita intelegere
a limbajului artei, prin crearea
de opere de arta, precum si prin
discutii si interactiuni de grup.
Prin aceste sedinte, planificate
de coordonatorul de program
specializat in educatia prin arta si/
sau in art-terapie, Matter at Hand
incurajeaza creativitatea s auto-
descoperirea, intr-un mediu artistic
s1in comunitate. Privind operele de
arta din colectia Galeriel, membrii
grupurilor au  posibilitatea de a
vedea si auzi cum autorii unor
variate lucrari originale au utilizat
clementele fundamentale ale liniei,
formei, culorii si texturii pentru
a-si exprima ideile si sentimentele
intr-o forma vizuala. Participantii
sunt invitati si-si spund propriile
observatii legate de expresie in
picturd si sculpturd printr-un proces
de descoperire vizuald condus de

catre coordonatorul programului.
Dupa terminarea turului, gru-
purile participa la un atelier de
creatie pentru a scoate in evidenta
modul in care ideile personale
participa la procesul de realizare
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a unei opere de arti. Persoanele
folosesc concepte cu care au
operat pe parcursul turului din
Galerie, ca materiale brute pentru
a se exprima in timpul activitatilor
din atelier. Componenta practica
a programului implica lucrul cu
diferite materiale intr-un mediu
care sa inspire libertatea de
expresie si experimentarea. Dupa
finalizarea proiectelor, participantii
sunt incurajati sa le impartaseasca
grupului, prin  discutii centrate
pe insemndtatea i Intensitatea
elementelor expresive, stimuland
astfel auto-descoperirea.

Prin aceste activitagi de grup,
programul nu incurajeazd numai
auto-cunoasterea §i recunoasterea
existentei unor asemandri intre
membrii, ci si respectul siincrederea
reciproca, prin angajarea intr-un
proces colectiv de rezolvare de
probleme care necesitia colaborare
si intelegere. Lucrand impreuna,
participantii isi dezvoltd anumite
abilitati  interpersonale  precum
ascultarea, oferirea de rispunsuri
adecvate, auto-analiza, empatia,
controlul emotional. In cele din
urma, participantii pot cipata un
nivel de incredere in sine care si le
permitd o mai mare independenta
si 0 mai buna functionare in cadrul
unei comunitati.

Art-Terapia si Programul
,sMatter at Hand“

Functia de coordonator
al Matter at Hand a fost, istoriceste
vorbind, ocupata de citre un art-
terapeut. Art-terapia combina disci-
plinele artelor vizuale, psihologiei si
consilierii pentru a asista persoanc
cu o mare varietate de dificultati

de dezvoltare, emotionale i
fizice. Aceasti forma de terapie
foloseste arta in scopuri curative
st are radacini adanci in istorie; din
punct de vedere stiintific insd ca a
inceput sia fie utilizata terapeutic
si pentru diagnostic din secolul
18 si cu precadere in secolele 19-
20. Dezvoltarea acestei forme de
terapie a avut un parcurs ascendent,
in prezent ajungand sa fie folosita cu
succes pentru o gama foarte larga
de problematici care tin de sanatatea
mintala (de exemplu, stresul post-
traumatic, suferinta si pierderea,
anxietate, depresie, dependente si
tulburari de alimentatie), de anumite
suferinte medicale (de exemplu,
boala Alzheimer, cancer, HIV/
SIDA, boli in faza terminald), sau
de intarzieri in dezvoltare (cum sunt
autismul, tulburirile de invatare,
retardul  mintal).  Art-terapeutii
isi pot desfisura activitatea in
diverse medii, fie ele institutionale
sau private, printre care se poate
numara si muzeul.

Din cauza faptului ca participantii
la programul Matter at Hand vin
doar o data sau de cateva ori, art-
terapeutul nu ii evalueazd, nu ii
diagnosticheaza si nici nu ii trateaza,
urmand o directie intr-o mai mica
masuri clinici. In schimb, accentul
este pus pe folosirea prilejului de
a observa si discuta operele de
arta pentru crearea de conexiuni,
rezonante s§i experiente comune
la care participantii  raspund  si
prin demersul creativ din cadrul
atelierului.  Rolul art-terapeutului
este de a contribui la transformarea
vizitel intr-o experienta pozitivi,
revelatoare si placuta.
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Punerea in Practica a
Programului
,Matter at Hand*

Pregatirea

Pentru ca desfisurarea progra-
mului sa fie adaptata nevoilor si
particularitatilor participantilor, con-
ducitorii grupurilor, organizatiile si/
sau scolile primesc chestionare prin
care pot specifica anumite obiective
care considerd ca ar trebui atinse.
Ei fie pot alege dintre cele propuse
de catre organizatorii  Matter  at
Hand (de pildd integrare senzoriala,
identificarea  sentimentelor, dez-
voltarea limbajului, recreere), fie
pot propune obiective specifice. De
asemenea, sunt cerute si informatii
legate de experientele anterioare ale
grupului in ceea ce priveste arta (ce
materiale au mai folosit si ce tehnici
preferd; tipuri de lucru care le fac
placere; care le este capacitatea de
a recunoaste anumite elemente,
precum linia, forma, culoarea si
textura; ce teme le-ar plicea sa
abordeze din cele prezente in
Galerie).

Planurile de lectie

Organizatille  si scolile  pot
programa fie o singura vizit, fie
pana la patru vizite in decurs de
sase luni. Grupurile care participa
la program o singurd  datd au
posibilititi mai restranse in ceea
ce priveste folosirea materialelor
la activitatea de clasa, pe cand cele
care participa de mai multe ori pot
lucra la proiecte in mai multe parti.

Planurile de lectie sunt astfel
concepute incat si includi inte-
actiunea  de  grup.  Dinamica
grupului este, deci, importanti si
coordonatorul trebui sa anticipcic

nevoile fiecarui participant inainte
de fiecare lectie, pentru a putea fi
pregatitinsituatiilein care activitatea
grupului ca intreg este perturbati
de unul sau mai multi membri cu
interese sau caracteristici diferite de
ale majoritatii. De asemenea, foarte
importanta mai este si cunoasterea
nivelului  de intelegere si  al
cunostintelor pe care grupul deja
le are, pentru o adresare adecvatd
fiecarui grup si pentru a putea crea
cat mai eficient legaturi intre turul
din Galerie si activitatea artistica
din atelier. Factori precum varsta
mintald si varsta cronologica sunt,
de asemenea, semnificativi.

Concluzionand, fiecare lectie
trebuie planificata cu atentie, si
in functie de toate elementele de
mai sus, pentru o bund adaptare
a discursului si a continutului sau
la fiecare grup, pentru a putea
valorifica la  maximum  toate
abilitatile si potentialitatile fiecirui
membru al grupului, pentru a
indeplini  obiectivele stabilite ~ si
pentru a oferi coerenta activitatilor
si dialogurilor.

In  cazul grupurilor  care
participd de mai multe ori la
program, modurile de lucru
pot fi variate si fiecare intalnire
poate fi folositi ca bazid pentru
urmatoarea, legaturile  stabilite
atat intre concepte si actiuni, cat
st intre membrii grupului si intre
grup si coordonator devenind mai
puternice si cu 0 mai mare rezistenta
in timp, deci mai eficiente.

Cai spre succes

O persoana angajatd intr-un
proces artistic creativ, lucrand in
propriul ritm gila un proiect ce poate
fi finalizat inventiv si cu succes, va
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avea multe satisfactii, printre care se
numara si posibilitatea comunicarii.
Cu mentiunea ca pentru unii
participanti nu va fi confortabil
sia  vorbeasca grupului  despre
lucrarea realizata de ei la atelier,
adesea acest lucru poate fi foarte
important pentru cei care doresc sa
impartaseasca. Discutiile de grup
din timpul turului §i despre opera
de arti creata de fiecare din membri
ofera participantilor posibilitatea sa
faci schimb de idei si de viziuni.

De asemenea, feed-back-ul oferit
de catre participantii insisi, dar si de
catre conducitorii grupurilor oferd
informatii pretioase despre reusita
programului si despre efectele pe
care activitatile din cadrul lui le-au
generat.

Expozitie anuali gi receptie

Una dintre atractiile programului
Matterat Hand o reprezintd expozitia
de lucriri realizate de participantii
la  acest program in timpul
atelierului de creatie, expozitie
ce are loc in Departamentul
de Educatie al Galeriei de Arta
Albright-Knox, in toamna
fiecirui an. Inainte de inceperea
programului, coordonatorul alege
0 tema pentru aceastd expozitie,
care este suficient de generald
pentru a putea fi flexibila, dar si
suficient de concentratdi pentru
a fi coerenti. Exporzitia, insotitd
de o receptie pentru participanti,
prietenii si familiile lor, este un
motiv de mandrie pentru artisti si
reprezintd o ocazie de a impartasi
cu ceilalti lucrarile realizate de e,
acest moment fiind una dintre cele
mai fructuoase si mai satisfacatoare
parti ale programulul.

Tururile Ghidate

Matter at Hand are loc doar in
trei zile pe saptimand si adesea
mai multe grupuri scolare doresc
s participe decat pot fi primite
de citre coordonator. Aceste
grupuri sunt in schimb incurajate
sd participe la programul de tururi
ghidate pentru scoli, condus de
citre ghizii Galeriei, care insd in cea
mai mare parte a lor au putina sau
nu au deloc experienta cu grupurile
de persoane cu nevoi speciale.
Pentru a remedia aceastd situatie,
coordonatorul programului Matter
at Hand organizeaza si sesiuni
de formare profesionala care se
axeazd pe tehnici de ghidare atat
generale, cat si specifice. Cele
generale includ: folosirea unui
limbaj adecvat care pune oamenii
pe primul loc; importanta faptului
de a nu presupune ce abilitati are
o persoana si la ce nivel se afla ele,
oferindu-le in schimb posibilitatea
de a-si exprima propriile nevoi;
obisnuinta de a intreba intotdeauna
inainte de a oferi asistentd; rabdarea
de a astepta raspunsurile, deoarece
multe persoane cu deficiente
cognitive au nevoie de mai mult
timp pentru a raspunde; lasarea
persoanelor insotitoare sa se ocupe
de orice problema care ar putea
interveni; evaluarea nivelului de
dezvoltare al grupului si adaptarea
vizitei in functie de acesta.
Tehnicile mai specifice tin de lucrul
cu persoane cu diferite categorii
de deficiente, adaptate pentru
persoane cu deficiente cognitive,
cu autism, cu leziuni cerebrale
sau cu alte boli ale creierului, cu
Tulburarea Hiperactivitate/Deficit
de Atentiec (ADHD), cu dificultati
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de mobilitate, cu deficiente vizuale
sau auditive. Ghizii considera aceste
informatii ca nepretuite pentru
construirea unor vizite active care
sd aducd experiente pozitive atat lor
insisi cat si vizitatorilor.

Tururile
Art Sense-Ations®

Separat de programul Matter at
Hand, Galeria ofera si tururi de de-
scriere verbala, bilunar. Cu toate ci
acest program a avut nevoie de doi
ani pentru a se structura si pentru
a deveni un program frecventat, el
este in prezent un program atat de
popular incat a fost nevoie de re-
crutarea a inca doi ghizi pentru a
putea raspunde la toate solicitarile.
Momentan, grupurile care participd
sunt limitate la un numar de noui
persoane, cu aproape jumatate din
locuri ocupate de insotitori; scopul
este de a mari acest numir prin
formarea mai multor ghizi si prin
tinerea acestui program o dati pe
luni in loc de bilunar.

La programul Art Sense-Ations
participa in mod regulat mai multe
tipuri de oameni: unii care si-au
pierdut in mare parte vazul, dar
care pot in continuare distinge
anumite culori si obiecte aflate in
apropiere; altii care se afld in stadii
mai putin avansate de pierdere a
vederii §i care in cea mai mare parte
se pot deplasa singuri; si cativa care
au fost intreaga viatd nevizitori si
care nu pot umbla decit cu baston

' sau cu un animal de companie.
de arta. Voi |

Tururile Art Sense-Ations sunt o
combinatie intre descrierea verbali
a operelor de arti si atingerea
anumitor sculpturi din  Colectia
Permanenta a Galeriei. Ele sunt

planificate in avans, iar lucrarile sunt
alesein functiede expozitiile speciale
si de interesele participantilor,
exprimate in turul precedent.
Odata cu descrierea operei de artd
se incearca antrenarea mai multor
simturi — auzul, mirosul, pipaitul,
gustul, simtul proprioceptiv. Pe
langa descrierea propriu-zisa sunt
folosite siinregistrariale unor sunete
specifice  subiectului/atmosferei
din opera de arta discutatd; de
asemenea, participantii sunt invitati
sa se aseze in aceeasl pozitie ca §i
anumite personaje reprezentate
in lucrare; sunt aduse si materiale

lustrative, ajutatoare, care si
faciliteze  intelegerea  anumitor
concepte, lucruri sau fenomene

legate de respectiva operd (scheme
cu reprezentarea  stilizatd  a
compozitiel unui tablou, materiale
textile asemandtoare ca texturd
cu anumite obiecte prezente in
imagine, materiale si unelte folosite
de catre artist, etc.). Tocmai datorita
complexitatii acestor experiente,
numarul lucrarilor alese pentru
vizitare este limitat la trei sau patru,
pentru fiecare tur de o ora.

O a doua parte a Art Sense-Ations
are loc, dupa terminarea vizitei in
Galerie, in sala de clasa unde au
loc activitati practice, strans legate
de continutul si specificul fiecirui
tur. Sunt incurajati sa participe la
aceste activitati atat beneficiarii,
cat si persoanele insotitoare;
pentru aceasta a fost introdusi
0 mare varietate de materiale de
lucru, procese si teme care pot fi
abordate. Practic, in cadrul acestor
ateliere legaturile care se fac intre
tur i activitagi necesitd implicarea
participantilor nu numai la nivelul
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actiunilor, ci si la nivel cognitiv,
afectiv. §i expresiv; se incearcd
stimularea lor pe cat mai multe
planuri.

Pentru a usura activitatea
creativa, elemente ale spatiului de
lucru au fost adaptate nevoilor
participantilor — spre exemplu,
materialele sunt asezate pe tavi,
pentru a putea fi usor gasite si
pentru a nu se imprastia; pentru
pictura, hartia este lipitd cu benzi
adezive de masia pentru a oferi
nevazatorilor o incadrare mai clard
si imobila a suprafetei de pictat;
anumite persoane prefera ca inainte
de inceperea lucrului si primeasca
un tur al salii, pe cand altele nu
gasesc acest lucru necesar.

Documentarul ,,Art in
Darkness*®

In luna octombrie a anului 2007,
Studio Five Films, cu studiouri de
inregistrare la Toronto,aales Galeria
de Arta Albright-Knox pentru a
realiza un scurt documentar despre
oferirea persoanelor nevizitoare
sau cu deficiente de vedere de tururi
ghidate in muzeu. Patru persoane
au fost invitate sa participe la
un tur condus de coordonatorul
programului Matter at Hand, art-
terapeuta Julie Cox, si sa vorbeasca
de asemenea despre propria viatd
si despre ce inseamna pentru ei
sd fie nevizatori sau cu deficiente
de vedere. Documentarul a primit
numele de Ar
fost regizat de Naomi Wise si a
participat la mai multe festivaluri
internationale de film. Producatorii
documentarul  sa

in Darkness, a

lui  spera
creasca gradul de constientizare al

publicului fati de necesitatea acestui

ca

tip de programe pentru persoancle
nevizatoare sau cu deficiente de
vedere. Experientele pe care acestea
le pot avea participand la un astfel
de program nu sunt in definitiv
cu mult diferite de cele ale unei
persoane vazatoare, ci, dimpotriva,
in unele cazuri ar putea crea un
impact mult mai puternic, tocmai
prin faptul ca reprezintd ceva inedit
si extraordinar de bogat, din mai
multe puncte de vedere.

Audioghidurile
Vizual-Descriptive

Pentru ca nu toatd lumea poate
participa la tururile Art Sense-
Ations, ca parte din tururile ghidate
audio OnCell ale Galeriei,
disponibile si  descrieri vizuale.
Prima oara cand a fost folosita
aceasti modalitate de ghidare
pentru persoanele neviazatoare sau
cu deficiente de vedere a fost in
primavara anului 2003, cu ocazia
vernisajului expozitiei temporare
Capodopere din Colectia Phillips (27
mai — 1 septembrie 2003). La 16
iulie s-a organizat un eveniment de
lansare a acestor audioghiduri atat
pentru expozitia respectiva, cat si
pentru  Colectia Permanenta, la
care au participat 52 de persoane cu
deficiente de vedere si nevazitoare,
precum si membri ai organizatiilor
care au ca domeniu de activitate
asistenta  acestel  categoril
persoane. In urma feed-back-ului
primit cu aceasta ocazie au fost

sunt

de

adaugate taste numerice scrise
in  Braille pe dispozitivele de
audioghid, textul audioghidului

pentru expozitia temporara a fost
transcris in Braille, iar o editie in

Braille a textului audioghidului
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pentru Colectia Permanentd a fost
de asemenea pusi la dispozitia
vizitatorilor la Casa de Bilete.

De-a lungul timpului, mai multe
lucriri au primit descrieri audio
si pot fi in prezent accesate prin
telefoanele mobile ale vizitatorilor.
Formand un numir principal si
introducand apoi codul de acces
pentru o anume operd de artd,
acesti vizitatori pot auzi o descriere
mai detaliati a respectivel lucrari
decat cea prezentatd in inregistrarile
pentru tineri sau adulti in general.

O asemenea descriere incepe cu
o scurta introducere in care sunt
prezentate cateva informatii despre
autor (nationalitate, perioada de
viatd), titlul lucrarii i anul in care ca
a fost creata, orientare (pe verticala
sau pe orizontald) si dimensiuni,
culorile principale folosite (in cazul
unui tablou). Ea continua apoi cu
descrierea propriu-zisa a lucrarii.
Se incepe cu prim-planul si cu
elementele cele mai importante ale
acestuia; sunt oferite cat mai multe
informatii, legate de dimensiunile
obiectelor reprezentate, de culorile
st semnificatiile lor; personajele
sunt descrise si ele, pornind de
la forma, pozitie, aspect, culori.
Ordinea prezentarii este organizata,
permitand descoperirea etapizata a
elementelor compozitiei, de jos in
sus (spre exemplu) si intotdeauna
de la un obiect discutat la altul
alaturat lui in tablou. Descrierea
este obiectivd, dar sunt oferite pe
alocuri si cateva elemente care tin
de semnificatii, pentru o mai buni
intelegere a tabloului.

De la descrierea elementului
principal (central) al compozitiel
se trece la cele secundare ale prim-

planului, urmand acelasi parcurs
organizat; urmeaza apoi planurile
indepartate  ale  compozitiei,
mergand in profunzime si detaliind
fiecare etapa. Descrierea este
minutioasa si cat mai exactd posibil.
La sfarsitul descrierii intregului
tablou se poate specifica pe scurt
felul in care subiectul tabloului este
in general interpretat.

Catre o Ambiatd Universala

In anul 2006, Galeria a format
Comitetul ~ pentru  Ambianta
Universala (CAU), care are ca
obiective adaptarea facilitagilor si
programarilor Galerier la legile
federale, statale s1 locale referitoare
la accesibilizare, precum si crearea
unei ambiante care si fie, mai
mult decat cerintele impuse de
lege, universal accesibile. Pentru
indeplinirea  acestor  obiective,
CAU a angajat organizatii externe
sa evalueze din punctul de vedere
al accesibilizarii facilitatile Galeriei;
in urma rezultatelor evaludrii, in
anul 2007 a fost creata o lista cu
categoriille de modificari necesare
pentru a creste gradul in care
Galeria este accesibild. Comitetul
a fost apol reorganizat astfel incat
sa includa si reprezentanti ai mai
multor departamente ale Galeriei
— Educatie, Relatii cu publicul,
Muzeografie, Cladiri si terenuri,
Paza si siguranta si Dezvoltare.
Coordonatorul programului Matter
at Hand a fost numit Coordonator
ADA* si Comitetul nou format
a lucrat pe tot parcursul anului
2008 pentru a contura misiunea,
politicile si procedurile care sa
orienteze Galeria spre o mai mare
accesibilizare. In paralel, Galeria
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a inceput sa aducd imbunatatiri
mediului fizic, la pret siefort scazute.
Procesul de evaluare si adaptare
este unul continuu si permanent,
iar Galeria functioneaza in prezent
dupa principiile designului universal,
termen construit pentru a promova
efortul de a crea o ambianta care
este accesibili pentru cel mai
cuprinzator public, in cel mai mare
grad posibil. Aceste principii, sapte
la numar, sunt urmatoarele: crearea
de ambiante echitabile; flexibile;
simple si intuitive; care oferd
informatii perceptibile; toleranta
fata de eroare; efort fizic scazut;
marime si spatiu adaptate accesului
si apropierii. In locul intelegerii
acestor principii ca scopuri finale,
designul universal promoveaza
o vigilentd constanta si un efort
constant catre o accesibilizare din
ce in ce mai mare.

Concluzie: privind spre viitor

Sperantele  legate de  viitor
ale Galeriei de Arta Albright-
Knox stau in politica si misiunea
Comitetului ~ pentru  Ambianta
Universala. In primul rand, Galeria
va incerca sa puna in aplicare
conceptul de design universal
pentru a promova incluziunea® si
pentru a elimina segregarea de cate
ori este posibil; in al doilea rand,
Galeria va adera in continuare la
ADA si la legile statului New York
legate de acces; in al treilea rand,
designul facilititilor, programelor,
activitatilor  si evenimentelor
Galeriei va fi ghidat de litera si
spiritul legii. In concluzie, dupi
cum declara Directorul adjunct al
Galeriei, Karen Spaulding, ,,Galeria
de Arta Albrght-Knox se angajeaza
sa creeze o Ambianta Universala
pentru toti vizitatorii sai, s
transforme fiecare vizitd, fiecare
intalnire cu o operi de arta, fiecare
experienta cu muzica, dansul sau
filmul intr-un moment semnificativ
si bogat din vietile lor. Speranta
noastra este ca oaspetii nostri sa
se simta imbogatiti de fiecare dati
cand ne viziteaza si ca vor dori sa
se reintoarca iar si iar”.

Traducere: Ozana Raluca
Nitulescu
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EDUCATIONAL PROGRAMMES FOR
PEOPLE WITH SPECIAL NEEDS

Ozana Raluca NITULESCU, Education curator
Angelica IACOB, Head of the Department for Education, N.M.A.R

The National Museum of Art
of Romania already has a rich
experience regarding educational
programmes, especially those for
schools and kindergartens, and for
families. Since the year 2000, the
Education Department has started
to organise such programmes,
which over the time have developed
and improved constantly. As for
the programmes for people with
special needs, they have been held
since 2001, but only at request
and with a low frequency. While
until 2007 most of the participants
were  children  coming  from
underprivileged areas, children with
behavioural problems, or children
with learning difficulties, in 2007
and in 2008 more children with
deficiencies started to participate,
coming from schools for children
with visual impairments and with
hearing impairments; there were
also 17 adults with different mental
health problems (mental deficiency
in various degrees, schizophrenia,
depression etc.) coming from two
foundations, each group (of nine,
and eight people respectively)
participating in  two different
educational programmes. Since the
beginning of 2009, only children
protected by different foundations,
children that didn’t have any
deficiencies, but whose families
were unable to financially provide
them with the proper education

their intellectual possibilities
demanded have participated in
these programmes.

Most of the children that
participated in NMAR’s educational
programmes free of charge had mild
ormoderate handicaps. Evenamong
the children from the schools for
children with hearing impairments
and with visual impairments, very
few of them were deaf and none
blind. As a matter of fact, the only
people with specific problems who
participated in the educational
programmes were the seventeen
adults mentioned above. Because
of this reason, but also due to a
certain lack of experience, most
of the programmes we discussed
so far hadn’t been entirely different
from the ones dedicated to regular
children; in other words, they
hadn’t been perfectly adapted to
the characteristics of each group.
Perhaps this is why the programmes
dropped in number instead of
being more and more attractive.

However, the reasons for this
situation are more than one.
First of all, until the year 2007
NMAR hadn’t had employees in
the Education Department with
a special training to professionally
hold such programmes. Even
when two people with a degree in
Special Education were hired, they
lacked a relevant reference point
to conducting such programmes

https://biblioteca-digitala.ro



THE ROMARIAR JOURNAL OF MTUSEUMS

— a model of good practice, well
documented and successful, coming
from a museum within the country
or from abroad. Secondly, not even
in the present the Museum’s offer
for educational programmes does
include differentiated programmes
for people with special needs; they
practically exist only on demand,
people with special needs not
being one of the Museum target
groups. Finally, simply graduating
from a Special Education Faculty
is not enough to hold educational
programmes for children with
deficiencies within a museum:
further specialisation is required —
the graduate must gain knowledge
about the museum’s collections,
but also about the different types
of handicap he or she works with
(for example, the graduate should
learn the sign language in order to
communicate with deaf persons).

Nevertheless, regarding the actual
development of the programme of
this kind, there are certain things to
be done that are essential for it to
be successful.

First, the objectives of the
programme must be established,
according to group’s specific.
Indeed, there are certain objectives
common with the ones for any
other educational programme. In
the case of the National Museum
of Art of Romania, these are the
children’s familiarisation with art
through interdisciplinary activities,
giving an alternative to the formal
education and highlighting the
Museum’s collections. Particularly,
educational  programme’s  goals
are developing the taste and
the knowledge for and about

art, developing the capacity for
understanding a work of art, of the
context in which it was created; on
another hand, since an art object has
a subject, the educative possibilities
extend; the viewer could go beyond
understanding it by giving it his/her
own interpretation and meaning,
There are also even more aims
that could be named, even more
specific, that are related to the
participants gaining/strengthening
some of their abilities, regarding
their own personality. Also, some
other objectives could be added,
depending on each topic of
discussion or subject of work.
While settling the objectives,
the participants’ real and mental
age, their level of personality
development and the level of
knowledge they reached must all
be taken into account. In addition,
when working with people with
special needs, the specific of
their deficiencies must also be
considered. The ideal would be that
every museum educator that wishes
to hold such programmes knew the
problems each category of handicap
he or she works with; in any case,
it 1s essential for the museum
educator to collaborate with the
group’s coordinator through the
entire process of development of
an educational programme, since its
planning and until after the actual
end of the programme, when his/
her feedback would be extremely
pertinent and valuable. Not all of
the objectives mentioned above
could be reached with every group;
on the other hand, the group itself
may have certain expectations, or
the group coordinator could have
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some framework-objectives of the
group’s general activity, in which
he or she would want to include
the ones settled for the museum
educational programme. Thus, the
objectives of such a programme
should be as well adapted to the
interests, the requirements, the
needs and the characteristics of
each group as possible: flexibility
is essential in the process of

establishing  the  programme’s
objectives.
The next step is to decide

upon a method of work, by that
meaning both the method of
communication and the way in
which certain activities should
be done. NMAR’ educational
programmes are structured in two
parts: they begin with an interactive
visit in one of the
galleries /exhibitions, followed by
a creative activity in the Museum’s
studio. Practically, each group
chooses a topic (usually from the
ones proposed by the Museum, but
it can also be a new one the group’s
coordinator thinks of), depending
of the objectives aimed. This topic
is one of the links between the
interactive visit and the creative
activity. Based on it, some works
of art are chosen from the display,
and the creative activity is guided
both by the topic discussed and by
the works of art. Coming back to
the methods of work, they could
be divided into three categories:
means for communication, means
for facilitating understanding, and
work techniques for the practical
activity.

Regarding  the  ways to
communicate, these are usually

Museum’s

verbal and nonverbal. We shall
speak in this respect of words
and language, and of attitudes.
The language used must always be
comprehensible to every participant
and always flexible, in accord
with the present situation. On a
semantic level, it is useful to verify
that certain words are known by
the participants, encouraging them
to ask when they don’t understand
something fully. However, there
are situations when using spoken
words 1s not enough to transmit a
message. Even if you could manage
to exchange messages with people
with hearing impairments with
nothing but words, facial expression
and  gestures, communicating
this way is quite difficult. Of
course, children, as well as adults,
with  hearing impairments or
deafness are encouraged to learn
to lip read and to speak without
hearing themselves (that is, if their
speaking organs are intact); but it
is harder to learn to communicate
this way than learning the sign
language, and most of the children
and many adults use the latter
means of communication. In this
situation, it is absolutely necessary
for an interpreter to be present
at the educational programme
for deaf people or with hearing
impairments, or, better yet, for the
museum educator to know the sign
language him/herself and to use it
Huently.

Also  regarding the ways of
communication, there are some
things to be said about the verbal
communication with blind or
visually impaired people. Since
eyesight has one of the key roles
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in the development of concepts,
a blind person’s thinking is based
more on the concrete than
on the abstract. Hence, when
communicating with them, one
should keep that in mind and
adjust one’s discourse accordingly
(especially if the blind or visually
impaired persons are children). A
verbal description of the places
they are in or within they pass, along
with a detailed description of the
art objects discussed are absolutely
necessary; the description should
be spatially and logically organised
and it should also be as detailed as
possible, when it is necessary. Also,
the verbal communication should
be completed by bringing things to
touch, hear or smell. It is essential
that these people feel secure,
accepted and encouraged (either
tacitly or expressed, depending on
the situation).

Moreover, the group’s coor-
dinator’s interventions are very
useful in situations when some
problems appear in understanding,
or when the discussion touches
a domain well known by the
participants ~ (the  coordinator
could remind them about things
or experiences they know or have,
thus clarifying certain meanings or
strengthening certain knowledge).
Also, there are situations when a
specific activity (talk, game, using
illustrative materials etc.) requires
two or more people to perform
it — cases when the coordinator’s
active involvement is absolutely
necessary.

The museum educator’s attitu-
de towards the patrimony, the
educationalprogrammes themselves

and also towards the participants
during these programmes is
essential for the fulfilment of the
objectives. In this last respect, his/
her attitude should create a playful
atmosphere that should also give
the children a feeling of trust
and safety, of joy and acceptance,
without putting aside the fact that
everything happens in a museum,
and that certain rules of conduct
need to be followed. The museum
educator’s attitude is important
because it can mould the children’s
behaviour, it can stimulate and
encourage them when needed, it
can become an example of conduct,
and it can create an environment
in which the child becomes more
self-confident, where he/she can
try different ways of thinking and
learn by playing etc.. In other words,
the attitudes shown by the museum
educator, more or less consciously,
could influence in a good or a
bad way the outcomes of the
programme. Of great importance
in this concern are respect, patience,
care, acceptance, valorising the
participants, the programmes and
the museum, openness towards the
participants as distinct personalities
and towards new ideas, trust, and
joy. Empathy is also important, as it
stimulates the development of the
relationship, and the personalities
of the others.

During an educational  pro-
gramme, some situations may occur
when  communicating  verbally
and nonverbally and through the
attitude it is not enough for the
message to be fully understood.
In these cases, the need for using
other methods imposes itself: they
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can be either games, or alternative
materials to better illustrate the
subject of discussion. Using games
has several advantages: it can break
off the monotony, it can focus
the attention, it can stimulate the
imagination and the creativity,
and it can be a great means for
active learning. Depending on
the group’s characteristics, on the
topic discussed and on the space
available, the museum educator
can propose different games, with
different lengths in time, simpler or
more complex. It is recommended
that the museum educator thinks in
advance of several games that he or
she could play with the participants
of a specific group, either planning
it as a part of the programme, or
having it in store for unexpected
events (the group can suddenly
no longer concentrate; some
members of the group disturb the
others by doing something else;
the participants’ interest in the
subject discussed suddenly drops
drastically, etc.).

The illustrative materials that
can be brought at an educational
programme by the museum
educator can be images, diagrams,
different  objects, sounds and
scents, texts to be read, short films
etc.; they all must be connected
to the topic chosen and to the
works of art discussed during
the programme. They are useful
because they offer support to
the better understanding of the
works of art, thus encouraging
the participants to form their own
opinion or interpretation on them.
These illustrative materials become
truly important when working with

blind or visually impaired people.
For them, it would be a proper
thing to touch some of the works
on display; however, even if this
is possible or not, the museum
educator could bring them relief
representations  of  the works
discussed, relief diagrams of the
main elements of composition (in
the case of discussing a painting),
some tools or materials used in the
making of a specific work of art
etc.. All the same, using illustrative
materials  incites to  curiosity,
enthusiasm, involvement and
participation, and it encourages the
participants to express their own
opinion.

Regarding the practical activity,
when choosing a certain technique
it is recommended to keep in
mind the objectives established,
the group’s characteristics and its
demands, the topic chosen and
the works discussed during the
interactive visit. In this process,
the collaboration with the group
coordinator, or even with the
participants themselves, is very
useful. It is extremely important
that the museum educator knows
what the members of the group
physically able to do. Asking a
person with deficiencies to do
something he or she cannot
accomplish practically equates with
slighting him/her. Depending on
each groupand onits characteristics,
the chosen technique should bring
on satisfaction — the participants
should have the physical possibility,
as well as the time and materials
needed to realise a work which they
could be proud of.
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Once the technique of work
and the subject of the creative
activity have been settled, at the
beginning of the practical activity
it is useful to let the participants
know what materials they can use
and, depending on the situation,
how to use them and how they are
distributed. The subject chosen
is best to affectively involve the
participants (it should refer to their
feelings, their preferences, their life
experience, and so on), in order
to encourage self-expression and
self-awareness. At the end of the
activity, if time and the participants’
mood permit it, it would be worth
for the participants to share with
the group their opinions and
feelings about their own works
of art, not by coercing them,
but only by encouraging them to
do so. Thus, the creative activity
becomes an enjoyable experience,
while also strengthening and
clarifying the knowledge gained
during the interactive  visit,
linking that knowledge with the
participants’ own life experiences,
and encouraging self-expression
and confidence (in themselves and
in others).

During the creative activity, it is
best that the museum educator is
available for any assistance required
by the participants, and that he or
she shows interest in the work of
each member of the group, without
directly influencing their outcomes.
In this way, the museum educator
supports the participants to freely
express themselves and to search
for their own way to accomplish
something (whichimplies awareness
and choice assuming). Comments
like “this way is not good”, or

“your drawing is bad”, or “this is
the most beautiful work”, coming
from either the museum educator
or from the group members,
are under any circumstances
unacceptable and they must be
discouraged. Each work created
by the participants is important,
significant and beautiful, and the
museum educator should point out
the specific qualities of the works
that sustain these affirmations. In
this context, talent is not relevant;
instead, the participants learn to
respect each other and to recognise
in others and in themselves valuable
things. This is even more important
for people with special needs, since
they do not come across this kind
of attitude on a daily basis. The
educational programmes for people
with special needs should better
resemble to a form of therapy than
to a learning method, and they
should involve as many facets of
the participants’ personalities as
possible, referring to their abilities,
their  feelings, their emotions
and their experiences. Thus, an
educational programme of this kind
should fit in the larger educational
and therapeutic programme they
are already a part of.

After the actual programme has
finished, the collaboration with the
group coordinator is again required,
in order to analyse its results and to
improve it if necessary. After all,
the only ones qualified to say if a
programme has been successful or
not are the participants themselves
or the person caring for them,
by observing differences in their
behaviour, in their attitude or in
their abilities.
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Returning to the educational
programmes for people with special
needs held so far at the National
Museum of Art of Romania, we
have already said that they haven’t
been very successful due to an
insufficient adaptability towards
the needs of the target group. But
neither us (the museum’s staff
qualified on education), nor they
(the people with special needs and
the persons that take care of them)
had an accurate representation
of such a programme: we didn’t
have a good example from which
to begin, and they didn’t have well
defined expectation towards such
a programme. Another reason for
the above mentioned insufficient
adaptability might also be the fact
that most of the participants were
actually very close to people with all
their senses and abilities intact and
fully functioning, thus requiring
few amendments to the regular
programmes we held. Moreover,
on the one hand, the programmes
for people with special needs are
not enough promoted, and on
the other, people with different
impairments living in Romania tend
not to be very visible, as the public
is not truly accepting them, and
thus they participate in relatively
few events attended mostly by
unimpaired people. Promoting the
educational programmes and being
persistent in holding them on a
regular basis is one of the things
that can be done to improve this
situation.

As a conclusion, besides the
things said so far, it could also
be added that there are three or
even four stages of developing

educational  programmes  for
people with special needs. The first
one would consist of programmes
held by museum educators without
a special qualification to work with
such people, programmes that
therefore are very similar with
the usual programmes, with only
slight changes towards adaptation
(for example, when holding an
educational programme for visually
impaired children, Angelica Iacob
obtained approval for them to
touch a certain sculpture, using
gloves, because she was aware of the
importance thattouch has for them).
A second stage of development
would mean programmes held by
muscum  educators  with special
education studies — more adapted
programmes, but that stll are
not fully adapted due to a lack of
further specialisation (as is, for
example, learning the sign language
for communicating with hearing
impaired people). A third stage
would consist of programmes
held by museum educators that
have also trained in different fields,
in order to better cope with the
tasks implied by an educational
programme of this kind. Without
a doubt, this would be the best
and the most successful option.
Finally, a fourth stage (but that
could also be concurrent with the
other stages) would be represented
by programmes held by people
qualified to work with each
category of handicap, that work
part-time for the museum, and
who have also gained knowledge
about the museum’s patrimony and
educational programmes.

These  being  said, holding
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successful educational programmes  that we need in order to achieve
for people with special needs is  this is motivation, determination,
neither impossible, nor very distant  and of course, the joy to participate
from our present possibilities. All  in the process of their making,
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PROGRAME EDUCATIVE PENTRU
PERSOANE CU DEFICIENTE

Ozana Raluca NITULESCU, referent educatie
Angelica IACOB, sef Birou Educatie MN.A.R

Muzeul National de Arta al
Romaniei are deja o experientd
destul de bogata in ceea ce priveste
programele educative, mai ales cele
destinate scolilor si gradinitelor, si
familiilor. inccpﬁnd din anul 2000,
Sectia de Educatie a inceput sa
organizeze astfel de programe, care
de-a lungul timpului s-au extins
si s-au imbunatatit constant. In
ceea ce priveste insa programele
educative  pentru  persoane cu
deficiente si pentru copii protejati
de asociatii, fundatii si centre de
plasament, ele au inceput sa se
desfasoare incepand din anul 2001,
insd cu o frecventa redusd si pe baza
de cerere. Daca in perioada 2005-
2007, majoritatea participantilor la
aceste programe se puteau incadra
in a doua categorie (copii provenind
din medii defavorizate, copii cu
probleme de comportament, copii
cu deficiente de invatare), in anii
2007 si 2008 au inceput sa participe
st mai multi copii cu deficiente,
provenind de la scolile pentru
deficienti de vedere si pentru
hipoacuzici din Bucuresti, precum
si de la liceul pentru deficienti de
vedere din capitald; la acestia s-au
adaugat si 17 adulti cu diferite
probleme de sinitate mintali
(deficienta mintala de diferite grade,
schizofrenie, depresie, etc.), care

au venit prin doua fundatii (Fstuar

st Trebuie), fiecare grup (de noua,
respectiv opt persoane) participand

la cate doua programe educative.
De la inceputul anului 2009, la
programele educative organizate
de Muzeu nu au mai participat
pana acum decat copii protejati de
fundatii, copii care insa aveau un
potential intelectual ridicat, singura
lor problema fiind faptul ca resursele
financiare de care dispunecau
familiile lor erau insuficiente pentru
o educatia adecvatd posibilitatilor
lor intelectuale.

Trebuie spus de la bun inceput
ci majoritatea copiilor care au
participat in regim de gratuitate la
programele educative ale MNAR
aveau  deficiente  usoare  sau
moderate. Chiar si printre copiii
provenind de la scolile pentru
hipoacuzici si pentru ambliopi, nu
se aflau decat foarte putini copii
surzi si nici unul cu cecitate. Practic,
singurele persoane cu probleme
mai grave care au participat la
programele educative au fost cele
17 persoane adulte amintite mai
sus. S1 din aceastd cauzd, dar si
dintr-o oarecare lipsa de experientd,
majoritatea  programelor  despre
care am vorbit pind acum nu s-au
desfasurat mult diferit fata de cele
destinate copiilor obisnuiti; cu alte
cuvinte, nu au fost perfect adaptate
caracteristicilor diferitelor grupuri.
Poate ca acesta este unul dintre
motivele pentru care ele au scizut
numeric, in loc ca interesul fata de
cle sa creasca.
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Motivele pentru aceasta stare de
fapt sunt totusi mai multe. Pentru
inceput, pana in anul 2007 MNAR
nu a avut ca angajati ai Sectiei de
Educatie persoane cu o pregitire
speciala care sa poata sustine in mod
profesionist astfel de programe. Mai
mult, chiar si cand au fost angajate
doud persoane care sa fi absolvit
sectia de Psihopedagogie speciali a
Facultatii de Psihologie si stiintele
educatiei, a lipsit un punct de
referinta relevant pentru realizarea
unor astfel de programe: un model
de buna practica provenind de la un
muzeu din tard sau din strainatate,
bine documentat si de succes. Un
alt motiv ar fi acela ca nici pana
in momentul de faa, oferta de
programe educative a Muzeului
nu include in mod diferentiat acest
tip de programe; ele exista practic
in continuare pe baza de cerere,
persoanele cu deficientd nefiind un
public tinta direct vizat. $i in fine,
simpla absolvire a Psihopedagogiei
speciale nu este suficientd pentru
sustinerea unor programe educative
pentru copii cu deficiente in cadrul
muzeului. Ceea ce lipseste este o
pregatire in plus: pe de o parte,
absolventul trebuie si cunoasci
patrimoniul §i anumite lucruri in
legiturd cu acesta care confera o
imagine de ansamblu (dar si una de
profunzime) a acestuia, iar pe de
altd parte este nevoie ca el sa capete
un set de cunostinte si experiente
in legiturd cu anumite tipuri de
deficientd. Un exemplu in acest sens
ar fi invatarea limbajului mimico-
gestual pentru comunicarea cu
persoanele deficiente de auz sau
surde.

In orice caz, in ceea ce priveste
desfasurarea propriu-zisa a pro-
gramului de acest tip, pot spune
cd exista anumite lucruri care sunt
esentiale pentru ca un astfel de
program si aiba succes.

Pentru inceput, trebuie  sta-
bilite clar anumite obiective, in
concordantd cu specificul fiecarui
grup. Desigur, exista anumite
obiective care sunt comune cu
cele pentru orice program pentru
copii de scoald si de gradiniga.
In cazul MNAR, acestea sunt
familiarizarea copiilor cu arta
prin  actvitati  interdisciplinare,
oferirea unei alternative la educatia
formala si punerea in valoare a
patrimoniului Muzeului. In mod
particular, un astfel de program
are ca scop dezvoltarea gustului,
a cunostintelor pentru si despre
arta, a capacitatii de intelegere a
unei opere de artd, a contextului
in care ca a aparut, restrans dar si
extins; pe de o altd parte insd, cum
o opera de arta are si un subiect,
plaja de posibilitati educative se
extinde; privitorul poate trece de
la intelegere la interpretare, isi
poate forma o opinie personald
in cunostintd de cauza. Mai exista
insa i alte tipuri de scopuri,
incd mai punctuale, care tin de
consolidarea/dobandirea anumitor
capacitati ale participantilor (de
concentrare atentiei, de ascultare
activa, de empatie, de imaginatie,
de comunicare, capacitati
intelectuale — de analiza, sintezi,
generalizare,  abstractizare i
comparatie, s.a.m.d.), la care se mai
pot adauga cele ce tin de fiecare
tema de discutie/lucru. In procesul
de stabilire a obiectivelor trebuie
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si se tind cont de varsta reala si
intelectuald a participantilor, de
nivelul de dezvoltare a personalitatii,
de nivelul de cunostinte la care
ei se afld; in cazul persoanclor cu
deficiente, trebuie s se mai tina cont
si de specificul fiecarei deficiente.
Ideal ar fi ca fiecare educator
muzeal care doreste sa sustind
astfel de programe sa cunoasca
problematicile fiecarei categorii de
deficienta cu care lucreaza; in orice
caz, colaborarea cu conducitorul
grupului este esentiald, aceasta
fiind absolut necesara in toate
momentele pe care le implica
desfasurarea unui program educativ
pentru persoanele cu deficiente
— de la faza de planificare a lui si
pana dupa terminarea efectiva a
programului, cind feed-back-ul
pe care coordonatorul il poate
oferi este unul de mare valoare si
insemnatate. Nu toate obiectivele
mentionate mai sus pot fi atinse
cu orice grup; pe de alta parte,
grupul poate si aiba deja anumite
asteptiri, sau persoana care S¢
ocupa de activitatile pe care grupul
le desfasoara in general poate avea
anumite obiective in minte, dorind
ca programul educativ de la muzeu
sa se incadreze in anumite linii
ale unui program de recuperare/
dezvoltare pe care grupul il
parcurge deja. Astfel, obiectivele
unui program educativ muzeal ar
trebui sa fie cat mai bine adaptate
intereselor, cerintelor,  nevoilor
sl particularitatilor fiecirui grup.
Flexibilitatea are deci o importanta
deosebita in acest proces.

Odata stabilite obiectivele, este
necesar sa se hotarasca asupra
unei metode de lucru; cand spun

metoda de lucru” ma refer atat la
modalitatea de comunicare, cat si la
modul in care anumite activitati sa
se desfisoare. Programele educative
ale MNAR sunt structurate in doud
parti: se incepe cu o vizitd activa
in una dintre expozitiile/galeriile
Muzeului, dupa care urmeaza
lucrul in atelierul de creatie.
Practic, fiecare grup isi alege o
tema (de obicei dintre cele propuse
de Muzeu, dar pot fi propuse si
teme noi, de catre coordonatorul
grupului), in functie de obiectivele
propuse. Aceasta tema este unul
dintre elementele de legatura dintre
vizita activa si activitatea din atelier.
Pornind de la ea, sunt alese anumite
lucriri din expunere pe baza carora
se va desfasura prima parte a
programului, iar activitatea creativa
din ultima parte trebuie sa fie in
acord atat cu tema, cat si cu lucrarile
discutate. Revenind la metodele de
lucru, le voi imparti in trei categorii:
mijloace de comunicare, metode de
ainlesniintelegerea, tehnici de lucru
pentru activitatea practica. Toate
acestea trebuie adaptate grupului,
obiectivelor si temei alese.

In ceea ce priveste mijloacele
de comunicare, acestea sunt in
principal, dupa cum bine deja se
stie, verbale si nonverbale. Voi vorbi
in aceasta privintd despre cuvinte si
limbaj si despre atitudini. Limbajul
folosit trebuie sa fie intotdeauna pe
intelesul participantilor — adecvat
nivelului intelectual la care el se afld
— sl intotdeauna flexibil, in functie
de situagie. La nivel semantic,
este util sa se verifice cunoasterea
anumitor  cuvinte,  incurajand
participantii sd intrebe atunci cand
au neclaritigi in ceea ce priveste
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intelegerea. Existd totusi situatii in
care folosirea cuvintelor vorbite nu
este suficientd pentru transmiterea
unui mesaj. Din experienta mea cu
copiii cu deficiente de auz, chiar
daca intelegerea este posibil, in
cazul hipoacuziei, prin auzul partial
al cuvintelor, prin mimica si gestica
si prin legarea de context (vorbind
despre un tablou, spre exemplu,
este relativ usor de intuit raspunsul
la o intrebare legata de subiectul
acestuia, doar prin privirea tabloului
si prin interpretarea limbajului
nonverbal al celui care intreabd),
in lipsa folosirii limbajului mimico-
gestual comunicarea este  mult
ingreunata. In aceasti privinta ar
fi de mentionat ca in scoala nu
este incurajatd comunicarea prin
acest tip de limbaj, ci mai degraba
comunicarea prin cititul pe buze si
prin exprimarea vocala a cuvintelor.
Motivul pentru acest lucru este
simplu: pentru o persoanadeficienta
de auz sau surdd, integrarea in
societate se face mult mai simplu
daca se foloseste limbajul comun,
al majoritatii. Asadar, in cazurile in
care capacitatea de a vorbi nu este
afectata in vreun fel (prin diferite
afectiuni ale organclor de vorbire
si/sau prin afectiuni la nivelul
scoartei cerebrale), persoana cu
hipoacuzie sau surdd ar trebui si
comunice fira utilizarea limbajului
mimico-gestual. Realitatea este insa
de cele mai multe ori alta. Este mult
mai dificil sd inveti sa citesti pe buze
si sd vorbesti in lipsa feed-back-ului
auditiv decat sa inveti sa folosesti
limbajul mimico-gestual; copiii mai
ales, dar chiar si unii adulti, folosesc
acest tip de limbaj nonverbal cu o
mai mare frecventa. i in conditiile

in care multi profesori de la scolile
pentru deficienti de auz (din
experienta mea directd, tot) nu
cunosc  limbajul mimico-gestual,
comunicarea devine intr-adevar
dificili. Devine asadar absolut
necesar ca la programul educativ
pentru hipoacuzici §i/sau persoane
surde s fie prezent si un interpret,
sau, si mai bine, ca educatorul
muzeal si cunoasca el insusi acest
tip de limbaj si sd il poata folosi
fluent.

Tot in legaturd cu comunicarea,
de aceasta data verbald, ar fi de
mentionat si felul in care sunt
exprimate anumite lucruri fata de
persoanele cu deficiente de vedere
sau cu cecitate. Vazul are un rol
foarte important, printre altele, in
construirea conceptelor cu  care
opereaza gandirea. El oferd practic
o bazi concretd pe care abstractul
se poate dezvolta cu usurinta.
Foarte multe dintre conceptele
cu care operam au pornit de la
reprezentari, care sunt un fel de
sintezd a perceptiilor avute asupra
anumitor obiecte. Spre exemplu, ne
construim conceptul de |, pasire”
pornind de la categoria ,pasare”
— o reprezentare care include toate
elementele esentiale s necesare
pentru a putea recunoaste o pasare,
indiferent de tipul ei. Pentru
aceasta, trebuie sa fi perceput mai
multe tipuri de pasari. Mai departe,
acestel reprezentari il sunt asociate
anumite intelesuri si trairi, care
pand la urma ii confera o anumita
simbolistici (eventual una generala,
acceptata de majoritatea oamenilor,
si una subiectivd, personald), care
este aproape in intregime abstracta
(spre exemplu, ,pasire” poate sd
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insemne libertate, avant, inaltare
s.a.m.d.). Desigur, se poate ajunge la
toate acesteasi plecand dela celelalte
simturi in afard de vaz, insd procesul
este ceva mai lent, ingreunat.
Tocmai pentru ci persoanele
nevizatoare sau cu deficiente mai
grave de vedere lucreaza mai mult,
mai usor, cu concretul decat cu
lucrurile abstracte, este bine ca in
comunicarea cu el sa se tina cont
de aceasta. De asemenea, este
foarte important si li se descrie
atat locul in care se afla sau prin
care trec, cat si obiectele despre
care se discuti — descrierea sa fie
organizata spatial si logic si sa fie
cat mai detaliata, atunci cand este
cazul. Comunicarea verbali trebuie
completatd cu materiale ajutatoare,
pe care el sa le poata atinge, mirosi
sau auzi. Este esential ca aceste
persoane si se simta in siguranta,
acceptate si incurajate (tacit sau nu,
in functie de caz).

Fara a parasi inca subiectul
comunicarii, ar mai fi de precizat ca
am gasit intotdeauna interventiile
coordonatorului grupului ca fiind
utile. In momentele in care apareau
dificultati de intelegere (la mine
sau la participanti), sau atunci
cand discutia se desfasura pe un
subiect cunoscut lor, coordona-
torul intervenea pentru a face
apel la experiente/cunostinte de
care era sigur ca participantii le au,
clarificand anumite sensuri, sau
intarind anumite informatii. De
asemenca, pot exista situatii in care
O anumita activitate (discutie, joc,
folosirea materialelor ilustrative
etc.) necesita douda sau mai multe
persoane care sa o coordoneze
— situatii, deci, in care implicarea

coordonatorului  este  absolut
necesara.

In ceea ce priveste atitudinea,
aceasta este esentiali pentru
construirea unei relatii care sa vind
in sprijinul indeplinirii obiectivelor.
Mi refer in special la atitudinea
pe care o are educatorul muzeal,
atat fatd de patrimoniu si fata de
programele in sine, cat si fata de
participantii la acestea. In aceasta
ultima privinta, sunt de parere ca
atitudinea  educatorului  muzeal
ar trebui si creeze o atmosfera
ludica, care in acelasi timp sa
ofere copillor un sentiment de
sigurantd si incredere, de bucurie
si acceptare, fard a pierde insd din
vedere cadrul in care se afla si
anumite norme de conduita pe care
le implica. Atitudinea animatorului
este importantd deoarece ea poate
modela comportamentul copiilor,
il poate stimula si incuraja atunci
cand este cazul, poate fi investita
cu valoarea exemplului, poate
crea un spatiu, net diferit de cel
de la scoala, care este de cele mai
multe ori formal si restrictiv, in
care copilul si-si poatd intari stima
de sine si siguranta pe/in sine,
sa poata incerca moduri inedite
de gandire, sa invete prin joaci
etc.. Cu alte cuvinte, atitudinile
pe care animatorul le afiseaza,
mai mult sau mai putin constient,
isi aduc un mare aport implinirii
sau  neimplinirii  obiectivelor
programelor. Ele sunt cele care
pot asigura un climat propice
dezvoltirii. In acest sens, imi par ca
fiilnd esentiale respectul, rabdarea,
grija, acceptarea, valorizarea (fata
de beneficiarii programului, fata de
patrimoniu si fata de muzeu in sine),
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deschiderea (faga de participantii la
program, ca personalititi, fata de
idei noi, etc.), increderea, si nu in
ultimul rand (desi nu s-ar incadra
tocmai la atitudini), bucuria. Tot in
legatura cu atitudinea potrivita ar
mai trebui mentionata §i empatia,
acea capacitate de a trai, simti,
intelege, gandi etc. in felul celuilalt:
,»a intra in pielea celuilalt” — a crea
sentimentul ca il ingelegi si il accepti
pe celalalt asa cum este (a avea o
atitudine empatica fata de el) este
unul dintre factorii care stimuleaza
puternic atat dezvoltarea relatiei,
cat s1 dezvoltarea celuilalt ca intreg,

Pe parcursul unui program
educativ pot exista momente in
care comunicarea prin limbaj
verbal §i nonverbal si prin atitudine
nu este suficientd pentru ca mesajul
sa fie inteles pe deplin. De aceea,
in  sprijinul  acestei  intelegeri
pot fi folosite anumite mijloace
alternative, care pot fi ori sub
formi de joc, ori sub forma de
materiale ajutitoare. Jocul poate
da rezultate foarte bune, din mai
multe puncte de vedere: el poate
intrerupe monotonia, poate canaliza
atentia, poate stimula imaginatia si
creativitatea, poate fi un bun mijloc
de invitare activi. In functie de
diversele caracteristici ale grupului,
precum si de temele abordate si
de spatiul in care programul se
desfisoard, educatorul muzeal
poate propune diverse jocuri, cu o
intindere mai mare sau mai mica in
timp, mai simple sau mai complexe.
Un exemplu de joc foarte ugor de
aplicat si foarte folositor ar fi, in
cazul unui tablou, ,,intrarea’ in acel
tablou prin puterea imaginatie,
si adoptarea pozitillor anumitor

personaje sau trairea senzatiilor
pe care atmosfera din spatiul
reprezentat le trezeste; poate fi
introdusa apoi o schimbare, care
sa se reflecte corespunzator si in
pozitiile / triirile participantilor.
Pe cat de simplu este acest joc, pe
atat este de fructuos: el incurajeaza
observatia, implica participantii la
nivel corporal si afectiv, inlesneste
intelegerea (prin reflectare, prin
transpunere), stimuleaza empatia si
incurajeaza exprimarea propriilor
trairi etc., ajutd la constientizarea
anumitor senzatii sila recunoasterea
anumitor sentimente, creste nivelul
de incredere atat intre membrii
grupului cat si intre grup i
animator, si este amuzant. Practic,
pentru fiecare temd si/sau spatiu
se pot gasi jocurl, adaptate fiecarui
grup, care sa fie benefice pentru
atingerea obiectivelor propuse  si
nu numai. Este bine ca educatorul
sd se gandeasca la anumite jocuri pe
care le-ar putea face impreuna cu
grupul chiar inainte de inceperea
programului — jocul poate fi folosit
fic ca parte integrantd (stabilitd
anterior) din structura programului,
sau poate fi propus in cazul in
care apare ceva neprevazut (scade
nivelul capacititii de concentrare
a grupului, mai devreme decat
ar fi fost de asteptat; exista cativa
membri ai grupului care fac ceva ce
perturba activitatea intregului grup;
scade brusc interesul participantilor
fata de cele discutate etc.).
Materialele ajutatoare pot fi si
cle de diverse tpuri. Ele pot fi
imagini, scheme compozitionale,
schite ilustrative, diferite obiecte,
sunete §1 mirosurl, texte care sa fie
citite, filme scurte (si lista ar putea
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continua...), care sa aiba neaparat
legdturd atit cu tema programului,
cat si cu lucririle alese. Ele sunt utile
deoarece oferd puncte de sprijin.
Pentru a transmite cat mai bine
atmosfera dintr-un anumit tablou,
spre exemplu, participantilor i
se pot oferi anumite obiecte care
se gisesc reprezentate in acesta,
sau buciti din aceleasi materiale
textile cu care sunt imbricate
anumite personaje  din  tablou,
sau chiar alimente (o bucitica de
branza Camembert, in cazul unei
naturi statice in care apare $i acest
tip de branza, pe care fiecare
si o poatd mirosi si atinge...).
Subiectul tabloului este astfel mai
usor inteles, si se incurajeaza de
asemenea si formarea unel proprii
opinii/interpretari  a  acestuia.
Pentru persoanele cu deficiente de
auz, spre exemplu, poate fi adus
un instrument muzical, sau pur si
simplu o coarda care vibreaza atunci
cand scoate sunete, daca intr-un
tablou apar si instrumente muzicale.
Insd aceste materiale auxiliare devin
cu adevarat importante atunci
cand participantii la program au
deficiente de vedere. Pentru ei ar
fi bine daci s-ar putea gasi lucrari
din expunere care si poata fi atinse;
indiferent daci acest lucru este sau
nu posibil, pot fi aduse reprezentari
in relief ale lucrarilor despre care
se discutd, scheme in relief ale
principalelor elemente constitutive
ale tablourilor, unelte sau materiale
cu care se lucreaza pentru a obtine
un obiect aseminitor cu cel din
expunere etc.. Mai mult, oricui
s-ar adresa, cert este ca folosirea
materialelor  ajutitoare  creeazi
de cele mal multe ori curiozitate,

entuziasm, implicare, participare,
si incurajeazd exprimarea parerii
personale.

In ceea ce priveste tehnicile de
lucru pentru activitatea practicd,
din nou, este bine si se tind
cont de toti acei factori despre
care am mai vorbit — obiective,
caracteristicile  grupului, cerinte
ale acestuia, tema aleasa, lucrarile
discutate in timpul vizitei active.
Colaborarea cu  coordonatorul
grupului sau chiar discutia cu
participantil insisi ar trebui sa existe
si in situatia alegerii tehnicii. Este
de asemenea important in acest caz
sa se cunoasca si nivelul general
al abilititlor membrilor grupului
— ce pot face, fizic vorbind, si ce
nu (un exemplu de la programele
pentru copii de gradinita, fara
deficiente, grupa micd: el nu pot
decupa, sau decupeaza cu mari
dificultiti; asadar a le cere sa faca
acest lucru presupune ca fiecare
copil sau fiecare doi copii sa aiba
in preajma un adult care sa ii ajute,
daca doresc acest lucru). Pentru
o persoand cu deficiente, a-1 da sa
faci ceva ce nu are cum sa facd
echivaleaza cu desconsiderarea lui
majora. In functie de fiecare grup
si de caracteristicile si preferintele
lui, tehnica aleasa trebuie sa poata
oferi participantilor satisfactii — sa
aiba posibilitatea fizica, timpul si
materialele necesare pentrua incepe
st a termina o lucrare de care el sa
fie multumiti (fiecare dintre ei).

Odata stabilita tehnica de lucru
st subiectul, la inceputul activitatii
practice este bine sa li se spuna
participantilor la  program  ce
materiale au la dispozitie, dupa caz
— cum le pot folosi, si cum sunt ele
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distribuite. Este bine ca subiectul
ales sa facd apel, in impul activitatii
creative, la lucruri personale — stiri
sufletesti, preferinte, experienta
proprie s.a.m.d., pentru a incuraja
exprimarea de sine si constientizarea
cu privire la lucrurile respective.
Rolul activitatii creative este, pe
langa cel recreativ, de a consolida
cele invatate in timpul vizitei active,
de a le intelege mai bine, de a le
lega de propria experienta de viata,
de a le putea aprecia si interpreta
mai precis, de a incuraja exprimarea
propriei persoane, de a castiga
incredere in sine si in ceilalti, de a
putea impartasi rezultatul cu ceilalti,
primind si oferind pareri fira teama
de a fi judecat sau neinteles. La
sfarsitul activitatii, daca timpul si
dispozitia participantilor permit,
ar merita ca fiecare dintre membrii
grupului  si  vorbeascd despre
lucrarea lui, primind si oferind
feed-back celorlalti, fara a exista
insa obligatia de a face acest lucru,
ci doar incurajarea.

In timpul activitatii practice, este
bine ca educatorul muzeal sa fie nu
numai disponibil pentru a da orice
ajutor solicitat, dar sd se si intereseze
de lucrul fiecirui membru al
grupului, fird a avea un aport
direct asupra rezultatului — pentru
a incuraja libertatea de exprimare,
precum si  cdutarea mijlocului
adecvat pentru fiecare de a realiza
un anumit lucru (cunoastere si
alegere). Remarci de genul ,asa nu
este bine”, sau aprecieri ca ,,desenul
tau este urat’”’ sau ,,aceasta este ced
mai frumoasa lucrare” nu sunt in
nici o situatie acceptabile, nici din
partea educatorului, nici din partea
celorlalti membrii ai grupului, si este

necesar sa fie descurajate. Fiecare
opera realizati de participanti
este importantd, semnificativa si
frumoasd, educatorul trebuind sa
identifice care sunt calititile mai
importante ale unei lucriri pentru
a face credibile aceste afirmatii
(de exemplu, o picturd are culori
bine armonizate, alta linii foarte
clare si expresive, alta ilustreaza
foarte bine tema propusa, etc.); in
acest context nu este vorba despre
excelarea intr-un anumit domeniu,
ci despre respectul reciproc, despre
posibilitatea de a se exprima pe sine
liber si de a putea recunoaste in
celalalt si in sine lucruri de valoare.
Pentru persoanele cu deficiente
aceste lucruri sunt mai mult decat
importante, sunt chiar necesare.
Indiferent daca un grup participa
o singura data la programele
educative din muzeu sau de mai
multe ori, scopul final al lor, din
punctul de vedere al beneficiarilor,
este sa ofere o experientd placuta si
revelatoare intr-o masura mai mare
sau mai mici. In conditiile in care
societatea romaneasca in general
nu este suficient de deschisa fata de
persoanele cu handicap (de orice fel
ar fi el), orice ocazie in care aceste
persoane sunt primite cu respect,
intelegere, sustinere si  bucurie
este mali mult decat binevenita.
Programele  educative  pentru
persoancele cu deficiente ar trebui
sa se apropie mai mult de o forma
de terapie decat de o modalitate
de invatare, ficand apel la cat mai
multe laturi ale personalititii, la cat
mai multe abilitati, la cat mai multe
sentimente, trairl  §i  experiente
ale participantilor la ele, venind
in sprijinul lor si in completarea

https://biblioteca-digitala.ro

a4



REVISTA ITUZEELOR

activititilor educativ - terapeutice
si recreationale in care ei sunt deja
implicati.

Dupi terminarea programului
educativarfidinnouutilicolaborarea
cu coordonatorul grupului, pentru
evaluarea rezultatelor si/sau pentru
imbunitatirea programului. Pana
la urma, singurii in masura sa
spuni daci programul respectiv
a fost unul reusit sau nu sunt
participantii insisi st persoana care
i are in grija, observand modificari
ale comportamentului, atitudinii,
abilitatilor lor.

Pentru a oferi un exemplu, voi
prezenta in continuare, pe scurt,
felul in care s-a desfasurat un
program educativ pentruunul dintre
grupurile de adulti cu probleme
de siandtate mintald de care am
pomenit la inceput. Programul s-a
desfisurat in anul 2007, st a avut
ca tema ,Canoane §1 proportil’”
din ciclul intitulat ,,Omul in arta”.
Cele opt persoane aveau in general
un nivel de dezvoltare intelectuala
specific copilariei, retardul mintal
fiind deficienta comuni tuturora.
Cateva dintre ele erau insotite de
parinti, iar intregul grup beneficia
de prezenta si implicarea unui
psiholog, angajat al fundatiei in care
erau inscrise persoancle respective
(Fundatia Trebuze).

Pentru vizita activi din Galeria
de Arta Romaneasca Moderni am
ales sa ma opresc la Aruncatorul de
lance de loan Georgescu, la Omagin
lui Chopin de lon Lucian Murnu
st la Indragostitii de Leon Alex, in
aceastd ordine. Practic, informatiile
transmise intre noi s-au concentrat
asupra tipului de lucrare (sculptura,
respectiv - picturi), asupra inte-

lesurilor cuvintelor ,,canon”  si
mproportie” aplicate la  corpul
uman, asupra varstei si felului in
care se dezvolti corpul uman in
functie de ea, asupra canoanelor
clasice si moderne de reprezentare
a corpului uman si a proportiilor
lor, exemplificate prin lucrarile mai
sus mentionate.

Am avut ca materiale auxiliare
cateva  scheme  reprezentand
proportiile clasice ale corpului,
precum si o reprezentare a omului
vitruvian realizat de Leonardo
(motivul pentru care am ales si le
ardt acest desen a fost cd ,atunci,
demult, oamenii s-au gandit ca daca
omul sti cu mainile si picioarele
drepte, incape intr-un patrat, si
daca sta cu mainile si picioarele un
pic desfacute, incape intr-un cerc”).
Repetarea anumitor concluziila care
am ajuns impreuna a fost necesara.
Practic, din punct de vedere
cantitativ, informatia care a circulat
in dialogul dintre noi a fost una
limitata si ,,de bun simt”, ramanand
la un nivel de intelegere de baza,
cat mai concret. De asemenea, a
fost necesara explicarea schemelor
prin exemplificare pe corp si a
reprezentarti omului vitruvian prin
»punerea sa in scena’ cu ajutorul a
doua persoane’.

Timpul petrecut la Aruncatorn/
de lance, ca si la celelalte lucriri, a
fost destul de scurt, comparativ
cu timpul alocat vizitelor active ale
programele obisnuite. La Omagin lui
Chopin am vorbit impreuna despre
modificarea canoanelor clasice si
despre efectul pe care il poate da
modificarea proportiilor; acelasi
lucru si la Indragostitii, cu deosebirea
ca aici am facut distinctia dintre
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sculptura si pictura. Pentru fiecare
lucrare in parte, primul lucru pe
care l-am facut a fost sa identificim
ce anume reprezinti ea. I-am
intrebat la fiecare lucrare ce parere
au despre ea, daci le place sau nu,
si eventual de ce.

In afari de cativa dintre ei care
erau probabil in mod obisnuit mai
deschisi si mai vorbareti, starea
generala initiald a fost de fastacire,
de retinere si de nesiguranti. Pe
parcursul vizitel active, totusi, s-au
mincumetat” cu totii sa-si spund
parerea, parand si se simtd ceva
mai in largul lor. Cu toate acestea,
capacitatea lor de sustinere i
concentrare a atentiei nu era foarte
dezvoltatd, motiv pentru care am
ales dupa scurt imp sa continuam
programul in atelier.

Aici le-am pus la dispozitie foi
mari de bloc de desen si pasteluri
cerate si cretate (le-am explicat intai
ce anume sunt ele) si le-am cerut
si deseneze un om, avand in minte
discutiile din galerie (pe care le-am
reimprospdtat cu aceastd ocazie),
si pe care apoi si-1 numeasca si sa
spund despre el ce face si cum se

simte. Am ales pastelurile deoarece
suntusor de folosit, iar efectul vizual
este destul de puternic. In ceea ce
priveste subiectul, m-am oprit la
om si datoritd temei alese, dar si
pentru cd majoritatea oamenilor
se identifica intr-un fel cu omul
desenat (acesta a fost si cazul lor),
existand de altfel si un test proiectiv
cu aceeasi temd. Activitatea practicd
a parut sa le facd mai multa plicere
decit cea din galerie, desi o parte
dintre ei au fost si aici reticenti,
pe motiv ca nu au talent la desen.
Au desenat totusi cu totii si mulgi
s-au bucurat si-mi lase desenele
ficute de ei. Una dintre femei a
tinut sa deseneze un om cu patru
maini, cam ca in omul vitruvian,
desi intelesese explicatia noastra
(a mea si a psihologului, care m-a
ajutat sa ,reprezint” desenul lui
Leonardo). Acest fapt mi-a dat de
inteles ca fusese impresionati nu
doar de reproducerea desenului,
ci i de ,punerea sa in scend”

s1 cd, in consecintd, cel putin
acel moment din galerie a ramas
imprimat in memoria ei. Implicarea
cu rol exemplificativ, clarificator, a
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educatoruluimuzealsiapsihologului
care coordona grupul a avut deci
un impact destul de mare asupra
ei. In ceea ce priveste discutia de
la sfarsit, in care fiecare putea sa
vorbeascd despre omul desenat de
el, la intrebarile ,,ce face?” si ,,cum
se simte?”, raspunsurile date de
ei au fost simple si frumoase: sti,

Busipsihologul gare, aleargd, merge, se simte bine,

care a venit
impreuna cu

grupul am stat

una in fata alteia,

reprezentand
cele doua

ipostaze ale

omului vitruvian,

ficand evident
faptul ca este
vorba despre

doua persoane

(simultaneitatea

$1 lP().\L’lZ"\ crau

concepte prea

greu de explicat

si de inteles

pentru ei).

leste fericit... In timpul activititii
din atelier participantii la program
au ascultat melodii compuse de
Chopin (pe care l-am ales si in
legatura cu lucrarea din Galerie, dar
st pentru liniile lor melodice linistite
sl suave).

Au plecat incantati si bucurosi,
iar psihologul mi-a spus mai apoi
(dupd catva timp) ci vizita la
muzeu le-a rimas plicut intiparita
in memorie si cd erau neribditori
sd mai vina.

Din punctul meu de vedere, acest
program educativ a fost unul dintre
cele mai frumoase pe care le-am
realizat. Am reusit si trec peste

dificultitile de comunicare folosind
cuvinte simple si avand un discurs
logic si explicativ,apeland insa destul
de mult si la comunicarea non-
verbali. Chiar daca raspunsurile
pe care le ofereau nu erau foarte
inventive, ele erau diverse si cu un
farmec aparte, cu multe referiri
la cgperiehnga proprie. Cred ci am
reusit sa il incurajez sa se exprime
si sd le dau incredere (si in mine, si
in ei), atat prin desfasurarea vizitei
active, cat si prin activitatea din
atelier. Ceea ce mi-a umplut insa
inima a fost bucuria pe care mi-au
aratat-o, bucuria de a fi acolo side a
participa la programul educativ. Nu
stiu daca acele cunostinte ce priveau
canoanele si proportiile despre care
am discutat atunci le-au ramas sau
nu imprimate in memorie (probabil
cd nu, in orice caz nu in totalitate
si probabil ¢d nu pentru toti), insa
sunt convinsa ca tin minte §i acum
ca au fost odatd la muzeu si ca s-au
uitat la niste obiecte frumoase, ci
au vorbit despre ele si cd apoi au
desenat, si ca, mai mult decat atat,
toate acestea le-au facut plicere. Ca
o confirmare, ei au revenit in anul
2008, participand la un alt program
educativ, avand ca temd ,Arta ca
spectacol”, sustinut de colega mea
Alexandra Cucu.

Am inceput acest articol ficind
o trecere in revistd a programelor
educative pentru persoane cu
deficiente organizate la Muzeul
National de Arta al Romaniei din
punct de vedere cantitativ §i am
implicat faptul ci ele nu au avut
succesul dorit din motive care
tin de adaptabilitatea insuficientd
a lor fati de nevoile publicului

https://biblioteca-digitala.ro



THE ROMARIAR JOURRAL OF ITUSEUMNS

tintd. Ar mai fi de precizat in acest
context c¢d nici noi, personalul
specializat pe educatie din muzeu,
si nici ei, persoanele cu deficiente
si persoancle care le au in grija
intr-un fel sau altul, nu avem o
reprezentare corectd a unui astfel
de program: noi — pentru ci nu
avem un exemplu de la care sa
pornim pentru a ne inspira, ei —
pentru c¢i nu beneficiaza de astfel
de programe in muzee, asteptarile
lor in aceastd privinta fiind deci
slab conturate. Am incercat apoi
sa imi dau seama de cum ar trebui
sa se desfasoare aceste programe
educative, gandindu-ma ci,
probabil, ceea ce a lipsit a fost pe
de o parte o insuficientd adaptare
a noastra la specificul fiecarui grup
si, pe de alta parte, participarea
unor copil in cea mai mare parte
cu deficiente usoare, care nu
necesitau neapirat o modificare
majord a obiectivelor si metodelor
de lucru. Alaturi de acestea nu pot
si nu remarc totusi si faptul ca,
fata de cate scoli si fundatii sunt in

SRD. < oia Mg "

Bucuresti care se ingrijesc de copiii
cu deficiente, foarte putine stiu ci
exista posibilitatea de a participa
la programele organizate de noi si
inca si mai putini chiar participa
la ele. Pentru a-mi explica acest
fenomen, nu pot sa nu dau vina nu
numai pe slaba promovare a lor,
ci si pe reticenta generala pe care
o simt a persoanelor cu deficiente
de a ,jesi in lume”, de a se lasa
vazute si de a participa la activitati
la care poate participa in definitiv
orice persoana. lar pentru acest
lucru, cred ci vinovata se face
atitudinea generala a oamenilor fata
de persoancle cu deficiente, care
considera ¢d a avea un handicap
este ceva anormal, ciudat, de riu
augur s.a.m.d., care le blameaza si
le desconsidera fird a le cunoaste
de fapt, care le ia in ras, care se
teme de ele si le exclude din cercul
sau. Cred ca va mai dura mult pana
cand mentalitatile se vor schimba,

pana cand ne vom da seama cu totii
ca fiecare dintre noi are deficiente
in anumite domenii, pana cand nu
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ne va mai fi rusine cu cine sl ce
suntem. Pana atunci insa, nu putem
decit sa facem tot posibilul pentru
a fi deschisi si a ne deschide din ce
in ce mai mult, pentru a valoriza
persoana umand pentru valoarea el
intrinsecd, pentru a actiona benefic
in masura in care chiar putem face
o diferenta. Sustinerea programelor
educative pentru persoanele cu
deficiente consider ci este unul
din acele lucruri marunte pe care
le putem face, si care chiar fac o
diferenta.

Ca o concluzie si o completare
la toate cele spuse mai sus, ar fi de
precizat ca exista trei, sau poate chiar
patru etape/nivele de dezvoltare
a unor astfel de programe. Prima
etapi ar fi reprezentati prin
programe facute de educatorii care
nu au studii de profil, deci sustin
un program foarte asemanator
cu programele pentru publicul
obisnuit, dar cu minimale eforturi
de adaptare (spre exemplu, pentru
a sustine la un moment dat un
program educativ pentru copii cu
deficienti de vedere, Angelica Iacob
a facut cerere ca el sa poata atinge
o sculpturd (chiar dacid folosind
manusi) pentru ¢ era constienta
ca acest lucru este important). O
a doua etapi ar insemna programe
faicute de educatori muzeali cu
studii de psihopedagogie speciala,
programe care sunt mai adaptate
nevoilor unor astfel de grupuri,
dar care incd nu raspund pe deplin
nevoilor acestora din cauza lipset

unei specializari suplimentare (spre
exemplu, comunicarea este incad
una mediati de cineva, cum este
interpretul  limbajului  mimico-
gestual pentru comunicarea cu
persoanele deficiente de auz sau
surde). Cea de a treia etapa ar
reprezenta-o programele sustinute
de educatori muzeali cu studii
de psithopedagogie speciald, dar
care se specializeaza pe un anumit
domeniu (sau mai multe), pentru
a putea oferi o experienta perfect
adaptata problematicilor fiecirui
grup; cu sigurantd, aceasta ar fi
varianta cea mai buna si ar avea
cu adevirat succes. In fine a patra
etapd, dar care poate fi adoptata si
pe parcursul celorlalte trei, ar fi ca
programele sa fie facute de oameni
specializati pe un anumit tip de
handicap, in regim de colaborare cu
muzeul, care sa fie apoi pregatiti pe
domeniul de activitate al muzeului
si pe tipul de programe educative
practicat; dezavantajul in acest caz
este ca acestor oameni le-ar putea
fi mai greu sia vina cu propuneri
datoritd unei insuficiente cunoasteri
a  patrimoniului, comparativ cu
educatorii muzeali despre care am
vorbit la etapa precedenta.

Asadar, realizarea cu succes
a acestor programe nu este nici
imposibila, nici nesperat de departe
de ceea ce putem face in prezent.
Tot ceea ce ne trebuie este motivatie,
determinare, si bineinteles, bucuria
de a le realiza.
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THE MUSEUM CAFE

Nona BEICU

The role of museum cafés is
very controversial. On the one
hand, there are those who think
that through cafés, museums seek
to approach their audience in
such a way as to make it consider
returning on another occasion, on
the other hand, some consider cafés
primarily as a source of income,
altering that particular museum
atmosphere. In this context, it is
interesting to examine the role of
museum cafés in Bucharest, having
as main benchmarks some of the
world’s greatest museums and their
strategy as an example.

A museum café can be a relaxing
space, with a special atmosphere,
emphasizing the beauty and
uniqueness  of  the museum,
preserving the museum style, or
contrasting strongly with it, offering
the public something new.

Museum cafés according
to the specialists

It seems that commercial
services are becoming increasingly
more important when the museum
wants to meet its public. Whether
it is a shop offering souvenirs, a
café where the visitor can rest, or
a restaurant that serves lunch, all
these features are now available to
the public.

Timothy Ambrose, author of
Musenm Basics, claims that: < Each
muscum should have a place in
which you can have lunch: a café or
restaurant, or at least a place where
visitors can have tea, coffee or just
a glass of water.”

The main  competition  for
museums, from this point of view,
is represented by the industry
focused on how people spend
their free time, more and more
steps being taken to please those
wishing to spend their spare time
outdoors. A museum café could
be an attractive place for tourists,
helping them enjoy what they
have visited or are about to visit,
or simply making them feel more
comfortable.

To this effect, museums in many
countries have cafés hoping to
create a pleasant atmosphere for
their visitors. It seems that museum
marketing focus has been gradually
directed towards increasing revenue
sources, says Fiona McLean, author
of ,,Marketing the museum”, losing
sight of the visitors” experience
of the museum. However, Eilean
Hooper-Greenhill - stated in  the
paper  ,Museums and Their
Visitors® that museums are now
becoming more orientated towards
their visitors” wishes, pointing out
the fact that local authorities are
encouraging managers  towards
developing new strategies in order
to attract more Visitors.

Eilean Hooper-Greenhill points
outa frequent problem encountered
by today’s museums: very few
museums  have signs  drawing
attention to the fact the museum
has a café, a cloakroom or a shop
inside, which could lead visitors to
them. It often happens that this
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information has been published in
a guide, but it is necessary to have
signs at the entrance of the museum
and then, inside the museum, in
order to guide the visitors to cafés,
shops and wardrobes.

Café Museum may play the part
of a FYI (for your information),
as Timothy Ambrose claims in
his «Museum basics»: «Stores and
restaurants are good opportunities
to inform visitors about the
musecum, its collections, services,
events and activities. On  tables
one can find information about
the following week’s schedule, on
the back of the menu other useful
information regarding the museum
can be inserted and also the walls
can be covered in posters revealing
the latest exhibition. A little
imagination and flair to provide a
pleasant experience can add value
to the visit. «

It seems that even at non-profit
museums, commercial  services
have recorded a  substantial
increase. If in the past museums
offered dinner in the restaurant,
with a traditional menu for a
decent price, today’s museums
have developed a variety of new
experiences in terms of serving
dinner, including sophisticated,
luxurious restaurants and cafés.
An example in this case is the
restaurantin the Baltimore Museum
of Art considered to be a place of
interest in itself for many Visitors.
It is very often that museums
focus on their catering and serving,
Museums have discovered the
benefits of putting many types of

food at their clients” disposal and
have developed services in this
direction. «Guggenheim Museum
Café is coordinated by one of
the best culinary arts company
in New York, the Walters Art
Museum Gallery in  Baltimore
has a restaurant with a separate
entrance from the museum itself,
and the Center Pompidou in Paris
has a restaurant with a remarkable
view. Some museums also offer
live music. «, says Neil G. Kotler in
«Museum marketing and strategy».

Catering  services serve two
different  purposes:  generating
revenue and creating a certain
atmosphere. The areas where food
is served can become real meeting
points, a place to internalize the
visit, in contrast with the quiet
atmosphere of the museum. To
support this view, Fiona Mclean
gives the example of The Scottish
National ~ Gallery of Modern
Art Café in Edinburgh, which is
attracting many customers who
do not necessarily visit the gallery.
While some would not agree to such
a thing, the gallery is considered a
resource for the community and
needs to attract these visitors and
persuade them to visit it through
various methods, and not push
them away.

To ensure that they have as many
customers and visitors, museums
have decided to organize and to
host some events. In the UK, the
Museum «Victoria and Albert» and
«The Tate Gallery» have invested
in their restaurants and offer
many features. However, there are
risks that come with this kind of
activity: the Guggenheim Museum
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café, for example, is reported
to have experienced financial
losses. «Our expertise lies not in
the coordination of a restaurant.
We want it to become primarily a
service, and only later a destination
point for visitors, and we want
its design to be sober.”, said Gail
Harrity, Director of Finance and
Administration.

Few museum cafés generate
income, in fact most of them use
up resources. But there seem to be
other advantages in having a café:
it is an additional attraction for
visitors, a means to prolong the
visit with a coffee break or even
dining. And it is also convenient for
museum employees who may have
business meetings inside the café.

Regarding the strategy a museum
can undertake considering their
café there are more possibilities.
There are cafés with an atmosphere
similar to the museum’s, while there
are some with a very contrasting
one. There are some museums
that offer their public not only
one café, but more, thus aiming to
please more segments of the target
audience.

Cafés in the world’s greatest
museums

An article published on the
website  www.bloomberg.com, in
March 2009, announced that the
Louvre, with its 8.5 million visitors,
is the most visited museum in
the world. Ranked second is the
British Museum, with 5.6 million
visitors; third place is occupied
by The National Gallery of Art
in Washington, with 4.96 million
visitors, followed by the Tate

Modern Museum in  London
with 4.95 million visitors and the
Metropolitan Museum of Art in
New York with 4.82 million visitors.
Are there cafés inside these
museums? Can one have dinner
after a visit to the museum?
Analyzing the museum that came
in first, the Louvre, we discover
that it doesn’t have just one café,
but seven of them, offering the
public a place to relax after visiting
da Vinci’s Mona Lisa or the Venus
de Milo. Here are the seven cafés,
their working hours and a brief
description for each of them:

The Pyramid Café, open daily
from 10:00 to 18:00, has a classic
style, offers a beautiful view of the
museum’s inner courtyard;

Café du Louvre, open from 9:00
to 19:00, has an elegant interior,
twentieth century style, preserving
some of the museum’s sobriety,
but at the same time providing a
pleasant and relaxing atmosphere;

Café Richelieu is open from
10:15 to 17:00, 19:00 or 21:00,
depending on the calendar and
holiday periods. The design of
the three rooms in this modern

coffee place was made by Jean-

Fig 1 - Cafe Marly
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Michel Wilmotte in collaboration
with artists Daniel Buren and Jean-
Pierre Raynaud. Café Richelieu can
accommodate 60 guests for dinner
and up to 150 people for cocktails,
offering a lovely view of the glass
pyramid in the museum’s yard;

Mollien Café is open from
10:15 hours to 17:00, 19:00 or
21:00, depending on the calendar
and holiday periods. Beautifully
decorated with paintings and
caryatids, with a terrace facing
Napoleon’s court and the Tuileries
Gardens, Mollien Café is a perfect
place for breakfast, dinner, or
cocktails;

Denon Café, open from 9:00 to
19:00, is located on the ground floor
of the museum, overlooking the
garden with its pond and fountain.
The café has two rooms that can
accommodate up to 50 guests for
breakfast and dinner;

Starbucks Coffee: Café docu-
mentation center, open from 9:00
to 19:00;

Café Marly: open daily between
8:00 and 14:00.

Fig. 2. Cafe Denon

Fig. 3 Cafe Richelieu

Opinions differ when it comes
to Café Marly, one of the most
popular  museum cafés. Being
under the arches of the museum, in
the glass pyramid, some consider it
charming, with a great continental
cuisine and a beautiful terrace
where you can enjoy a cocktail or
an excellent meal. “You could not
think of a better location for a
café. This café is in the Richelieu
wing of the Louvre museum, with
a view to Napoleons court and the
glass pyramid. When the weather is
nice, you can have a drink or meal
on the terrace and you can enjoy
the view. The prices are a little
high, but of course, one pays for
the location just like for the food.
Café Marly offers a much calmer
and more refined atmosphere than
the places in this area that have
similar prices”, says one customer.

But there are also negative
viewpoints: “We came here after
we visited the Louvre. I was
disappointed with their menu and
their services. If you still want to
go there, and not have to eat bad
and overpriced food, you had
better sit at a table in front of the
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Fig 4 - Cafe Marly

café, in the square. There they
only serve drinks.” Following this
brief overview one can notice that
the Louvre aims to please many
audiences, offering both classic
style cafés, mirroring the museum’s
style and also more modern cafés
for a younger public. All the
seven cafés serve meals with more
or less affordable prices. What
matters most is that the view they
offer is highly enjoyable and that
it also emphasizes the Louvre’s
architecture.

Ranked second most visited
museum in the world, the British
Museum offers its audience two
cafés. What is interesting in this
case is that the museum’s official
website offers its visitors a map to
point out where the cafés are in
relation with the entrance to the
museum and its major exhibitions.
The two cafés are:

Gallery Café, open between
10:00 and 17:00, located downstairs
s offers pasta, soups, salads, desserts,
cakes, hot and cold drinks, all in a
friendly atmosphere;

Court Cafés is also located
downstairs, is open between 9:00
and 17:30 Sunday to Wednesday
and between 9:00 until 21:00 from
Thursday to Saturday.

According to reviews, these are
both very good cafés: “Gallery
Caf¢, the most peaceful place of
refuge, is in the south-west corner
of the floor and provides good
services. The Court Cafés offers
snacks and refreshments, but it is
notas peaceful. The most expensive
option would be the Great Court
restaurant, which has a view to
the first floor Reading Room. It
offers morning coffee, lunch and
afternoon tea.”, says one visitor.

It seems that these museum cafés
are also trying different approaches
for different types of visitors: the
Gallery Café is that quiet place
meant for those in need of a
break, while the Court Cafés offers
a more lively and energy-filled
atmosphere.

Occupying third place in the top
mostvisited museums, The National
Gallery of Art in Washington has
almost as many cafés as the Louvre:
five. Garden Café, the best known,
is on the ground floor and has a
good location in relation to the

Adgl =

Fig 5 - Cafe Marly
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rest of the museum, as one can see
on the official website’s museum
map. Concerts are held there and
desserts and soft drinks are served
Sundays, between 16:00 and 18:00.

Garden Café Espana will be
accessible to the public between
the 4" of May — 17" of September,
2009;

Pavilion Café overlooks the
Sculpture  Garden and offers
salads, pizza, various desserts and
beverages;

Cascade Café, with a view
to the waterfall, offers soups,
salads, pizzas, desserts and more
specialties- the menu is available
for online browsing;

Espresso & Gelato Bar offers
19 types of ice cream, sandwiches
and desserts.

Regarding the quality of the
services provided by a museum
café, Timothy Ambrose asks:
“What can one say about a museum
café? That the food they offer
is acceptable, and the place feels
familiar? If people would feel more
comfortable to sit on the floor
than to sit on chairs, could this be
accepted as a mere whim? Generally
speaking, are there things people
can do in order to feel at home
inside the museum?” Ultimately, it
seems that it is possible to create
a difference between an ordinary
café and a café inside a museum.
Museum Cafés should make the
visitor to feel more at home inside
a museum.

On the Tate Modern Museum
London blog, Fiona Sibley, editor
of Design Week, writes an article
about the museum’s café, “Well,
why shouldn’t there be a café inside

the museum? It could be a crucial
factor in how the new Tate Museum
is perceived as a place to spend your
free time. If contemporary art is a
passion of yours, then it is essential
to have a place to sit down after
you have visited the exhibitions
and take it all in. In a photograph
taken by Brassai in Paris, in the
1920°s, one thing is surely visible:
cafés are those places where life
really happens.»

As we proceed, the following
question arises: which are the
defining elements of a great café?
Of course, there are many factors,
but among the most important
are the atmosphere it manages to
create, with comfortable chairs
where people can feel good with
their friends and the impeccable
service. Fiona Sibley continues
to describe what a museum café
should be like, quoting the Science
Museum in London and its Dana
Center Café, a café that encourages
the public to be optimistic by
displaying pleasant images and by
determining it to question life and
its purpose.

There are cafés thatare true places
of refuge, areas where people feel
morerelaxed, calmer, where they feel
encouraged to interact with other
people at nearby tables or where
they can simply sit around and read
a book. Should the Tate Museum
try an experimental setting, in line
with its style? There are successful
examples in this direction, as Fiona
Sibley stated, spaces arranged more
like installations rather than the
facilities inside a café, therefore
creativity has no limits in such
situations.
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The question is, ultimately,
whether the new Tate museum
café should be a noisy area, vibrant,
stimulating debate, or simply a
quiet place for reflection? Should it
resemble the museum that hosts it
or not?

Looking at the museums that
are among the most visited tourist
attractions, it is clear that there is
a strategy in terms of the museum
café. The museums usually offer
two different types of cafés: some
with a more elegant and sober
style, true spaces of refuge, while
others have more modern cafés
and an atmosphere that encourages
socializing., This way, the diverse
audience can find a place where it
feels comfortable.

Another element that I noticed
about the Louvre and about other
museums is the important role
played by the view that the cafés
offer, the setting of the café putting
an emphasis on the museum’s
beauty. And finally, another aspect
which is worth mentioning is the
fact that catering services are part
of the museum’s strategy, giving
a personal touch to the area and
meeting the public’s wishes to serve
the meal before or after visiting the
museum.

Café museums in Bucharest

In recent years it seems that the
Bucharest museums have started
to become interested in the idea
of having a museum café. While
still early in the process, we have
three different situations regarding
this issue: there are museums that
already have a café (The Romanian
Peasant Museum, The National

Museum of Contemporary Art
and The Museum of Romanian
Literature), museums that will soon
open a café (The Grigore Antipa
Museum of Natural History) and
museums that have up until recently
had a coffee shop, but decided to
give up the service (The National
Museum of Geology). One of
the most famous cafés is in The
Romanian Peasant’s Museum: “Just
as the museum was able to recreate
the Romanian village and give it
a cool air that makes it desirable
for urban hippies, the downstairs
café and terrace have managed to
establish themselves as a meeting
spot for Bucharest’s cream of the
crop. In comparison with the café
from The National Museum of
Contemporary Art and the Museo
Café, inside The National Museum
of Geology, this café has a more
democratic, less exclusive air, which
makes it more popular” www.
metropotam.ro argues in an article.

The first thing we see when we
come to The Romanian Peasant
Club is that it keeps the style and
theme of the museum. “Cutlery,
tables and chairs trying to keep the
theme of the museum, without
exaggerating the folklore aspect,
but trying to merge with the
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Fig. 6. The NMCA (MNAC) cafe
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Fig. 7. The Romanian Peasant Club

surroundings: wooden tables, rustic
painted chairs, walls decorated
with all kinds of objects used in
the work of the land, clay objects
scattered all over, having various
forms (ashtrays, decanters, vase,
cups, etc.).” state the writers of
www.metropotam.ro.  Everything
is in perfect harmony with the
museum and its exhibitions.

The working hours of the café
are different from those of the
museum. If The Romanian Peasant
Museum is open between 10:00
and 18:00, except on Mondays, The
Romanian Peasant Club is open
daily from 10:00 to 00:00, which
1s an indication that the museum
wishes to keep the visitors close
even outside its program.

When it comes to spatial relations,
namely the arrangement of tables
and the manner in which people
are seated, the Romanian Peasant
Club tables are arranged close
to each other, but there are also
separate tables prepared for the
customers that might want a more
intimate atmosphere. The wooden
tables and chairs occupy the entire
surface of the terrace, totaling a
capacity of over 50 people. There
are tables for four people, but also
tables with 10 places for bigger

groups, suitable for those groups
of friends who want to spend their
free time together.

To find out about the diversity of
their food offers and the kind of
music played, I researched whether
lunch or dinner can be served at
the Romanian Peasant Club and if
the music played is the regular café
type (jazz, blues). I noticed that
one can serve soft drinks, desserts
and snacks, but also plates with
Romanian Cuisine and salads. An
interesting and original aspect is
that popcorn can also be served
there, and is extremely popular with
the terrace customers. The music
played there is what one would
call “typical café music”, focusing
mainly on jazz and blues.

The Romanian Peasant’s Club
also has an informative function,
allowing visitors to find out about
the events the museum and the
other cultural institutions are
organising. For example, around
the terrace walls in the room and
on the notice boards located at
the entrance to the terrace, one
can see posters reminiscent of
the “Conferences from the road”,
an ongoing project that museum
organises, posters advertising the
“New Romanian film cinema”,
another project currently taking
place, and the fairs being held at the
museum on various celebrations.

Regarding the customers™ age
range, another interesting aspect
is that, unlike the other two cafés
(MNAC and MLR), here customers
of all ages can be found: children,
adolescents, adults and seniors. I
believe that an important factor
contributing to this age diversity
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is the outdoor terrace and the
courtyard with a playground.

Another well known place is the
café of The National Museum
of Contemporary Art. The rapid
rise of the café is linked to the
development of the electro scene
and the first edition of Rokolectiv,
an electronic music festival. A few
years ago it was considered the
most modern place in Bucharest,
but things have changed since
the electro trend lost part of its
popularity.

This café has the same program
as the museum, is open to the
public daily between 10:00-18:00.
There are two ways in which this
could be interpreted: on the one
hand it could be an advantage for
the museum, thereby ensuring that
the main customers of the café will
also be visiting the museum, on the
other hand it could prove to be a
disadvantage, because the museum
fails to attract other customers who
might later on become visitors of
the museum.

The National Museum of
Contemporary Art Café is inside
the museum, located on the 4
floor, accessible via a glass elevator.
The terrace extends itself outdoors,
on the roof of the building, where
one can admire the cityscape as
a culmination of the museum
tour. Tables and wooden chairs
are arranged near one another. |
noticed that most of the times
visitors prefer to just stand and
admire the view.

The terrace is not covered, but if
it rains, customers can move inside.
Even if the terrace does not offer
aunique design, being fairly neutral

in this aspect, the inside tables and
chairs, with their out of the ordinary
design may draw your attention to
the fact that you are indeed in a
museum of contemporary art. As
regards the number of seats, the
terrace offers about 40 seats and
the inside part can still offer enough
room for about 40 people.

Another thing I noticed was that
music was not available on the
terrace. This can be traced to several
reasons, including that being an
outdoor terrace, music could affect
the peace of the neighbors, or that
some visitors prefer silence when
admiring the exhibits. Also, unlike
The Romanian Peasant Club which
informs visitors about events the
museum organizes, in this case
there is no information offered on
the terrace through posters or any
other materials.

The third café is in The Romanian
Literature Museum and the terrace
opening hours differ from those
of the museum. If the museum is
open between 10:00 and 18:00, “At
the Museum” terrace receives its
last clients at 22:00.

The  atmosphere  here s
totally different from what we
encountered in the other two
locations. While The Romanian
Peasant Museum Café adopts the
museum’s style and the National
Museum of Contemporary Art
has certain neutrality in terms of
style, in this case, “At the Museum”
terrace contrasts sharply with the
museum in the vicinity of which
it is situated. Tables and chairs are
made from plastic and are arranged
around one another, without any
aesthetic role, just a practical one.
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The seating capacity is above 50,
coming close to almost 80 available
seating places.

Since it is an outdoor terrace
and is located close to residential
buildings, the lack of music is easily
explained. Regarding the diversity
of its offer, the “At the museum”
terrace serves soft drinks, coffee,
beer and hot snacks at affordable
prices. The kitchen closes at around
19:30-20:00.

Conclusions and
recommendations

Are museums secking to meet
their audience by developing a
new public service in the shape of
the museum café? For now, I do
not think we can say this because
we have found clear differences
between the public of the museum
and that of the museum café.

In most cases we have taken into
consideration there isn’t a strategy
designed for the museum café,
there is no attempt to offer the
museum’s visitors some benefits
or to persuade the customers
of the café to become visitors.
Most often, what happens is that
museum visitors do not go to
the café and the café customers
do not go to visit the museum.
In my opinion, a first
recommendation to address this
problem is to understand the
difference between museum visitors
and café customers. Consequently,
a study should be done in order
to identify not only the museum’s
main public, but also how these
people normally spend their leisure
time and what they would like to
find inside a museum café. 1 also

think it would be a good idea for
museums to have themes for their
cafés, for example the Romanian
Literature Museum could address
young people through its café and
perhaps try to encourage writers
who are starting out with their
career through various events where
they could release their book.
Another very important aspect
that I would like to underline is the
informative role that a museum café
could play. A very good example in
this case is given by The Romanian
Peasant’s Club, which promotes
events that The Romanian Peasant
Museum  organizes, presenting
their posters or sharing informative
materials about future events.
Thus, if at first the café’s public
is different from the museum’,
things can change, and the café’s
customer, after being informed
about the exhibitions and events
made by the museum, can decide
to go and visit the museum.
Regarding the future of the
museum, Mrs. Dr. Aurora Stinescu,
director of the Department of
Public Relations, Cultural Marketing
and Educational Programs at
the Museum of Natural History
“Grigore Antipa”, believes that it
willbecomeaninstitutionof cultural
entertainment, because  people
want to feel better in a museum and
the museum itself should attract
other audiences to always keep up
with what is happening around
it. Madalina Nailia, Secretary of
Public Relations at the National
Museum of Geology, believes that
in the future the museum will be a
public service in the true sense of
the word, and that the quality of its
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offer will increase. We cannot know
precisely whether these things will
happen, but what is obvious is that
museums continue to evolve and
adapt to contemporary society.

The “White Night of the
Museums” and “The Night of
cultural institutions” have an
increasingly large audience, which
is an indication of the favorable
cultural context nowadays. It is
a perfect time for museums to
improve services, to perform a
wider range of functions and to
turn their attention to new potential
audiences.

Regarding the role of the
Bucharest museum cafés, a positive
aspect that I noticed is the recent
willingness of museums to develop
such a service, as stated by Mr.
Dragos Neamu, President of the
National Network of Museums
of Romania. Clearly, in order to
have a strategy adapted to the
target audience, we need experts

who know how to do this, while
specialising in the cultural field in
Romania is a topic as new as the
idea of a café in a museum.

From my point of view, museums
must be anchored in the present
and should be a nice way to find
information, to spend one’s free
time, to remember the Romanian
traditions or Romanian-specific
art, all without affecting the basic
functions: conservation, research
and education, but always keeping
an open mind to possible new
functions.

The following years will mark
an evolution in the museum cafés.
I expect museums to become
increasingly responsive to public
desires and to recognize their
ability to satisfy these desires.
Will museums become places of
cultural entertainment? I believe so,
and what’s more, we should try to
reach the standards that the world’s
greatest museums have imposed.
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CAFENEAUA MUZEALA

Nona BEICU

Rolul cafenelelor din muzee este
unul foarte controversat. Pe de o
parte, exista opinii conform carora,
prin  intermediul  cafenelelor,
muzeele cautd si se apropie de
publicul lor si si-1 determine sd
revind si cu altd ocazie, iar pe de
altd parte, sunt cei care considera
cafenelele ca fiind o sursa de venit
ce altereazd atmosfera particulara
dintr-un muzeu. In acest context,
este interesant de  analizat
rolul cafenelelor din  muzeele
bucurestene, avand ca si reper
principal exemplul marilor muzee
ale lumii si strategia pe care acestea
o aplica.

Cafeneaua muzeala poate fi un
spatiu de relaxare, cu o atmosferi
deosebita, ce pune in valoare
frumusetea si unicitatea muzeului,
pastrand stilul muzeului din care
face parte, sau contrastand puternic
cu acesta si oferind publicului
altceva.

Cafeneaua muzeala in opinia
specialigtilor

Se pare ca servicille comerciale
devin din ce in ce mai importante
atunci cand muzeul doreste s vina
in intampinarea publicului sau. Fie
ca este vorba despre un magazin
care ofera suveniruri, despre o
cafenea in care vizitatorul se poate
odihni, sau de un restaurant in
care se poate servi masa de pranz,
toate aceste facilititi sunt acum la
dispozitia publicului.

Timothy Ambrose, autorul lucririi
»Museum basics”, sustine faptul ca:

Fiecare muzeu ar trebui sa aiba un
loc in care sa se poata servi masa:
o cafenea sau un restaurant, sau
maicar un loc in care vizitatorii sa
poata servi un ceai, o cafea sau pur
si simplu un pahar cu apa.”

Principala  competitie  pentru
muzee, privind din acest punct
de vedere, ar fi industria care se
ocupd cu modul in care oamenii
isi petrec timpului liber, acum
filnd fiacute eforturi tot mai mari
pentru a fi pe placul oamenilor
care doresc sa-si petreaca timpul
liber in oras. O cafenea muzeald
ar putea fi un loc atractiv pentru
turisti s de multe ori acestora le
este usor sa se simta confortabil si
sa se bucure de ceea ce au vizitat
sau urmeazi si viziteze. In multe
tdri, muzeele au cafenele si cauta sa
creeze o atmosfera cat mai plicutd
pentru vizitatorii lor. Treptat,
sustine Fiona Mclean, autoarea
cartii ,Marketing the museum”,
se pare ca focusul marketingului
muzeal a fost directionat mai mult
spre sporirea surselor de venit,
lar experienta pe care vizitatorul
o trileste este marginalizata.
Totusi, Eilean Hooper-Greenhill
precizeaza in lucrarea ,,Museums
and Their Visitors” ci ,,muzeele
sunt acum mai orientate spre ceea
ce cauta vizitatorul si cd a observat
cum managerii muzeelor sunt
incurajati de autoritati si analizeze
cum ii pot atrage pe vizitatori.”

O problema pe cate o semnaleaza
Eilean Hooper-Greenhill ar fi ca
foarte putine muzee au indicatoare
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care sa atraga atentia asupra
faptului ca in interiorul muzeului
exista o cafenea, o garderobd sau
un magazin si si ii directioneze pe
vizitatori spre acestea. De multe ori
se intampld ca aceste informatii sa
apara publicate intr-un ghid, insa
este Imperios necesar sa existe
indicatoare chiar la intrarea in
muzeu i, mal apoi, in interiorul
muzeului, care si-i orienteze pe
vizitatori spre cafenea, magazine
sau garderoba.

Cafeneaua muzeald poate inde-
plini si un rol informativ, asa cum
sustine  Timothy Ambrose in
»Museum basics™: |, ,Cafenelele si
restaurantele sunt oportunitati bune
pentru a-1 informd pe vizitatori
despre muzeu, colectiile sale,
servicii, evenimente si activitatile
programate. Pe mese se pot gasi
informatii despre programul din
saptamanile urmatoare, pe spatele
meniului se pot insera informatii
despre muzeu, iar postere cu diferite
exponate se pot gisi pe peretii
cafenelei sau ai restaurantului.
Putina imaginatie si fler pentru a
oferi o experienta placuta dau un
plus de valoare vizitei la muzeu.”

Se pare ca pana si in muzeele
non-profit, servicille comerciale
au inregistrat cresteri substantiale.
Daci in trecut muzeele ofereau
cina in restaurant, cu o bucitarie
traditionald i mancare la un pret
convenabil, muzeele de astazi
au dezvoltat o varictate de noi
experienteinceeaceprivesteservirea
cinei, incluzand si restaurante mai
sofisticate si cafenele de lux. Un
exemplu in acest caz il constituie
restaurantul Muzeului de Artd din
Baltimore care este un punct turistic

de sine statator pentru foarte multi
vizitatorl.

Se intampla de multe ori ca
muzeele sa acorde o importanti
deosebita serviciilor de catering
st restaurantelor. Muzeele de
astizi au descoperit beneficiile
furnizarii mai multor tipuri de
mancare si de servicii in aceasta
directie.  ,,Cafencaua  Muzeului
Guggenheim este coordonata de
una dintre cele mai bune firme
de arta culinari din New York,
galeria Muzeului Walters Art din
Baltimore are un restaurant cu o
intrare separata de muzeul propriu-
zis, 1ar The Centre Pompidou
din Paris are un restaurant cu o
priveliste remarcabild. Unele muzee
ofera si muzica live”, sustine Neil
G. Kotler in ,,Museum marketing
and strategy”’.

Serviciile de catering au un dublu
rol: acela de a genera venituri si de
a crea o anumita atmosfera. Zonele
in care se poate servi masa pot
fi adevirate puncte de intalnire,
contrastand cu atmosfera linistita
din muzeu si fiind un loc in care
se poate decanta vizita la muzeu.
In sustinerea acestei opinii, Fiona
Mclean da exemplul cafenelei
The Scottish National Gallery of
Modern Art din Edinburgh ce
atrage foarte multi clienti care nu
viziteaza neapirat si galeria. Unii
nu ar fi de acord cu un astfel de
lucru, insa galeria este folosita ca
resursa a comunitatii. In definitiv,
un muzeu trebuie si-i atragi pe
acesti vizitatori §i sa-1 convinga sa-l
viziteze, nu sa-i indepirteze.

Pentru a asigura un numdr cat
mai mare de cliengi §i vizitatori,
muzeele s-au decis sa organizeze
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sau sd gazduiascd unele evenimente.
In UK, atait Muzeul ,,Victoria and
Albert”, cat si ,,The Tate Gallery”
au investit in restaurantele lor
si oferi multe facilitati. Totusi,
existd si riscuri in astfel de situatii,
cum ar fi cazul cafenelei muzeului
Guggenheim care a inregistrat
multe pierderi. ,,Expertiza noastra
nu constd in coordonarea unui
restaurant. Noi vrem ca acesta sa
devini in primul rand un serviciu,
apoi un punct de destinatie pentru
vizitatori, iar designul sa fie unul
sobru”, spune Gail Harrity, director
de finante si administratie.

Putine  cafenele aduc  bani
muzeului, in timp chiar consuma
multe resurse financiare. Dar, se
pare ca ar fi si alte beneficii ale
unei cafenele: ea devine o atractie
aditionald pentru vizitatori, un
mijloc de a prelungi o vizitd cu o
pauzi de cafea sau servind masa. Si,
in egald masura, este convenabil si
pentru angajatii muzeului care pot
avea intalniri de afaceri in interiorul
cafenelel.

Catdespre strategia pe care o poate
aborda muzeul in ceea ce priveste
cafencaua, putem vorbi despre
cafenele care oferd o atmosfera
mai sobrd, venind in completarea
muzeului si pastrand stilul elegant
al acestuia, sau despre cafenele
contrastante, care prin tematica lor
moderna oferd publicului altceva
decat au putut vedea in muzeu.
Existd muzee care nu oferi ca
serviciu public o singurd cafenea,
ci chiar mai multe cafenele care se
adreseaza mai multor categorii de
public.

Cafenele in marile muzee ale
lumii

Intr-un articol publicat pe site-
ul www.bloomberg.com in luna
martie a anului 2009 se anuntd
faptul c¢i muzeul Louvre, cu cei
8.5 milioane de vizitatori, ocupi
primul loc in topul celor mai
vizitate muzee din lume. Pe locul
al doilea se afla British Museum,
cu 5.6 milioane de vizitatori, locul
al treilea este ocupat de National
Gallery of Art din Washington cu
4.96 milioane de vizitatori, urmat
de muzeul Tate Modern din Londra
cu 4.95 milioane de vizitatori si de
Metropolitan Museum of Art din
New York cu 4.82 milioane de
vizitatori.

Exista cafenele in interiorul
acestor muzee? Se poate servi
masa dupa o vizita la muzeu?
Analizand muzeul de pe primul loc
al clasamentului, muzeul Louvre, se
pare ca nu exista o singura cafenea,
ci sapte, care oferd publicului un
loc in care sa se relaxeze dupa ce
a vizitat Gioconda lui DaVinci sau
Venus din Milo. lata care ar fi cele
sapte cafenele, programul lor de
lucru si o scurta descriere:

* Cafe de la Pyramide, deschisi
zilnic de la ora 10:00 la 18:00, are un
stil clasic, ofera o priveliste foarte
frumoasa spre curtea interioard a
muzeului;

* Cafe du Louvre, deschisi de
la ora 9:00 la 19:00, este un spatiu
clegant, in stilul secolului 20,
pastreaza din sobrietatea muzeului
s1, in acelasi timp, oferd o atmosfera
placuta si relaxanti;

* Cafe Richelieu este deschisa
de la ora 10:15 pana la ora 17:00,
19:00 sau 21:00, in functie de zilele
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saptimanii si de perioadele de
vacantd. Designul celor trei incaperi
ale acestei cafenele moderniste
au fost realizate de Jean-Michel
Wilmotte in colaborare cu artistii
Daniel Buren si Jean-Pierre
Raynaud. Cafe Richelieu poate
gazdui 60 de invitagi pentru cind
st pana la 150 de persoane pentru
cocktailuri, oferind o priveliste
superbi spre piramida de sticla care
se afld in curtea muzeului;

* Cafe Mollien este deschisa
de la ora 10:15 pani la ora 17:00,
19:00 sau 21:00, in functie de
zilele siptimanii si de perioadele
de vacanti. Frumos decoratd cu
picturi, cariatide si basoreliefuri,
cu o terasid orientatd spre curtea
lui Napoleon si gradinile Tuileries,
Cafe Mollien este un loc perfect
pentru cina, cocktailuri sau mic
dejun;

* Cafe Denon, deschisi de la
ora 9:00 la 19:00, este localizata la
parterul muzeului, are priveliste
spre o gradina cu iaz si fantana, iar
cele doua incaperi pot primi pana
la 50 de invitati pentru cina $i mic-
dejun;

Starbucks Coffee: Cafe docu-
mentation center, deschisi de la ora
9:00 pana la ora 19:00;

Cafe Marly: deschisa zilnic intre
orele 8:00 si 14:00.

Referitor la Cafe Marly, una
dintre cele mai cunoscute cafenele
muzeale, parerile sunt impirtite.
Aflata sub arcadele muzeului, in fata
piramidei de sticld, unii o considera
un loc fermecator, cu o bucatarie
continentala deosebita si o terasia
frumoasd in care poti savura un
cocktail sau o masia excelenta.
oNici nu te-ai fi putut gindi la

o localizare mai buni pentru o
cafenea. Aceastd cafenea se afld in
aripa Richelieu a muzeului Louvre
si priveste curtea lui Napoleon si
piramida de sticli. Atunci cind
este vreme frumoasa, poti servi o
bautura sau poti lua masa pe terasa
s poti aprecia privelistea. Preturile
sunt putin cam mari, dar desigur,
platesti pentru loc la fel cum
platesti si pentru mancare. Cafe
Marly ofera o atmosfera mult mai
calma si mai rafinata decat locurile
din zona cu preturi comparabile”,
sustine un client.

Exista insa si pareri negative: ,,Am
ajuns aici dupa ce am vizitat muzeul
Louvre. Am fost dezamagita de
serviciile lor si de mancare. Daca
tot vrei sa mergl acolo, dar fara
s mananci mancare proasti si
scumpd, mai bine stai la o masa
din fata cafenelei, in piata. Acolo se
servesc numai bauturi.”

In urma acestei scurte analize,
se poate observa faptul ¢i muzeul
Louvre incearca sa multumeasca
mai multe categorii de public,
oferind atat cafenele in stil clasic, in
concordanta cu muzeul din care fac
parte, cat si cafenele mai moderne,
pentru un public mai tanar. In ceca
ce priveste oferta, in cele sapte
cafencle se poate servi si masa,
preturile fiind mai mult sau mai
putin accesibile. Un aspect foarte
important este faptul ca privelistea
pe care o ofera cafencaua este una
cat se poate de plicutd i cauta si
evidentieze arhitectura muzeului
Louvre.

Pe locul al doilea in topul celor
mai vizitate muzee din lume, se
afla British Museum, care ofera
publicului  siu  doua cafenele.

https://biblioteca-digitala.ro



REVISTA ITUZEELOR

Interesant este faptul cd, inacest caz,
pe site-ul oficial al muzeului exista si
o harti care si le indice vizitatorilor
unde s-ar afla cafenelele respective
in raport cu intrarea muzeului si
cu principalele sale expozitii. Cele
doua cafenele sunt:

- Gallery Cafe, deschisi intre orele
10:00 si 17:00, se afld la parter i
oferd paste, supe, salate, deserturi,
prajituri, bduturi reci sau calde,
totul intr-o atmosfera priectenoasa;

- Court Cafes este localizati tot la
parter, are program de lucru intre
orele 9:00 si 17:30 de duminica
pand miercuri i intre orele 9:00 si
21:00 de joi pana sambata.

Opiniile despre aceste cafenele
sunt unele foarte bune: ,,Gallery
Cafe, cel mai linistit loc de refugiu,
se afla in coltul din sud vest al
parterului si ofera servicii bune.
The Court Cafes oferd gustari si
racoritoare, dar nu este la fel de
linistita. Cea mal scumpa optiune ar
fi restaurantul Great Court, care are
o priveliste spre Reading Room de
la etaj. Ofera cafeaua de dimineata,
masa de pranz si ceaiul de dupa
masd.”, sustine un vizitator.

Se pare ca, si in cazul acestui
muzeu, se incearca o abordare a
cafenelel in functie de diferitele
tipuri de vizitatori, Gallery Cafe
filnd acel loc mai linistit care se
adreseaza in principal celor care
vor sa aiba un moment de respiro,
in imp ce Court Cafes pistreazi o
atmosfera mai vie si mai energica.

Aflata pe locul al treilea in topul
muzeelor, National Gallery of
Art din Washington se apropie
de muzeul Louvre ca si numir de
cafenele pe care le ofera publicului

siu, respectiv cinci cafencle. Garden
Café este cea mal cunoscutd, se
afld la parter, are o localizare buna
in raport cu muzeul, dupa cum
se poate observa si in planul pe
care muzeul il pune la dispozitia
publicului pe site-ul oficial. Aici
au loc concerte si se poate servi
un desert sau bauturi racoritoare
duminica, intre orele 16 :00 si
18:00.

e Garden Café Espana va fi
accesibila publicului in perioada 4
mai-17 septembrie 2009;

* Pavilion Café are vedere spre
Sculpture Garden si ofera salate,
pizza, deserturi si bauturi asortate;

* Cascade Café, cu vedere spre
cascada, oferd supe, salate, pizza,
desert si multe specialititi, meniul
find accesibil si de pe site-ul
muzeului;

* Espresso & Gelato Bar ofera
19 tipuri de inghetatd, sandwish-uri
si desert.

Referitor la calitatea serviciilor
pe care o cafenea muzeald le ofera,
Thimoty Ambrose se intreaba: ,,Ce
se poate spune despre cafencaua
unui muzeu? Mancarea pe care o
ofera este acceptabild, iar spatiul
este unul familiar? Dacia oamenii
s-ar simti mai confortabil si stea
pe jos decat sa se aseze pe scaune,
este posibil acest moft? In general,
exista lucruri pe care oamenii sa le
poata face astfel incat sa se simti ca
acasi in interiorul muzeului?” Pana
la urma, se pare ci astfel se poate
face o diferenta intre o cafenea
obisnuitd si una din interiorul unui
muzeu. Cafeneaua muzeald trebuie
sia-l determine pe vizitator sa se
simta in interiorul unui muzeu ca
acasa.
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Pe blogul muzeului londonez The
Tate Modern, Fiona Sibley, editor
al revistei Design Week, scrie un
articol despre cafeneaua muzeului.
»Ei bine, de ce sa nu existe si o
cafenea in interiorul muzeului? Ar
putea constitui un factor crucial in
modul in care noul Tate Museum
va fi vazut ca un loc in care si-ti
petreci timpul liber. Daca arta
contemporana este 0 mare pasiune
de-a ta, atunci este esential s ai si
un loc in care si te agezi dupa ce ai
vizitat expozitiile si sa le poti simti
efectul. Intr-o fotografie ficuti de
Brassai in Parisul anului 1920 se
poate observa urmitorul lucru:
cafenele sunt acele locuri in care
viata se intampla cu adevarat.”

In continuare, firesc, apare
intrebarea: carc ar fi elementele
definitorii ale unui mari cafenele?
Desigur, ar fi multe elemente, insa
printre cele mai importante ar fi
atmosfera plicuta pe care reuseste
sd 0 ofere, cu scaune confortabile pe
care oamenii sd se poata simti bine
alaturi de prietenii lor, cu servicii
ireprosabile. Fiona Sibley continui
sa descrie cum ar trebui sa fie
cafeneaua muzeala, dand exemplul
Muzeului de Stiinta din Londra si a
cafenelei sale, Dana Centre Cafe,
o cafenea care incurajeaza publicul
sa fie optimist oferindu-i imagini
plicute si  determinandu-l sa-si
puni intrebiri cu privire la scopul
vietil.

Existacafenele care suntadevarate
refugii, spatii in care oamenii se
simt mai relaxati, mai linistiti, sunt
incurajati  sa interactioneze cu
celelalte persoane aflate la mesele
alaturate sau, pur si simplu, pot sta sa
citeasci o carte. Ar trebui ca Tate sa

incerce un decor mai experimental,
in concordanta cu stilul sau? Exista
exemple reusite siin aceasta directie,
asa cum precizeaza Fiona Sibley,
spatii amenajate mai mult ca niste
mari instalatii decat ca interiorul
unei cafenele, iar creativitatea nu
are limite in astfel de situatii.

Intrebarea ar fi, in cele din urma,
daci noua cafenea a muzeului
Tate ar trebui si fie un spatiu
galagios, vibrant, pentru a stimula
dezbaterile, sau un loc linistit pentru
reflectii? Trebuie sau nu sa semene
cu muzeul din care face parte?

Analizind muzeele care se afla
in topul celor mai vizitate atractii
turistice, este evident faptul ci
existd o strategie in ceea ce priveste
cafeneaua muzealad. Aceste muzee
ofera doua tipuri de cafenele, unele
cu un stil mai elegant si mai sobru,
adevarate spatii de refugiu, in timp
ce alte cafenele sunt mai moderne
si au o atmosfera ce incurajeaza
socializarea. In felul acesta, publicul
atat de divers isi poate gasi locul in
care sa se simtd confortabil.

Un alt element pe care l-am
observat atat la muzeul Louvre, cat
sila celelalte muzee, este importanta
privelistii pe care o ofera cafeneaua,
de cele mai multe ori, muzeul fiind
pus in valoare de cafencaua sa.

Si nu in cele din urma, trebuie
subliniat faptul ca servicile de
catering fac parte din strategia
acestor muzee, oferind o
personalizare a spatiului si venind
in intampinarea publicului care
doreste sa serveasca masa inainte
sau dupa vizita la muzeu.
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Cafenelele din muzeele

bucuregtene

In ultimii ani se pare ¢ si muzeele
bucurestene au inceput sa devina
interesate  de ideea de cafenea
muzeali. Chiar daca suntem inci
la inceput, avem deja trei situatii
diferite in ceea ce priveste acest
subiect: existi muzee care au
deja o cafenea (Muzeul Taranului
Roman, Muzeul National de Arta
Contemporani si Muzeul Literaturii
Romane) muzee care vor deschide
in curand o cafenea (Muzeul de
Istorie Naturala ,,Grigore Antipa”)
sl muzee care au avut pania de
curand o cafenea, dar au decis sa
renunte la acest serviciu (Muzeul
National de Geologie).

Una dintre cele mai cunoscute
cafenele este cea a Muzeulu
Taranului  Roman: |, Asa cum
muzeul a reusit sa proiecteze asupra
satului romanesc un aer cool, care
il face dezirabil pentru neohippiotii
urbani, tot asa cafencaua si terasa
de la parter s-au impus printre
locurile de intalnire ale inteligentei
bucurestene. In raport cu Muzeul
National de Arta Contemporana
sau cu Museo Cafe, cafeneaua
Muzeului National de Geologie,
aceasta cafenea are un aer mai
democratic, mai putin exclusiv, ceez
ce o face mai populard.”, sustin
editorii site-ului www.metropotam.
1o,

Primul lucru pe care il putem
observa atunci cand ajungem la
Clubul Taranului Roman este faptul
ca pastreaza stilul si tema muzeului.
»Decorurile, mesele si scaunele
incearca si pastreze tema muzeului,
fard sa supraliciteze folclorismul, ci
incercand sa se integreze in locatie:

mese de lemn, scaune taranesti
pictate, peretii decorati cu tot felul
de obiecte folosite in muncile de la
tara, vase de lut imprastiate peste
tot sub diverse forme (scrumiere,
carafe, vaze, canite etc.).”, afirma
cei de la metropotam.ro. Totul este
intr-o armonie completa cu muzeul
si expozitiile sale.

Programul de lucru al cafenelei
diferd de cel al muzeului. Daca
Muzeul Taranului Roman este
deschis intre orele 10:00 si 18:00,
cu exceptia zilei de luni, Clubul
Taranului Roman este  deschis
zilnic intre orele 10:00 si 24:00,
acesta fiind un indiciu al faptului
cd muzeul doreste sa-i pastreze pe
vizitatori aproape si dupa incheierea
programului sau.

Referitor la  relatile spatiale,
mai exact la dispunerea meselor
si la maniera in care oamenii sunt
asezati unii fatd de ceilalg, la Clubul
Taranului  Roman mesele sunt
dispuse una in apropierea celeilalte,
dar in egala masurd existd si mese
dispuse separat, in cazul in care
unii clienti doresc o atmosfera mai
intimd. Mesele st scaunele sunt din
lemn si ocupa intreaga suprafatd
a terasel, oferind o capacitate de
peste 50 de locuri. Exista mese
pentru patru persoane, dar si mese
cu 10 locuri, pentru grupurile
mai mari, astfel oferind cadrul
potrivit grupurilor de prieteni care
doresc sa-si petreaca timpul liber
impreuna.

In ceea ce priveste diversitatea
ofertei si genul de muzici, am
urmdrit daca la Clubul Taranului
Roman se poate servi masa si daca
genul de muzicd este unul obisnuit
pentru cafenele in general, respectiv
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jazz sau blues. Am observat ca se
pot servi atat bauturi ricoritoare,
deserturi, cat si gustari reci, platouri
cu mancare specific romaneascd
si salate. Un aspect interesant si
original il constituie faptul ca se
pot servi si floricele, lucru de care
se bucuri, din cate am observat,
multi dintre clientii terasei. Muzica
se incadreaza in genul specific
cafenelelor, mai exact se ascultd
jazz si blues.

La Clubul Taranului Roman
existd o informare a publicului
cu privire la evenimentele pe
care le organizeaza muzeul si alte
institutii culturale. Spre exemplu,
de jur imprejurul terasei, pe peretii
incaperii precum si la avizierele
care se afld la intrarea in terasa, se
pot observa afise care amintesc de
,,Conferintele de la Sosea” pe care
muzeul le organizeazi constant, de
,,Noul Cinematograf al Regizorului
Roman”, un alt proiect aflat in plina
desfasurare, sau de targurile pe care
muzeul le organizeazd cu ocazia
diferitelor sarbatori.

In ceea ce priveste  varsta
clientilor, un alt lucru interesant
este faptul cd, spre deosebire de
celelalte doud cafenele (MNAC si
MLR), aici am gisit clienti de toate
varstele: copii, adolescenti, adulti
si persoane mai in varstd. Cred cd
un factor important il constituie si
curtea din fata terasei, cu un spatiu
de joacd pentru copii.

O alti cafenea cunoscuta este
cea a Muzeului National de Arta
Contemporand. Ascensiunea ra-
pidi a acestei cafencle este legatd
de dezvoltarea scenei de electro
precum si de primele editii de
Rokolectiv, un festival de muzica

electronicd. Acum cativa ani era cel
mai occidental loc din Bucuresti,
insa lucrurile s-au mai schimbat de
cand noutatea electro-ului s-a mai
atenuat.

Aceasta cafenea are acelasi
program ca si muzeul, fiind deschisa
publicului zilnic, intre orele 10:00-
18:00. Ar fi doua moduri in care
am putea interpreta faptul ca
programul de lucru al cafenelei
coincide cu cel al muzeului: pe de
o parte, ar putea fi un avantaj al
muzeului, in felul acesta se asigura
ca in principal clientii cafenelei vor
fi si vizitatori ai muzeului, iar pe de
alta parte, ar putea fi un dezavantaj,
deoarece muzeul nu atrage si alti
clienti care ar putea deveni, mai
apoi, si vizitatori ai muzeului.

Cafencaua  Muzeului  National
de Arta Contemporani se afla in
interiorul muzeului, la etajul 1V,
accesul fiind posibil prinintermediul
unui lift de sticla. Terasa cafenelei
iese si in exterior, pe acoperisul
cladirii, de unde panorama orasului
se prezintd ca punct culminant al
traseului de vizitare.

Mesele si scaunele din lemn sunt
dispuse una in apropierea celeilalte.
De cele mai multe ori, am observat
ca vizitatorii preferd sa stea in
picioare si sa admire privelistea.

Terasa nu este acoperitd, iar in
cazul in care ploud, clientii se pot
muta in interior. Daca terasa nu
ofera un design deosebit, fiind
destul de neutra din acest punct
de vedere, in interior mesele si
scaunele mal atipice atrag atentia
asupra faptului cd te afli intr-un
muzeu de artd contemporana. Ca
si numar de locuri, terasa oferd in
jur de 40 de locuri, iar in interior ar
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mai fi spatiu pentru inci vreo 40 de
persoane.

Un alt lucru pe care l-am putut
observa a fost faptul ca pe terasa nu
se asculta muzicd. Desigur, ar putea
fi mai multe motive, printre care i
faptul ¢4, fiind o terasa in aer liber,
ar putea afecta linistea vecinilor, iar
unii vizitatori ai muzeului prefera
linistea in momentul in care admira
exponatele. De asemenea, spre
deosebire  de  Clubul  Taranului
Roman  care isi  informeaza
vizitatorii despre evenimentele pe
care le organizeaza muzeul, in acest
caz pe terasa nu existd materiale
informative.

A treia cafenea este cea a Muzeului
Literaturti Romane, iar programul
de lucru al terasei este diferit de
cel al muzeului. Dacd muzeul este
deschis intre orele 10:00 si 18:00,
terasa ,,l.a muzeu” primeste ultimul
client la ora 22:00.

Atmosfera de aici este total
diferita de cea pe care am intalnit-o
in celelalte doua cafenele. Daci la
Muzeul Taranului Roman cafencaua
urmeaza acelasi stil, iar la Muzeul
National de Arti Contemporani
exista o oarecare neutralitate in cee:
ce priveste stilul, in cazul de fata,
terasa ,l.a Muzeu” contrasteazi
puternic cu muzeul in vecinitatea
cireiase afla. Mesele si scaunele sunt
din plastic si sunt dispuse una in
apropierea celeilalte, dar fird a avea
un rol estetic, ci doar unul practic.
Referitor la capacitatea pe care o
oferd, aceasta ar depasi numarul de
50 de locuri, apropiindu-se de cifra
de 80 de locuri disponibile.

Avand in  vedere faptul  ca
este o terasa in aer liber si este
localizati  in apropierea  unor

cladiri de locuinte, lipsa muzicii
are o explicatie plauzibild. In ceea
ce priveste diversitatea ofertel, la
terasa ,,l.a muzeu” se pot servi
atat bduturi racoritoare, cafea si
bere, cat si gustdri calde care au
preturi foarte accesibile. Bucataria
se inchide la orele 19:30-20:00.

Concluzii si recomandari

Muzeele cauta si  vind in
intampinarea publicului lor prin
dezvoltarea unui nou serviciu
public, respectiv cafencaua
muzeala? Deocamdata nu cred ca
putem afirma acest lucru, mai ales
ca am identificat o diferenta clara
intre publicul muzeului si cel al
cafenelei muzeale.

In majoritatea cazurilor pe care
le-am avut in vedere nu existi o
strategie in ceea ce priveste scopul
cafenelei muzeale, nu se incearca
oferirea unor beneficii vizitatorilor
muzeului sau persuadarea clientilor
spre a deveni vizitatori. De cele
mai multe ori, vizitatorii muzeului
nu sunt si clieng ai cafenelei, iar
clientii cafenelei nu merg si viziteze
muzeul.

Cred ca o prima recomandare
pentru a rezolva aceastia problema
a diferentei  dintre  vizitatorul
muzeului st clientul  cafenelei
ar fi realizarea unui studiu care
sa identifice nu numai publicul
principal al muzeului, ci si modurile
in care acesta obisnuieste si-si
petreaca timpul liber si ceea ce ar
dori si gaseasca in interiorul unei
cafenele muzeale. De asemenea,
cred ca ar fi o idee foarte buni ca
muzeele sa aiba cafenele tematice,
spre exemplu Muzeul Literaturii
Romine si se adreseze prin
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intermediul cafenelei sale tinerilor
sl eventual s incerce si-i incurajeze
pe scriitori aflati la inceputul carierei
prin diferite evenimente si lansari
de carte pe care le poate realiza.

Un alt aspect foarte important
pe care as dori sa-l subliniez ar
fi functia de informare pe care
o cafenea muzeald ar putea si o
indeplineasci. Un exemplu destul
de bun in acest caz il ofera Clubul
Taranului Roman care promoveaza
evenimentele pe care le organizeaza
Muzeul Taranului Roman pre-
zentand afise ale acestora sau
impartind materiale informative
cu detalii despre evenimente. In
acest fel, daci publicul cafenelei
este unul diferit de cel al muzeului,
lucrurile se pot schimba, iar clientul
cafenelei, in urma informarii sale
despre expozitile si evenimentele
pe care le realizeaza muzeul, se
poate decide sa mearga si sa viziteze
muzeul.

In ceea ce priveste viitorul
muzeului, doamna dr. Aurora
Stanescu, Sef al Secticl de Relatii
publice, marketing cultural i
programe educationale la Muzeul de
Istorie Naturala ,,Grigore Antipa”,
crede ca va deveni o institutie de
entertainment cultural, deoarece
oamenii vor sa se simta bine intr-
un muzeu, iar muzeul la randul sau
trebuie s atraga si alte categorii
de public pentru a tine mereu
pasul cu ceea ce se intampld in
jurul siu. Madalina Nailia, referent
Relatii Publice la Muzeul National
de Geologie, crede ci in viitor
muzeul va fi un serviciu public in
adeviaratul sens al cuvantului, iar
calitatea ofertei va fi din ce in ce
mai buni. Deocamdata nu putem
sti cu precizie daci lucrurile acestea

se vor intampla, insi ceea ce se
observa cu usurintd este faptul
ca muzeul continud sa evolueze
si sa se adapteze la societatea
contemporana.

»Noaptea albi a muzeelor” si
»Noaptea Iinstitutelor culturale”
se bucurd de un public din ce in
ce mai numeros, acesta find un
indiciu al contextului favorabil din
punct de vedere cultural in care ne
aflam. Este un moment oportun
ca muzeele sa-si imbunatateasca
serviciile,  sa-si  indeplineasca
functiile si sa-si indrepte atentia
spre noi categorii de public.

In ceea ce priveste  rolul
cafenelei din  cadrul muzeelor
bucurestene, un aspect pozitiv pe
care l-am observat ar fi, mai nou,
disponibilitatea muzeelor de a
dezvolta un astfel de serviciu, dupa
cum a precizat domnul Dragos
Neamu, Presedintele Retelei Na-
tionale a Muzeelor din Romania.
Este evident faptul ca, pentru a
avea o strategie adaptata publicului
tinta, avem nevoie de experti in
domeniu care sa stie cum se poate
realiza acest lucru, specializarea in
domeniul cultural fiind in Romania
un subiect la fel de nou ca si ideea
de cafenea in muzeu.

Din punctul meu de vedere,
muzeul trebuie si fie ancorat in
prezent si sa constituie un mod
placut de a afla informatii, de a-ti
petrece timpul liber, de a-ti aminti
de traditile romanesti sau de arta
specific romaneasca, totul fard a
afecta functiile de baza ale acestuia,
conservarea, cercetarea si educarea,
dar pastrand mercu o poartd
deschisa spre noi functii.

In anii urmatori, vom marca
o evolutie in ceea ce priveste
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cafencaua muzeala. Ma astept ca
muzeele sa devina din ce in ce mai
receptive la dorintele publicului si
sa constientizeze capacitatea lor
de a le satisface aceste dorinte.

Vor deveni muzeele spatii  de
entertainment cultural? Cred ca da si,
mai mult decat atat, ne putem alinia
la standardele pe care marile muzee
ale lumii le impun.
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MUSEUM EDUCATION AS A SOLUTION
FOR SAVING THE MISSION OF A SMALL
MUSEUM

Valer RUS, The Director of The Museum "Mureseni House"

More important than knowledge is imagination.

A. Einstein

The museums have as essential
mission the conservation, research
and enhancing the value of the
cultural heritage. Valorising the
cultural heritage can be done in
many ways, with different degrees
of attraction and spectacularity.
Generally  small  museums or
local ones do not have a rich
collection, but even there are some
exceptions. However they hold a
major advantage in the relation
with the local community — their
larger degree of representing
it. Unfortunately, the national
museums have lesser visitors from
the local community because of
their lack of attractiveness caused
by the poorer representation of
local cultural values. As for the
small museums or the local ones,
these are complaining about the
reduced number of visitors due
to the fact that they do not have a
bigger and valuable collection. The
question that remains is: which is
the solution for attracting or re-
attracting the public in a small
museum? The answer we can offer
is the museum education plan. This
answer howeverimplies an objective
process of self-evaluation of the real
issues, the evaluation of resources
(human, financial and heritage
ones) and a drop of creativity in

the effort of the enhancing the
actual museum collections. We do
not want to hide the fact that in the
process of identifying the possible
museum education activities we
cannot ignore the experience and
best practices of other similar
institutions, which means that
mainly a museum can take and adapt
the programmes of other museums
with much more experience in this
field, but it is compulsory for the
cultural institution to develop in
time its own museum education
programmes, focused on its
collections.

Short history

The Museum “Mureseni House”
of Brasov was founded in 1968 with
a small infrastructure and a limited
number of employees — 5 rooms at
the second floor of the house from
no. 25" Piata Sfatului, Brasov, with
three employees. The advantage
was from the beginning that of the
existence of a rich collection of
cultural items, about 300 objects
and 20.000 historical documents.
This situation had changed totally in
1997 when it gained the autonomy
from the mother institution, the
County History Museum, legally
and financially. Through successive
acquisitions the museum extended
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itself on the entire second floor
of the building from no. 25" Piata
Sfatului. At this, in 2004, was added
the donation of Stefan Baciu, a
duplex apartment situated at no. 9
G. Baiulescu Street, with a collection
of 10.000 cultural objects.

The muscum has a tradition
dating from ’80s — a group of
high-school students had in their
school programme as a discipline
the educational research on the
documents from the Mureseni
archive, under the coordination of
the curator Mircea Gherman. This
experience was a memorable one,
and this fact was confirmed by the
personalities from the Romanian
cultural life such as Caius Dobrescu
and Sorin Matei that were educated
there. These, together with their
generation colleagues, had direct
access to the original documents
dated of 19" century and to the
newspaper of the Mureseni family,
Gazeta Transilvaniei (Transylvanian
Newspaper).

The new team of museum
specialists from 2000s, under the
coordination of Mrs. Sanda Maria
Buta, the director of the museum at
that time, had developed a series of
museum activities for pupils, based
on volunteering and free access to
the educational programme called
“5 steps to be better”. This package
of museum activities, developed
also through the cooperation with
The Group of Local Initiatives
Corona, an NGO coordinated by
the sociologist Angela D()l)rCSCL;,
consisted  in five  thematic
workshops, organised as cultural
circles, with weekly meetings (each
working day of the week a circle

had a meeting), on the following
subjects: history, literature, music,
visual art, and theatre.  These
meetings had taken place for
ten weeks, after the structure
of a school semester. The first
coordinators of the programmes
were: Valer Rus and Ovidiu Savu
(history), Carmen Andrei and
Laura Molnar (literature), Mihai
Gorbonov (music), Anca Maria
Zamfir (art), Miruna Vaju and
Silvian Duica (theatre).

The first public proof of the
value of the experience acquired
during these educational meetings
was at “The Days of Brasov”,
the city celebration, in which
all the museum circles students
participated, either as actors, or as
street visual artists or volunteers
for the epoch costumes parade.
The students from the visual
art circle had a small exhibition
in one of the museum terraces,
gaining in this way a moment of
public recognition for their artistic
activit,.  Among the students of
the museum circles at least two of
them became students of History
or Art. Moreover, almost all the
participants had good results at
school. In the end, they all became
the real museum friends, coming
even nowadays to the museum to
enjoy and relax.

Professional phase

Once the museum gained
experience in the field of museum
education, there was the moment
of  professionalisation of  this
activity. Through formal requests
of the management team of
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the museum but also through
the specialized training offered
by the Centre of Professional
Training in Culture, the educational
activity in the museum has been
reorganised and  repositioned.
Now, the museum has six packages
of  educational  programmes:
“Play, communication, learning’;

“Communication  and  creati-
vity”, “Children conservators”,
“Let’s read the grandparents’
newspaper”, “The history of

clothing styles of the19" century”
and “Poetry and communication”.
These programmes are offered
to the elementary schools and
high schools from Brasov. The
educational activities are taking part
in the permanent and temporary
exhibitions. Once the educational
programmes implemented, the
number of visitors increased.

Here are some short descriptions
of the educational programmes of
the museum:

Play, Communication,
Learning

The programme lasts four
weeks and it is dedicated to the
pupils of elementary school, from
the second to the fourth class.
First meeting takes place at the
museum where there are series of
interactive games, presentations
of documentary films, legends
and myths about Brasov. During
the second visit the pupils will be
trained in the clay modelling. The
third meeting, called Discover the

music, consists in the description
and learning of unconventional
musical instruments. During the
fourth meeting the pupils go to a
short trip in the Brasov Fortress.

Children Conservators

The educator presents to the
children the world of the writing
and writing devices, printing and
book. They will discover the
procedures of paper making, what
is the difference between handmade
paper and the industrial one used
today. The documents from the
Mureseni archive are taken as an
example. The children will learn
why the books are covered, how
one can keep them, and especially
how they are restored. The most
attractive part is the practical one,
when the children become little
restorers. The photocopies made
after documents are damaged and
then the children are put to restore
them. The last meeting is at the
Mureseni archive, where children
can see how the documents from
the museum collections are kept
and preserved.

Children and Books

This  programme  addresses
children from the secondary
school. It includes presentations of
elements from the history of writing
and of printing, The children will
make their own research plan. They
will find out who was Newton, they
will learn the Morse code, and they
will transfer texts from the Cyrillic
alphabet to the Latin one.
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Let’s Read The

Grandparents’ Newspaper

The children will learn about the
using of the Cyrillic alphabet in the
Romanian literature of 16" — 19
centuries and about the first political
newspaper of the Romanians
from Transylvania — Transylvanian

Journal - that at the beginning had

Cyrillic  characters. During  the
workshop the children will be
handed out the Cyrillic alphabet
and will learn how to transcribe
that alphabet into Latin alphabet
and into contemporary language.
This programme addresses the
secondary school children.

The History of

Clothing Styles
There will be three meetings in
which the participants will discover
the history of 19" century: the
feminine costumes, the masculine
ones, hats, accessories, hair styles,
social  life.  This  programme
addresses  the elementary and

secondary school children.

Communication and
Creativity

This programme addresses the
clementary school children. The
themes are:

1.What is poetry

2.Reading and books

3.Communication and its
responsibility

4.Symbols and images. Their role
in life and art.
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EDUCATIA MUZEALA - O SOLUTIE
PENTRU SALVAREA MISIUNII
UNUI MUZEU MIC

Valer RUS, Director Muzeul ,,Casa Muresenilor”

More important than knowledge is imagination.

A. Einstein

Muzeele au ca misiune esentiala
conservarea, cercetarea si valori-
ficarea unui  patrimoniu  dat.
Acesta din urma poate fi de foarte
multe tipuri, cu grade diferite de
atractivitate  s1 spectaculozitate.
In general muzeele mici, sau
comunitare, nu beneficiaza de un
patrimoniu bogat, nici la propriu,
nici la figurat. Exceptiile nu fac
decat sa intareasca regula. Cu
toate acestea, au un avantaj major
in relatia cu publicul numarul 1,
comunitatea locala, si anume gradul
de reprezentativitate preponderent.
Nu de putine ori s-a constatat ca
muzeele nationale nu bencficiaza
de wvizitatori din  comunitatea
proprie, tocmai datorita neatrac-
tivitatii datorate gradului scazut de
reprezentare a valorilor comunitare,
Revenind la muzeele mici, sau
comunitare, acestea s¢ plang de
lipsa vizitatorilor, lipsa care este
motivata adescori de absenta unui
patrimoniu valoros. Se punc evident
intrebarea: care ar putea fi solutia
pentru aducerea si readucerea
publicului intr-un muzeu mic?
Raspunsul pe care indriznim sa
il oferim este tocmai educatia
muzeala. Acest raspuns presupune
un evident proces de autoevaluare
cat s¢ poate de obiectiv al situatici
reale, evaluarca resurselor proprii
(umane, patrimoniale §i materiale)

si un dram de creativitate in efortul
de wvalorificare al patrimoniului
propriu.  Nu ascundem faptul
cd in activitatea de identificare a
posibilelor activitati de educatie
muzeald nu  trebuie  ignorata
experienta  acumulata  anterior
de alte institutit similare, ceea ce
inseamna ca intr-o prima instanta
se pot prelua cu discernamant
programele altor muzee cu mai
mare experienta in domeniu, fiind
insa obligatoriu ca in timp institutia
sa dezvolte propriile programe de
educatie muzeala, axate pe valorile
patrimoniale proprii.

Scurt istoric

Muzeul ,Casa  Muresenilor”
Brasov a fost infiintat in anul 1968,
cu o Infrastructura si personal
limitate (un apartament cu 5 camere
la etajul imobilului din Piata Sfatului
25, Brasov, si doar 3 angajati). Un
avantaj la reprezentat totusi de la
inceput existenta unuil patrimoniu
material considerabil, format din
circa 300 de obiecte si peste 20.000
de documente istorice. Aceasta
situatic  se  va schimba radical
incepand cu anul 1997, cand prin
dobandirea autonomiei juridice
prin  desprinderca  de institutia
mama (Muzeul Judetean Brasov) si
prin acordarea unui buget propriu
situatia s-a dezvoltat intr-un ritm
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sustinut. Prin achizitii imobiliare
succesive intreg etajul I al imobilului
din Piata Sfatului 25 a trecut in
proprietatea statulu roman, la care
s-a adaugat si donatia Stefan Baciu
din anul 2004, constand intr-un
apartament duplex situat pe strada
G. Baiulescu nr. 9, cu un patrimoniu
de circa 10.000 de bunuri muzeale.

Institutia  brasoveana a avut
inca din anii ’80 ai secolului al
XX-lea grupuri de elevi de liceu
care ficeau practici educationala
pe documentele din  Arhiva
Muresenilor, sub  coordonarea
muzeografului Mircea Gherman.
Aceastd experienta a fost cu
sigurantd una memorabild, ea fiind
confirmata de personalitati ale
culturti romanesti contemporane
precum Caius Dobrescu sau Sorin
Matei. Acestia, alaturi de colegii
lor de generatie au avut acces
nemijlocit la documente originale
de secol XIX precum si la ziarul
familiet  Muresenilor, ,,Gazeta
Transilvanier”.

Noua echipa de muzeografi din
anii 2000, aflati sub coordonarea
fostului director Sanda Maria Buta
au dezvoltat in mod intuitiv o
serie de activititi muzeale pentru
elevi, bazate pe voluntariat si acces
gratuit la pachetul de programe
reunit sub titulatura ,,5 pasi pentru
a fi mai bun”. Acest set de activititi
muzeale, demarat si sub imboldul
colaborarii cu Grupul de Initiativa
Locala ,,Corona” (coordonat de
sociolog Angela Dobrescu), consta
in 5 ateliere de lucru tematic,
organizat sub formi de cercuri,
care aveau sedinte siptimanale (in
fiecare zi lucritoare a saptamanii se
reunca un alt cerc), pe urmaitoarele

domenit: istorie, literaturd, muzica,
artd plastica si teatru. Aceste intalniri
aveau loc timp de 10 saptimani,
suprapunandu-se aproximativ
peste  structura unui  semestru
scolar.  Primii  coordonatori  de
programe au fost: Valer Rus si
Ovidiu  Savu (istorie), Carmen
Andrei si Laura Molnar (literatura),
Mihai Gorbonov (muzicd), Anca
Maria Zamfir (arta), Miruna Vaju
si Silvian Duica (teatru). Prima
dovada publica a valorificarii
experientel  castigate in  cadrul
acestor intalniri a fost la  Zilele
Brasovului”, sarbatoare comunitara
a orasulul, la care au participat
aproape toti cursantii cercurilor
de educatie muzeala, fie in calitate
de actori, fie ca artisti plastici de
strada sau voluntari pentru parade
ale costumelor de epoca. Cursantii
cercului de arta plastici au avut chiar
o miniexpozitie pe una din terasele
muzeului, avand astfel un moment
de consacrare publica a activittii
lor. Dintre cursantii cercurilor
muzeului cel putin 2 au devenit
studenti ai facultatilor de istorie
sau de arta plasticd si ca urmare a
activitatilor din cadrul muzeului,
toti elevii avand in general rezultate
foarte bune la invatatura. In final,
au devenit cu totii primii ,,prieteni
al muzeului” adevirati, frecventand
si astazi institutia de culturd
brasoveana.

Faza profesionista
Odati trecuta faza experimentald
a activitatilor de educatie muzeald
a sosit momentul profesionalizarii
acestei activititi. Prin solicitiri
formale ale managementului insti-
tutiei dar si prin frecventarea
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unor cursuri  de  specialitate
organizate de Centrul de Pregatire
Profesionala in Culturi, activitatea
pedagogica muzeala s-a reorganizat
si repozitionat. Incepind cu
anul 2007 sunt oferite in mod
constant 6 pachete de programe
educationale pe perioada scolara,
care se comaseaza intr-un mare
program unitar pe perioada vacantei
(5, Vacanta artelor la muzeu”).

LLa ora actuala, Muzeul ,Casa
Muresenilor” Brasov, cu sectia sa
de literatura, ,,Casa Stefan Baciu”,
ofera 6 programe de educatie
muzeald dupd cum urmeaza:
sJoc, comunicare, invatare”,
,Comunicare sl creativitate”,
,Copiil  restauratori”, .S citim
ziarul  strabunicilor”, | Istoria
vestimentatiei in secolul al XIX-
lea” si ,,Poezie si comunicare”.
Acestea sunt oferite celor interesati
in scolile si liceele brasovene.
Programele sunt prezentate
profesorilor prin intermediul unor
pliante care contin scurte descrieri
ale programelor, imagini din timpul
desfasurarii lor si datele de contact
ale coordonatorilor programelor.
Aceste programe se desfasoara
in cadrul salilor de expozitii
permanente si temporare, de la caz
la caz. In orice caz, cel mai ilustrativ
exemplu este cel al Casei ,,Stefan
Baciu”, in cadrul careia au loc 2
programe dintre cele 6 amintite
anterior, sustinute de seful de sectie
si de muzeograful care lucreaza in
cadrul acestei sectii. Muzeul, deschis
spre vizitare din anul 2006 are doar
3 sili de expozitie permanentd, in
cadrul acestora desfisurandu-se in
mod traditional doar vizite ghidate
si conferinte si simpozioane. Daca

primele sunt cu intrare platita,
cele din urmid sunt cu intrarea
gratuitd, fiind utile doar pentru
crearea $l mentinerea unei imagini
in sanul publicului elevat brasovean
(adeseori si cel care contribuie cu
cele mai putine venituri la bugetul
institutiel). Odata cu introducerea
sl permanentizarea programelor
de educatiec muzeald, numarul de
vizitatori ai muzeului au crescut
direct proportional, putind vorbi
la ora actuald de un progres de
aproximativ 30%. Aceeasi situatie se
regaseste si la ,,Casa Muresenilor”,
numirul in crestere de participanti
la programele de educatie muzeali
fiind confirmat in ultimii doi ani. In
cazul acestei ultime sectii a muzeului
se poate vorbi de un numar mult
mai ridicat de vizitatori neplatitori
de bilet prin giazduirea frecventa
si constanta a activitatilor de tip
metamuzeal (spectacole si concerte
camerale de muzica clasica, de opera
si simfonica, spectacole de teatru
dramatic sau papusi, proiectii de
film), precum deja clasicul ,,Recital
de la ora 57 realizat in parteneriat
cu Opera Brasov.

Vom prezenta in continuare
scurte descrieri ale programelor
educationale ale muzeului bra-
sovean.

Joc, Comunicare, invé;are

Programul  educational-cultural
se deruleaza pe parcursul a patru
saptamani si se adreseaza elevilor
claselor II-IV. Prima intalnire se
desfasoara la sediul muzeului, unde
au loc o serie de jocuri interactive,
vizionari de filme documentare,
legende si mituri despre Bragov. La
cea de-a doua viziti elevii vor urma
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un curs de modelaj in lut. A treia
intalnire, intitulata ,Descopera
muzica”, consti in descrierea
si invidtarea unor instrumente
muzicale neconventionale, urmand
ca in cea de-a patra intalnire elevii
si efectueze o mica excursie prin
Cetatea Brasovului.

Ovidiu

Savu

Copiii Restauratori
si Conservatori

Cu ajutorul unei prezentari
realizate in Power-Point, copiii sunt
introdusi in lumea scrisului si a
suporturilor de scris, a tiparului si
a cartii. Vor afla care este procedeul
de realizare a hartiei manuale, care
este diferenta dintre aceasta st hartia
industriald folosita in zilele noastre.
Documente din Arhiva Muresenilor
le vor folosi ca exemple. Copiii vor
fi invatati de ce se invechesc cirtile,
cum se pot pastra, cum se manuiesc
si, mai ales, cum se repara. Partea
cea mal atractiva o reprezintd
proba practicd, prin care copiil se
transforma in mici restauratori.
Astfel, fotocopii realizate dupa
documente din arhiva muzeului
vor fi deteriorate i apoi restaurate
de catre copiii participanti la acest
program.

La  finalul intalnirii, copiii vor
face o vizitd in Arhiva Muresenilor,
pentru a vedea cum sunt pastrate
si - conservate  documentele  din
patrimoniul  muzeului  nostru.
Programul se adreseaza elevilor din

clasele a I11-a si a IV-a. Coordonator
de program: Lorena Domocos

Copiii si Cartiile s

Programul propune activitati
educative pentru elevii din clasele
a VI-a si a VIl-a, prin care se
doreste o apropiere si o intelegere
cat mai profundi a wvalorilor
patrimoniului literar roménesc in
manierd interactivi a prezentarii
informatiilor, cu materiale adecvate
varstei participantilor, atat prin
subiectele tratate, cat i prin
atractivitatea materialelor auxiliare.
Se urmireste crearea unei metode
alternative de educare, bazatia
pe joc si implicand creativitatea,
ingeniozitatea s1 imaginatia
copiilor.

Exploatandu-se  notiunile  de
istorie si geografie deja invitate
si utilizandu-se imagini ilustrative
in Power Point, se vor prezenta
elemente de istoria scrisului si a
tiparului. Elevii vor intocmi primul
lor plan de documentare/cercetare.
Vor afla, de exemplu, cine a fost
Newton sau Perpessicius, vor invata
codul Morse, vor face transliterare
din alfabetul chirilic in alfabetul
latin. Dupa ce se vor obisnui sa
scrie cu diacritice la computer, vor
redacta articole pentru realizarea
ziarului clasei, ,,Startul copiilor”.
Coordonator de program: Carmen
Andrei

Sa citim ziarul strabunicilor

,» I'ransilvania, Brasov, 22 Mart.
Intro cetate asa mare, cum este a
noastra, fuserum lipsiti intr'dsta
an de petrecanii teatrale - dar’ ce
bucurie, cind vazurim din nou
teatrul deschis si o societate de
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diletanti adunata din junii si din
frumoasele cele alese ale cetatii
jucind cu indiminare vrednici de
toatd lauda!” (G.T., nr. 1, 12 martie
1838)

Pe parcursul unei intalniri, elevii
vor afla informatii despre utilizarea
alfabetului  chirilic in  scrierea
limbii romane in secolele XVI-
XIX si despre primul ziar politic
al romanilor ardeleni — ,,Gazeta de
Transilvania” — tiparit, la inceputuri,
cu caractere chirilice. In cadrul
atelierului, elevii vor primi alfabetul
chirilic si o fotocopie din ,ziarul
strabunicilor” si  vor transcrie
articolele cu caractere latine si in
limbaj contemporan. La sfarsitul
intalnirii, elevii vor fi surpringi sd
constate c¢a pot citi si ei, destul
de usor, textele vechi. Programul
se adreseaza elevilor din ciclul
gimnazial, clasele a VI-a, a VII-a si
a VIII-a. Coordonator de program:
Marinela Barna

Istoria costumului

wA durat patrn ore sa md imbrac; §i
apoi a plonat; am comandat trasura i
umbrela si am ajuns la ora 5 la curte,
aproape de croitorii mei ...." Asa incepe
jurnalul unui gentlemen londonez
din prima jumitate a secolului al
XIX-lea. Ceea ce urmeazi vom
descoperi impreund, pe parcursul
a trei intalniri, in care ne vom opri
asupra a sase capitole din istoria
vestimentatiei secolului al  XIX-

lea: costume feminine, costume
barbatesti, palirii, accesorii, coafuri,
viata sociala.

Parfumul acelor vremuri il vom
putea surprinde prin  imagini
si-l vom reda prin costumele
s accesoriile pe care le vom
confectiona impreuna. Programul
se adreseaza elevilor din clasele 11-
VIII. Persoana de contact: Bianca
Micu (si Valer Rus)

Comunicare i creativitate
Cercul de literatura ,,Comunicare
st creativitate”,  desfisurat la
sectia literara ,,Stefan Baciu”, este
un program de educatie oferit
elevilor claselor 1I-V, prin care se
doreste stimularea creativitatii i
a originalitatii. Programul include
cursuri despre poezie, exercitii de
scriere creativa si de comunicare
expuse prin joc. Oferta noastrd
cuprinde patru teme:

1.,,Ce este poezia?” (modalitati
de scriere: dadaistd, combiniri de
sunete, Haiku etc.)

2.,Lectura si cartea” (lectura
piese de teatru pe roluri, joaca de-a
jurnalistul; scrierea unui afis etc.)

3.,,Comunicarea si res-
ponsabilitatea  comunicarii”  (ti-
puri de comunicare; exercitii de
comunicare non-verbala)

4.,,Simbolurile si imaginile. Rolul
lor in viata si in arta” (horoscopul;
exercitii de  scriere  creativa)
Persoana de contact: Laura Molnar
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MUSEUM MANAGEMENT.
CHALLANGES AND CARDINAL COURSES
OF ACTION

Alexandra ZBUCHEA

The Faculty of Communication and Public Relations,
The National School of Political and Administrative Studies

Introduction

In spite of the diverse museum
management practices, there are
some manifestations and directions
of development common to
museums all over the Globe.
Among the most important ones
is the interest in the efficiency of
managing a museum’s activity,
measured from different points
of view: financial, administrative,
cultural, educative, and social.

Reference points in the process
of defining the managerial
strategy of Romanian
museums

Museum management efficiently
handles the cultural heritage,
the facilities and the staff of the
organization, depending on the
laws, the practices and the context
of each country. In Romania, even
if some activities are lead by other
institutions, museums have a rather
great liberty to develop specific
activities  concerning both  the
internal affairs and the design of
public activities.

According to the laws in force
during the last few years, a museum’s
general director position is filled
by contest: the candidates must
present a 3 to 5 years management
project. This obliges the museums’
general directors to be professional
managers, as opposed to experts

in each museum’s collection, as
it traditionally was the case. The
management contract is made
based on the winning project.
Subsequently, a periodic activity
evaluation is being performed, and
if the project fails to be achieved,
the respective manager will be
dismissed. Even so, the external
evaluations aren’t usually made
public,and dismissals are not carried
out (the conclusion being that the
directors’” main objectives are being
accomplished); consequently, at
the time being we cannot speak
of a true professionalisation of
the museum manager position in
Romania.

In this context, even the messages
coming from the Ministry of
Culture are contradictory. On
one hand, the law emitted by the
ministry in 2005 states that the
management projects must refer
to diversifying the cultural offer
of a cultural public institution; to
knowing and satisfying the cultural
needs of the communities they are
part of; to promoting competition
between cultural institutions, in
what concerns their offer to the
public; to promoting excellence,
experiment and innovation; to
further train the staff’s professional
skills; to applying the efficiency,
efficacy and economy principles in
managing the financial means and
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human and material resources of the
cultural public institution. On the
other hand, the evaluation reports
that have been made public show
these desiderata to be achieved,
even if the museum activity’s
beneficiaries do not perceive them
entirely as such — the conclusion in
this situation is that the evaluation
criteria are quite low. Moreover,
museums under the Ministry of
Culture require for the candidates
to general director positions to be
specialists in their specific research
field, as well as doctors in science,
thus making the managerial and
economic qualifications of the
candidates irrelevant.

Museum management
priorities in Romania

Keeping in mind that a Romanian
museum cannot cover the necessary
funds for its existence by Ministry
support or by its own earnings,
the only way for it to become self
sustained and to satisfyingly achieve
its mission is to formulate clear
objectives, to efficiently manage the
available funds and to permanently
attract sponsors, collaborators and
as many visitors as possible.

The firstthing to dois to formulate
a specific museum mission: a public
declaration that describes the
museum’s long term goal, reflecting
its fundamental belief, wvalues,
aspirations and strategies. This
mission must be known inside and
outside the museum and it must be
acceded by all categories of public.
It is generally considered that a
museum’s mission and existential
purpose consists of  eulturally
disseminating its specific research field.

Each museum should define
its mission as to reflect both its
activity concerning the heritage’s
preservation, research and develop-
ment, and its activity serving the
society or the local community. The
mission should be attractive for the
public, stimulating for the staff,
representative for the museum, and
comprehensive enough to include
various activities and not to hinder
the future development of the
organisation.

The mission statement
could thus be a very important
instrument to attract sponsors and
to communicate with them, being
at the same time a promise to the
public. It is the manager and his
team’s responsibility to define the
mission and to promote it.

Currently there are rather few
museums in Romania that have
a mission statement, even if their
number is growing. Among those
that have such a statement, there are
even fewer that actively promote it.
One of the reasons for this is the
fact that most museum general
directors are specialists in their
museum research field and have
little knowledge in management
and marketing. People with better
organizational skills are more suited
for this position than scientists
are. Individuals with experience
in administration, management,
marketing, publicrelationsetc. could
also find a common ground with
the business world representatives,
with which museums interact more
and more often. But not having
any background in the museum’s
research field may also have some
disadvantages: museum specialists
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might  feel unappreciated and
disregarded; one inexperienced in
the specific needs of a collection
might not understand  them
properly; competent individuals
with  management  experience
might not accept working in a
non-profit organisation, where the
salaries are low, unless they have no
other alternative. Some of these
disadvantages could be rectified by
assigning certain  responsibilities
regarding the patrimony’s
protection, preservation, research
and valorization to the museum’s
scientific council.

Another way to  enhance
museum activities’ efficiency is to
design an adequate organisation
chart, to clarify each employee’s
responsibilities. Positions that must
necessarily exist in a museum are
that of a public relations person,
a designer, a public programs
coordinator, and of specialists in
working with children and other
categories of visitors. Naturally,
the organization chart’s dimensions
and the positions’ degree of
specialization and diversity depend
on the museum’s complexity.
Regardless of the museum’s
dimension, each employee should
know his/her responsibilities and
should have a job description.

In what concerns a museum’s
administrator, he/she is in charge
of the technical features of the
building.  Only recently have
some bigger Romanian museums
started to hire or to collaborate
with specialists in marketing or
journalism  or communication
graduates to administer museum
activities. Marketing is becoming

increasingly —important  for a
museum, providing more efficient
and successful ways to reach the
organization’s objectives. It s
useful in managing the museum’s
connections with other institutions,
in solving fund-raising problems,
in expanding the museum’s public
programs offer, and in better
understanding its public. In the
light of these, Romanian museums
should assign a greater importance
to marketing activities, in spite of
the staff’s usual reluctance, which
is based on the preconception that
marketing is nothing more than a
set of techniques to raise the sales,
to attain by all means a greater
income. Actually, well conceived
marketing strategies benefit the
process of reaching the mission
statement, the use of available
resources, and the creation of
constructive partnerships between
museum and society. Moreover,
they can contribute to eliminating
the numerous problems a museum
confronts with: small number
of visitors, insufficient funds for
adequately managing the patrimony
and for collection development,
low popularity of the specific
cultural products, etc. The most
popular marketing strategies that
large museums apply are organising
blockbuster temporary exhibitions,
as well as restoring or enlarging
the building; smaller museums can
transform their visitors into active
users and discussion partners,
involving the community inmuseum
activities as much as possible. A
museum should always have a
marketing approach, whether it has
a marketing department or not. In
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other words, it should organically
assume the role of serving the
cultural patrimony and especially
the visitor and the society.

A good strategy is always one
based on a marketing research
that very clearly shows what the
characteristics, needs and wishes
of the public are. A study made in
2008 by Zbuchea and Ivan shows
that national and county Romanian
museums have a great interest
towards this kind of research, but
they lack specialised personnel
to make it. Consequently, the
research results cannot be used to
significantly improve the museums’
activity,. Hence, a managerial
strategy should be devised to
include employee trainings in this
field.

Concerning  the  managerial
strategy, a museum should organize
at least some of its public and
scientific activities through project
management; this way, museum
undertakings are well managed by
streamliningtheemployees’activities
and by achieving multiple tasks in
a certain period of time. Another
efficient method is to use budget
management (circumscribing
financial ~ resources  optimally
guides the offer development)
and objectives management (long
and short term planning requires
an entire hierarchy of objectives,
from the most important to the
most pressing ones, to be assigned
down to every individual in the
organization).

Managing human resources is
yet another important part of
the managerial activity, since the
organization’s success relies on the

staft’s performance. Professionals
are needed but hard to get by
Romanian museums, since the
salaries are low and since many
specialists consider working in a
museum unsatistying compared to
other jobs they might find (due to
a generally unattractive museum
image). Once a team is put together,
it is essential to create a stimulating
environment: an  organizational
culture that motivates the staff
and imposes certain quality and
behavioral standards. An exact
system of values must exist for
measuring and awarding the
individuals’  performances, and
precise regulations for all museum
activity and for formal and informal
relations must be established.
But creating and promoting an
organisational culture takes time
and requires a charismatic person
to support it, and resistance to
change in itself is hard obstacle to
overcome. Due to these reasons,
most Romanian museums do not
have an organisational culture;
thus, cooperation is faulty, visitors
are not always adequately treated,
and some employees consider their
main role to be that of making
scientific  research instead of
helping to achieve the museum’s
mission regarding the visitors and
the community. Actually, quite many
staff members think of working
for the public as a burden and they
don’t realize that exhibitions are
made for the visitors and not for
them or a small group of specialists.
One of the general director’s tasks
is to change this attitude, using his/
her diplomatic and leadership skills,
by implementing the organizational
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culture, giving the employees the
feelings of belonging and of pride
that they work in an organization
that helps the society.

Also concerning the organi-
sational culture, it is better to make
the working hours flexible (in
order to increase the employees’
job satisfaction and performances),
to make the annual schedule of
activities so that it includes regular
public activities organised by
different museum departments (in
order to raise the staff’s interest,
motivation and awareness towards
them), to plan these public activities
carefully and to include research
specialists in their development, to
further train the staff in relevant
fields they might feel attracted to (in
order to improve their skills, their
knowledge, their will to do their
best for achieving the museum’s
mission, as well as their sense of
worth), and to set adequate criteria
for performance evaluations (the
scientific and public related criteria
should be equally important,
keeping in mind the museum’s
mission).

Another great challenge for
Romanian museums concerns the
financial resources’ management.
When  costs  for  temporary
exhibitions, public programs and
other museum activities are high
and funds received from the state
and from sales are low, fundraising
must become one of the priorities.
In this respect, the general director
has an important role in developing
profitable relations with opinion

leaders, cultural, politic and
scientific personalities, and with
major contributors. He or she
should be an advocate of museums’
interests among influential groups
and individuals.

As a conclusion, management
practices  should  continually
develop. Even if the Ministry of
Culture has a positive influence
in this matter and if there is a
certain pressure coming from some
museum employees to “modernize”
and to streamline the activities, the
good results are still overdue. To
make them happen, evaluations
must be stricter and the public more
exigent, the general director must
participate in additional, systematic
and continuous  training, and
museums should better collaborate
with the business sector and with
other non-profit organizations.
Moreover, learning from other
museums that have had successful
managerial activities could be
constructive, as well as anticipating
future society developments.

If more Romanian museums
could abide by these management
practices, as some already do, they
would become more attractive to
the public and become models
for similar organizations, thus
imposing always higher standards in
the benefit of the national cultural
heritage and of the communities.

Translation: Mibaela Murgoci and
Tatiana Trifan
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MANAGEMENTUL MUZEULUL.
PROVOCARI $I DIRECTII CARDINALE
DE ACTIUNE

Alexandra ZBUCHEA

Facultatea de Comunicare si Relatii Publice,
Scoala Nationala de Studii Politice si Administrative

Introducere

Practicile de management ale
muzeelor sunt destul de diverse
pe plan mondial. In ciuda acestui
fapt, se constati cateva clemente
comune, se observd manifestari
si directii de dezvoltare similare.
Unul dintre cele mai importante
astfel de aspecte este interesul
pentru conducerea eficienta  a
activitatii muzeclor, din perspectiva
performantelo: financiare sl
administrative, aspecte considerate
pana nu demult ca fiind lipsite de
relevanta pentru  evaluarea unui
muzeu. In prezent, eficienta de care
trebuie si dea dovada un muzeu se
refera atat la aspectele economico-
financiare, cat si la cele cultural-
educative. Din punct de vedere al
performantelor financiare, muzeele
ar trebui cel putin sase autofinanteze
prin activitatea pe care o deruleaza.
Mentionim ¢4, dupi cunostinta
noastrd, in Romania muzeele nu
acopera nici jumatate din cheltuieli
din venituri proprii, dar tendinga
este de crestere a proportiei
contributiei proprii a muzeelor
la bugetul organizatici. Eficienta
unui muzeu este, de asemenea, de
natura socio-culturald, legata de
capacitatea si modalitatea muzeclor
de a-si atinge misiunea asumata.

Puncte de referinta in definirea
strategiei manageriale a
muzeelor din Romania

Managementul muzeelor nu este
numai o activitate de gestionare
mai  cficientd a  patrimoniului
cultural detinut, a facilititilor si
personalului - organizatiei. Acesta
depinde in mod determinant de
legislatia si chiar de practicile si de
contextul dintr-o anumita tara. De
exemplu, in Romania, Ministerul
Culturii, Cultelor si Patrimoniului
National, sau alte autoritati locale
organizeaza  concursuri  pentru
ocuparea posturilor de directori
de muzeu. Totusi, desi directorii
de muzeu sunt numiti de catre
ministerul de resort sau de catre
administratia  publica locala de
care depind, muzeele au libertate
destul de mare (fird a discuta aici
sl aspectele financiare) in a dezvolta
activitati specifice. Acest lucru se
intampla atat din punct de vedere al
activitatii interne, cat si al proiectarii
activitatii publice.

Conform legislatiei intrate in
vigoare in ultimii ani, posturile de
director de muzeu se ocupa prin
concurs. Candidatii  trebuie s
prezinte un proicct de management
pe 3-5 ani (OG. Nr.26 / 2005).
Initiativa arati un interes pentru
profesionalizarea acestui domeniu,
astfel incat directorii de muzeu din
Rominia si fie adevirati manageri,
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nu experti in colectiile respectivului
muzeu cum se intampla in mod
traditional.  Pe  baza acestui
proiect  se realizeazd contractul
de management. Ulterior se face
evaluare periodicd a activitatii, iar
conform ordonantei nr. 26 din 2006,
daci nu se constata indeplinirea
acestuia, managerul respectiv este
destituit.

Desi  se realizeaza astfel de
evaluari la  diverse  institutii
culturale, ele nu sunt ficute de
obicei publice. Exceptiile sunt
inregistrate pentru perioada 2005-
2006. Cum nu sunt cazuri de
demitere  datorita  nerespectarii
proiectuluimanagerial, presupunem
ca evaluarile ficute nu au constatat
nereguli majore, iar obiectivele
principale fixate de catre directori
sunt atinse. Fvaluarea externa a
activitatii muzeelor nu inregistreaza
o imbunatatire substantiala a ofertei
sau a modului de administrare a
majoritatii muzeelor, prin urmare
credem ca este necesard o evaluare
a calitatii proiectelor manageriale.
Considerim ca in momentul de fata
nu se poate vorbi de o adevarata
profesionalizare a  functiei de
manager de muzeu in Romania.

De altfel, chiar mesajele venite
din partea Ministerului  Culturii
sunt contradictorii din acest punct
de vedere. Pe de o parte, in legea
promovata de acest minister (OG
nr.26/2005)sespecificiciproiectele
manageriale trebuie sa faca referire
la diversificarea ofertei culturale
a institutici publice de cultura;
cunoasterea si satisfacerea nevoilor
culturale ale comunitatilor in care
isi desfasoard activitatea institutia
publici de cultura; promovarea

concurentei in domeniul ofertei
culturale; promovarea excelentei,
experimentului s a  inovatiel;
dezvoltarea competentelor profe-
sionale ale personalului  din
subordine; aplicarea principiilor de
eficientd, eficacitate §i economie in
gestionarea mijloacelor financiare
si a resurselor umane si materiale
ale institutiei publice de cultura. Pe
de alta parte, rapoartele de evaluare
realizate bifeazaindeplinireaacestor
deziderate, chiar daci beneficiarii
activitatii muzeelor nu prea le
percep — acest fapt presupune ca
standardele fixate suntdestuldejos...
In plus, cerintele de angajare pentru
functiile de directori in muzeele
subordonate direct Ministerului
Culturii prevad ca toti candidatii sa
fie specialisti in domeniul specific
al muzeului, precum si doctori in
stiintd. Cu alte cuvinte un manager
cu experientd si  performante
dovedite in sfera economiei, dar
care nu este cercetitor stintific
sau cel putin nu are studii legate de
domeniul de cercetare al muzeului
respectiv si nu are gradul academic
de ,doctor”, nu ar putea ocupa
niciodatd postul de director al unui
muzeu.

Prioritati privind
managementul muzeal
in Romania
Tinand cont de fondurile destul
de mici puse la dispozitia muzeelor,
precum si de faptul ca in general
incasdrile din muzeele romanesti nu
acoperanecesarul de fonduri, numai
prin  formularea unor obiective
clare, prin  gestionarea eficienta
a fondurilor disponibile, prin
atragerea permanenta de sponsori,
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colaboratori si a cat mai multor
vizitatorli un muzeu romanesc
poate sa devina intr-adevar de
sine-statator $1 sa isi atingd in mod
optim menirea, atat in raport cu
patrimoniul cultural administrat, cat
si fatd de societatea / comunitatea
pe care o deserveste.

Un punct de pornire, care
contribuie la mai buna intelegere
a locului in societate a unui
muzeu, ajutand astfel la focalizarea
resurselor si deci la eficientizarea
activitatii, este formularea unei
misiuni specifice muzeului. Aceasta
este o declaratie publica, o descriere
a scopului de durata care ghideaza
actiuneamuzeului, reflectand crezul,
valorile, aspiratiile si strategiile sale
fundamentale (Kotler, 1998: 126-
127). Pentru a fi respectata, aplicata
sl eficienta, misiunea trebuie facuta
cunoscuta atat in interiorul, cat si
in exteriorul muzeului si trebuie
sa  obtinda adeziunea  tuturor
categoriilor de public, atat a celui
extern (in special al vizitatorilor si
al comunitatii locale), cat si a celui
intern (respectiv  personalul). In
general, se poate considera ca un
muzeu are ca misiune, scop esential
existential, difuzarea culturald largd a
domeninlui san specific.

Fiecare muzeu trebuie si isi
formuleze o misiune care sa
reflecte atat activitatea sa in legatura
directi cu conservarea, cercetarea
si dezvoltarea patrimoniului, cat
si slujirea activa a societatii sau
a comunitatii locale. Misiunea
ar trebui sa ilustreze rolul socio-
cultural al organizatiei, sa o
individualizeze fata de alte muzee
din regiune cel putin. Misiunea
poate fi un instrument important

atat de atragere de sponsori, de
comunicare cu acestia, cat si o
promisiune fata de public.

Dezvoltarea unel misiuni este
destul de dificil de realizat (Wolf,
1999: 23-25; Kotler si Andreasen,
1991: 72-73), fiind responsabilitatea
managerului si a echipei desemnate
de acesta. Dupi definirea sa,
misiunea trebuie sa fie promovata.
Ea trebuie si fie atractiva pentru
public si stimulanta pentru personal.
Desi trebuie sa fie specifica si sa
diferentieze  respectivul  muzeu,
ea trebuie si fie suficient de
cuprinzatoare pentru a include
activitati destul de diverse si a nu
impiedica dezvoltarea ulterioard a
organizatiel.

Este foarte important ca misiunea
sanu fie in discordanta cu activitatea
muzeului, cu strategia adoptata,
cu ceea ce oferd, cu programele
culturale si de cercetare in care
este implicat acesta. Misiunea este
legata direct de imaginea pe care
o are in prezent muzeul respectiv
si, mai ales, de cea pe care doreste
sa si-o dezvolte. Misiunea trebuie
sa reflecte interesul si implicarea
muzeului in viata comunitatii pe
care o deserveste si a societatii in
general.

In Rominia, pand in prezent, sunt
destul de putine muzee care si-au
construit o misiune, dar numarul
lor este in crestere. lar dintre acestea
suntsimai putine care o promoveaza
actiy, care o afiseaza pe website-ul
lor sau in materialele de prezentare.
Neacordarea unei atentii deosebite
acestei chestiuni, care in unele
state este practica curentd, se poate
datora si faptului ci in majoritatea
cazurilor directorii de muzee nu au
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formatie economica, de manager,
ci sunt oameni de stiinta, respectiv
specialisti in domeniul de interes
pentru muzeul pe care il reprezinta.
Posturile de conducere sunt ocupate
printr-un concurs organizat de catre
autoritatea tutelard, iar toate celelalte
posturi sunt ocupate prin concurs,
pe baza unei metodologii bine
definite, sub controlul consiliului de
administratie al fiecirui muzeu. De
cele mai multe ori toate posturile
ierarhice superioare, inclusiv cel de
director, sunt ocupate de persoane
care au lucrat mult timp in muzeul
respectiv. i care sunt specialisti
in domeniul care se constituie
in tema organizatiei. Acest lucru
prezintd certe avantaje, cum ar fi
cunoasterea subiectului activitatii
stiintifice si a mesajului educational
transmis de respectivul muzeu,
precum si intelegerea colectiilor,
a valoril si semnificatiel acestora.
De asemenea, el cunosc foarte
bine intregul personal, ficand deja
parte dintr-o echipd consolidata.
Exista insa si dezavantaje, legate
de cerintele cu totul deosebite ale
postului, care de multe ori sunt
greu de satisficut de citre oamenii
de stiinta, care nu numai ci nu au
cunostinte in sfera managementului
si marketingului, dar sunt de multe
ori inabili in aceste domenii.
Tinand cont de  specificul
activitati. -~ de  conducere,  s-ar
putea angaja ca directori de
muzeu persoane cu  experienta
st specializiri  administrative,
din  domeniul managementului,
marketingului, relatiilor publice etc.
Aceste persoane sunt in general
buni organizatori, sunt mai eficiente
in general decit oamenii de stiinta.

De asemenea, el pot s gaseasca un
limbaj de comunicare comun cu
reprezentantii lumii afacerilor, cu
care muzeele au relatii din ce in ce
mai strinse. In general, cresterea
complexitatii activitatii unui muzeu
solicita foarte mult calitatile de
organizatori, abilitati legate de
relatii publice si capacitatea de a se
dedica total activititii manageriale
nu celei stiintifice si de muzeograf.

Exista insa si dezavantaje, cel
putin in muzeele romanesti, cu
privire la angajarea pe un post de
conducere intr-un muzeu a unor
persoane venite din exteriorul
organizatiei, care nu au nici studii
in domeniul de cercetare specific
acesteia. In unele cazuri angajatilor
muzeului, care ar fi aspirat sau nu la
functia de director / coordonator
de departament de marketing
sau relatii publice, s-ar considera
desconsiderati, dati la o parte
de un ,afacerist” lipsit cultura”
si intelegere pentru cercetarea
stiintifica specifica. De altfel, riscul
ca managerul si nu aiba intelegere
pentru  nevoile  specifice ale
colectiilor este real. De asemenea,
este posibil, in conditile pietei
muncii §i economiel romanesti, ca
multi dintre cei care au studii si
experienta in domenii economice
sd nu accepte sa lucreze in domenii
non-profit, mai ales pentru un
muzeu unde salariile sunt relativ
mici §i se confrunta cu foarte multe
probleme, decit dacid nu au reusit
sd isi gaseasca alte posturi mai bine
remunerate. Astfel muzeele nu vor
beneficia de cele mai competente
persoane.

In prezent cei care solicita sa
lucreze in muzeu sunt aproape
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exclusiv persoane care au formatie
umanista, sunt cercetatori in diferite
domenii ale stiintel. Se inregistreaza
unele tendinte de modificare a
acestei situatii pe directia atragerii
de specialisti in relatii publice si
comunicare. Desigur ca majoritatea
celor care lucreaza intr-un muzeu
trebuie sa fie specialisti in domeniul
respectiv, dar este recomandat ca
cei care au functii de conducere
si nu fie in primul rand buni
cercetdtori ¢i buni administratori.
Ei ar trebui sa urmeze cursuri cu
specific economic, administrativ.
Recomandim chiar ca pentru
posturile cheie si  se apeleze
chiar la profesionisti in domeniul
managementului si marketingului,
dacd se dovedeste ca fiind mai
capabil decar un specialist din
muzeu.

Activitatea stiintifica este avizata
de citre consilii stiintifice. Acestea
sunt organe de specialitate alcatuite
din specialisti de profil, cu rol
consultativ in domeniul cercetarii
stiintifice,organizariisaustructurarii
servicillor,  colectillor  muzeale
si activitatilor culturale. In cazul
muzeelor de importantd nationala
sau regionala aceste consilii sunt
obligatorii (Legea Muzeelor nr.
311 / 2003, art. 27). Componenta,
atributiile, organizarea si functio-
narea consiliului  stintific  se
stabilesc  prin  regulament  de
organizare si functionare. Aceste
organisme ar putea prelua anumite
responsabilititi pe latura protejarii,
prezervirii, studierii si valorificarii
patrimoniului.

Astfel s-ar completa armonios
competentele managerului.

Un alt factor care ar miri eficienta
activitigii muzeclor este proiectarea

unei organigrame corespunzatoare.
Prin  fixarea responsabilitatilor
si stabilirea liniilor ierarhice in
manierd functionald se creeaza
premisele  eficientizarli  muncii
fiecarui angajat, indiferent de
pozitia lerarhica, si se va scurta
timpul de reactic al organizatiei.
Posturile care trebuie sa existe
obligatoriu intr-un muzeu, §i care
din pidcate nu sunt constituite ca
atare in multe muzee din Romania,
sunt cele de responsabil cu relatiile
publice, designer/grafician  care
sa se ocupe (s1) de materialele de
promovare ale organizatiei deoarece
in majoritatea cazurilor muzeele
nu isi pot permite si comande
crearea materialelor promotionale
s nicl nu reusesc sa atraga sponsori
pentru aceasta, responsabil cu
programele  publice,  persoane
specializate in munca cu copiii sau
alte categorii de public. Desigur
cia dimensiunile organigramei si
gradul de specializare si diversitate
al posturilor depinde de cat de
mare este muzeul respectiv. Foarte
multe dintre muzeele din Romania
au dimensiuni mici, iar multe dintre
cle nu au decat cativa angajati.
Indiferent cati angajati permanenti
sau colaboratori are un muzeu este
foarte important ca acestia sa stie
exact care sunt resposanbilitatile
lor, trebuie sa existe o fisa de post
pentru fiecare.

O decizie importantd a conducerii
unui muzeu este referitoare la
repartizarea  sarcinilor. De cele
mai multe ori muzeografii sau
cercetatorii  angajati in  muzecle
responsabilitati
legate de conservarea, restaurarea,
dezvoltarea, cercetarea si facerea
cunoscutd a colectiilor. Atat datorita

romanesti  au
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lipsei fondurilor pentru angajarca
unor persoane  specializate  in
management si marketing, cat si
datorita unei ,,traditi’” indelungate,
muzeele romanesti nu au angajate
persoane cu  studii economice —
in sens larg — care si se ocupe
cu administrarea organizatiei, cu
relatille publice sau alte activitdti
nelegate de obiectul specific fiecarui
muzeu. Exceptie face serviciul de
contabilitate. In acceptiunea general
valabili in muzeele romanest,
administrator este persoana care se
ocupi cu problemele tehnice legate
de echipamente, instalatii etc. In
prezent se constati o tendinta
firava de deschidere, marile muzee
angajand sau colaborand in prezent
sicu,,outsideri”, cu cate un specialist
in marketing, sau absolvent de
jurnalism sau comunicare etc.

Un rol aparte in derularea
activitatii unui muzeu l-ar putea
avea activitatea de marketing,
Managementul ~ activitagii =~ de
marketing muzeal prezinta
particularitati  datorate, pe de
o parte, specificulul  activitatii
principale din muzeu si, pe de alta
parte, publicului-tinta si relatiilor cu
tertli care au caracteristici cu totul
speciale.  Cresterea  importantei
marketingului  in  muzee  se
datoreaza dezvoltirii acestui sector,
problemelor legate de finantare,
multiplicarea ofertei pentru timpul
liber al vizitatori, nevoia de a-i
cunoaste mai bine (Tobelem, 1998:
339 — 344). Muzeele recunosc tot
mai mult utilitatea marketingului
pentru atingerea in conditii optime
a obiectivelor organizatiei, spre
beneficiul tuturor partilor implicare,
dar si al socletatii in ansamblu.

Aplicarea eficienti a metodelor
moderne de marketing nu depinde
numai de conducerea organizatiilor
respective, ci si de angajafii sai.
Acestia trebuie sa inteleaga rolul
pe care il are politica de marketing,
importanta imbundtatirii muncii i
a serviciilor pe care ei le presteaza.
Acest aspect este, in special in
Romania, deficitar.

Reticenta personalului muzeului
se datoreazd, in multe cazuri, ideii
preconcepute ca marketingul nu
inseamna decat un set de tehnici
de sporire a vanzarilor, de obtinere
prin orice mijloace a unor venituri
cat mai mari. Aceastd opinie ar
trebui sistematic combatutd si sa
fie inlocuitd cu aceea conform
careia rolul marketingului este de a
ajuta la atingerea optima a misiunii
culturale publice a organizatiei, de
a utiliza in mod optim resursele
disponibile, de a facilita crearea
unor parteneriate benefice pentru
muzeu si societate. De asemenea,
marketingul contribuie la elimi-
narea numeroaselor probleme cu
care se confruntd muzeele, cum
ar fi numdrul destul de mic de
vizitatori, fondurile insuficiente
pentru gestionarea corespunzi-
toare a patrimoniului si dezvoltarea
colectiilor, in general lipsa de
popularitate a produselor culturale
specifice. Numeroasele probleme
cu care se confruntd un muzeu pot
fi combitute cu succes printr-o
strategic adecvata de marketing.
In tarile dezvoltate, cele mai des
aplicate ,retete” sunt realizarea
unor expozitii temporare de mare
amploare si impact (blockbusters),
precum si restaurarea sau chiar
extinderea cladirii (Bradburne, 2001:
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75) Deoarece aceste strategii sunt
extrem de costisitoare si necesiti
eforturi de organizare deosebiti ele
se aplica in general de catre marile
muzee. Muzeele de mici dimensiuni
trebuie sa gaseasci alte metode. O
solutie ar fi transformarea celor
care trec pragul muzeului din simpli
vizitatorl, in utilizatori activi si
parteneri de discutie. De asemenea,
parteneri activi trebuie sa devina si
alte persoane fizice si juridice din
exteriorul muzeului.

Indiferent daca exista sau nu
un departament de marketing, un
muzeu ar trebui sa aiba o abordare
specifica marketingului. Cu  alte
cuvinte sa isi asume organic rolul
de a sluji patrimoniul cultural si
mai ales vizitatorul si societatea.
De asemene .. responsabilititi
care ar reveni marketingului sa
fie distribuite in cadrul altor
departamente. Astfel este necesar
sa fie clar definite responsabilitatile
de comunicare si relatii publice,
cele legate de politica de colectii sau
privind expozitille s1 programele
publice ale unui muzeu.

Adoptarea unei viziuni  de
marketing tine in primul rind de
vointa manageriald.  Avantajele
majore ale unei astfel de abordari ar
fi mai buna focalizare a activitatii,
gestionarea mai buna a resurselor,
atragerea de fonduri, eficienta pe
toate planurile activitigii, deci un
management mai bun — atat pentru
muzeu in ansamblu, cat si pentru
colectiile detinute. Alte avantaje
majore ar fi mai buna satisfacere
a nevoilor si dorintelor publicului,
precum si promovarea mai bund a
patrimoniului. De asemenea, mai
buna derulare a activitatii, cresterea

eficientei  si  atingerea in mod
optim a misiunii ar putea fi atinse
prin adoptarea unui model de
management adecvat respectivului
muzeu.

Strategia muzeala va fi potrivita,
in deplina concordanta cu publicul
si comunitatile asociate muzeului,
numai daci se bazeaza pe
investigareaaudientei. Cercetareade
marketing ar trebui sd fie o prioritate
pentru muzeele romanesti, mai ales
cd aceasta practicd a fost cu totul
deficitara si aleatorie in ultimii 50
de ani. Un studiu realizat in mai
2008 de catre Zbuchea si Ivan
(2008, 29-36) arata ca interesul
in muzeele nationale si judetene
din Romania este foarte mare
pentru cunoasterea vizitatorilor.
Aceste muzee incearca sa realizeze
investigatii  diverse, dar datorita
lipsel personalului specializat ele
sunt neprofesionist realizate. Prin
urmare nici rezultatele obtinute
nu aduc un plus semnificativ pe
directia imbunatatirii  ofertei  si
a activitatii muzeelor respective.
Tinand cont de importanta studiilor
de marketing pentru un muzeu
si publicul siu (Zbuchea, 2005),
este necesara prolectarea unel
strategii manageriale care sa vizeze
dezvoltarea abilitatii angajatilor pe
aceasta directie.

In ceca ce priveste strategiile
manageriale pe care directorul de
muzeu le poate adopta, o abordare
recomandatd ar fi managementul
prin proiecte, cel putin pe anumite
componente ale activitatii. Aceastd
abordare este justificata de faptul
ci activitatea publicd a muzeului,
respectiv produsele muzeale oferite
publicului  (expozitii, programe
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educative etc)) si programul de
cercetare spcciﬁc dezvoltat, este
alcituiti  din  proiecte.  Aceastd
abordare oferi prin conceptele
si teorile sale fundamentale o
metodologie eficienta de realizare
a unor planificari strategice, a
unor programe care sa ducd la
finalizarea in conditii optime a unor
proiecte  (Lock, 2000; Olteanu,
2002: 62-63; Burdus et al., 2000:
499-514). Esential este stabilirea
responsabilititilor si  termenelor,
deoarece tendinta in muzee este
de evitare a acestor doud concepte
fundamentale pentru derularea fara
dificultagi si la timp a programelor
definite.

In cazul tuturor activitatilor
derulate intr-un muzeu, bugetul
este un factor restrictiv. Uneori
managementul prin bugete
(Nicolescu, 2000: 223-243) poate
sa fie cheia derularii activitatii
specifice deoarece
delimitarea resurselor financiare
ghideaza dezvoltarea ofertei in mod
optim, atat din perspectiva efectelor
utile si a indeplinirii misiunii, cat
si a finantarii deficitare specifica
muzeelor.

Managementul  prin  obiective
este  important in  contextul
dezvoltirii pe ansamblu a muzeului,
a planificarii activititii pe termen
lung si al pozitionarii organizatiei,
respectiv in  cazul atragerii  de
suporteri  si  finantare sau  al
impunerii unei anumite imagini.
Aceste deziderate ar corespunde

muzeelor

obiectivelor fundamentale urmarite
de muzeul respectiv. In cadrul
acestei metode de conducere
trebuie si se defineasci o intreaga
terarhie de obiective, plasate pana la

nivel individual (Olteanu, 2002: 58-
59; Nicolescu si Verboncu, 2001:
114-220).

O coordonata importantd a
activitatii manageriale in cadrul unui
muzeu ar trebui sa fie gestionarea
resurselor umane. Succesul
activitatii ~ oricirei  organizatii
este  dependent de personal,
de performantele muncii  celor
implicati direct si indirect. Una
dintre cele maiimportante provocari
ale unui muzeu este inchegarea
echipei de angajati, optime prin
prisma atingerii misiunii. Acest
lucru este dificil in Romania nu
datorita faptului ¢a munca in
muzeu este mai grea ci datorita,
pe de o parte, salariilor foarte mici
si, pe de alta parte, faptului ca
unele persoane cu studii umaniste
considerd ca munca intr-un muzeu
nu este suficient de onoranta, ca
muzeograful este un cercetitor
ratat sau ca munca specifica legata
de expozitii sau de programele cu
publicul nu face decat sa rapeasca
din timpul care ar putea fi dedicat
studiului  si  cercetdrii  stintifice.
Astfel, formarea unei echipe bine
inchegate de profesionisti este o
mare provocare pentru muzee.

Literatura de specialitate
(Wolf, 1999: 90) identifica patru
caracteristici care trebule si fie
demonstrate de ocupantii unui
post ierarhic superior in cadrul
unei organizatii non-profit: (1)
performante manageriale legate
de postul solicitat; (2) creativitate,
flexibilitate, entuziasm in rezolvarea
problemelor si capacitatea de a lucra
in echipa; (3) intelegerea nevoilor
legate de structura organizatorici;
(4) cunoasterea, intelegerea i
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placere in a lucra in sectorul non-
profit. Dupa cum se observa nici
una dintre ele nu este legati de
specificul  activitatii  organizatiei
non-profit respective.

Ca si in alte organizatii, si in cazul
muzeelor este foarte importantd
existenta unei atmosfere  sti-
mulante, respectiv a unei culturi
organizationale  adecvate, care
motiveaza personalul si impune
anumite standarde de calitate
si comportamentale (Cetina si
Brandabur, 2004: 211-215). O
componenta foarte precisa  a
culturii organizationale trebuie si
fie sistemul de valori utilizat pentru
masurarea  performantelor  si
pentru recompensarea lor, precum
si reglementarile care guverneaza
activitatea in muzeu si raporturile
dintre diferite posturi, dar si cele
informale dintre angajati.

Cauzele pentru care definirea
si  promovarea unei  culturi
organizationale nu este o practica
curentd in majoritatea muzeelor
sunt multiple. Unele dintre ele sunt
legate de prejudecatile cu privire la
aceasta (Lock, 2001: 56-57). Printre
aceste argumente, care se aplica si
majoritatii muzeelor din Romania,
sunt: impunerea sau schimbarea
culturii necesiti o perioada de
timp indelungati — durata depinde
de politica adoptati pentru a se
obtine acceptarea §i conformarea
angajatilor; formularea si acceptarea
culturii organizationale presupune
o persoani charismatica care s
militeze in acest sens — aceastd
persoand ar putea facilitaimpunerea
unei culturi organizationale dar
nu este esentiald pentru existenta
ei. Alti factori ar putea fi generati

de rezistenta la schimbare sau la
elemente care sunt percepute ca
fiind impuse de sus pentruacontrola
modul de gandire si activitatea
angajatilor. De asemenea, in cazul
institutiilor  culturale, numerosi
angajati sunt specialisti de marca
in domeniu, personalititi cu un
caracter foarte puternic, care suntde
cele mai multe ori reticenti la ideea
de a se conforma unui anumit mod
de gandire si actiune, care doresc
libertate totald in ceea ce priveste
activitatea lor profesionala.

Muzeeledin Romania, inclusivcele
mari,nuauo culturaorganizationala.
Din aceasta cauza cooperarea este
deficitara, vizitatorii nu sunt tratati
intotdeauna  corespunzitor,  iar
unii dintre angajati considerd ca
rolul lor principal este cercetarea
stiintifici, nu implinirea misiunii
muzeului legata de vizitatori si
comunitate. Unii dintre cei care
lucreaza in muzee considera munca
cu vizitatorii ca fiind o corvoada, un
riu oarecum necesar. De asemenea,
el nu par si constientizeze faptul
ci expozitille sunt ficute pentru
vizitatori, nu pentru ci sau un grup
restrans de specialisti, nu sunt o
formalitate care si justifice primirea
salariului,

Managerul unui muzeu trebuie
sa aiba o contributie esentiald la
proiectarea culturii organizationale
si la acceptarea de citre personal
a acesteia. Astfel se poate crea
un sentiment de apartenentd si
mandrie ca lucreaza in respectiva
organizatie in beneficiul societatii.
Acest lucru poate ca este mai
greu de realizat intr-un muzeu
deoarece aici lucreaza de multe ori
persoane destul de orgolioase in
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ceca ce priveste cunostintele lor si
deci si a modulul in care acestea
sunt transmise in exterior. Pare
cia multi dintre cei care lucreaza
in muzee, si ne referim aici la
marile muzee, considera ci eil au
in primul rand datoria de a realiza
cercetari stiintifice si de a impartasi
rezultatele muncii lor in primul
rand cu alti specialisti, capabili sa
le inteleaga si deci sa le aprecieze
munca. Astfel pozitia managerului
de muzeu este destul de dificila si el
trebuie si fie un bun diplomat si un
adevarat leader.

Este recomandat caintr-un muzeu
si fie definite proceduri privind mai
multe aspecte. Una dintre ele se
referdla programul de lucru—acesta
trebuie sa fie de 8 ore zilnic, fiind
impus de reglementirile oficiale.
Totusi, datorita specificului muncii,
care solicitd angajatii in primul rand
din punct de vedere intelectual
si unde satisfactile financiare
directe nu sunt mari — motiv
pentru care mulg dintre angajatii
unui muzeu cauta si - alternative
de finantare — este importantd
flexibilitatea programului pentru
a influenta gradul de satisfactie si
performantele angajatilor.

Planul anual privind activitatea
cu publicul este o problema majora
a marilor muzee din Romania.
O dificultate este faptul ci unii
angajati nu sunt Interesati de
activitatea publica a muzeului, nici
macar de dezvoltarea unor expozitii
temporare. Din acest motiv credem
ca este important si se impuna
practica, i sd se motiveze personalul
in directia  respectiva, realizarii
cu regularitate a unor programe
publice. De exemplu, sa se instituie

practica proiectarii si deschiderii
citre public a cel putin o expozitie
sau un program educativ specific o
dati la un anumit interval de timp
(anual, o datd la doi ani) de catre
fiecare sectie a muzeului.

O  problemi  delicata  este
raportul  dintre activitatea de
cercetare stiintificd §1  activitatea
cu publicul. Inevitabil, prin natura
postului ocupat si a caracteristicilor
personale, unii angajati vor fi mai
mult implicati in activitatea de
cercetare, iar altil in cea legata de
activitatea cu publicul, cum ar fi
dezvoltarea programelor educative.
Totusisipersonaluldedicatactivitatii
stiintifice trebuie sa contribuie la
proiectarea si derularea expozitillor
temporare si a programelor publice
de orice fel. Este in egala masura
important si ce fel de programe
publice se deruleaza in cadrul
muzeului. Categoriile acestea sunt
definite la nivel managerial si al
consiliului de administratiei. Decizii
care trebuie luate pe aceasta directie,
de exemplu, sunt cat de departe
se poate merge pe linia realizarii
unor programe de tip divertisment,
cat de controversate ar putea fi
teoriile prezentate publicului, cui se
adreseaza in principal muzeul.

Alte probleme cu care se
confrunti conducerea unui muzeu,
legat de personal, este politica
privind pregatirea profesionald a
acestuia. Odata angajat personalul,
trebuie ca acesta sa aiba posibilitate
sa se perfectioneze, sa participe la
stagii de specializare sau de cercetare
specifica. Formarea continui a
personalului este importanta pentru
ca oferta sa fie la z1 din punct de
vedere stingific. In felul acesta se

https://biblioteca-digitala.ro



THE ROMARIAR JOURRNAL OF MTUSEUMS

va atinge misiunea organizatiei,
vizitatorii vor fi multumiti, la fel
ca si angajatii. In cazul muzeelor,
formarea personalului are mai multe
componente. Pe de o parte este
necesara imbogatirea cunostintelor
in domeniul muzeal specific pentru
ca angajatii sa fie buni specialisti.
Pe de alta parte munca in muzeu
necesita caracteristici i cunostinte
specifice cum ar fi cele din domeniul
pedagogiel, comunicirii cu diferite
categorii de public, tehnicilor
de interpretare a patrimoniului
etc. Desigur ca programele de
perfectionare se vor derula in
functie de necesitatile muzeului si
ale publicului / societatii (Cetina si
Brandabur, 1999: 219-221). Se pare
ci una dintre problemele majore
ale muzeelor romanesti este gasirea
omului  potrivit  pentru  postul
potrivit. La rezolvarea acestei situatii
poate contribui o politici adecvata
de personal si de perfectionare a
acestuia. Muzeele trebuie sa duci
o politica perseverentd prin care sd
weduce” personalul in spiritul unei
abordiri de marketing. Angajatii
trebuie si fie constienti de faptul
ca ei au menirea de a servi publicul,
prin mijloace din cele mai variate,
si deci trebuie si imbunatiteasca
continuu atat calitatea ofertei, cat
si cea a muncii depuse (Tobelem,
1998: 338).

O altd deficientd majora in cadrul
politicii de personal in Romania
este  evaluarea  performantelor.
Mentionim din nou cd aceastd
problemd corespunde mai mult
organizatiilor mai  mari,
amploarea activitagii §i  numarul
angajatilor face situatia mai volatila.
Criteriile mai importante in cadrul

unde

acestor muzee, in general, sunt
cunostintele  teoretice, cele de
naturd stintifica. In unele muzee
incd se pune accentul mai mult pe
calitatea de ,cercetator stiintific”
decat pe cea de ,muzeograf”
sau ,educator”. Din perspectiva
eficientei socio-culturale a activitatii
muzeelor, ar fi mai bine sa se
rastoarne ordinea prioritatilor. Ideal
insd este sa se obtind performante
maxime in ambele domenii.

Gestionarea resurselor financiare
este o alta provocare pentru
muzeele din Romania. Finantarea
lor se face in cea mai mare parte
din fonduri publice, insuficiente
pentru majoritatea lor. Cateodata
aceste fonduri de abia ajung
pentru salarii. De asemenea, aceste
institutii dispun si de sumele pe care
le incaseaza deruland activitatile
specifice. Ideal ar fi ca muzeele sa
se poatd autofinanta. Acest lucru
este extrem de dificil de realizat.
Muzeele trebuie si se deschida
mai mult catre exterior, sa atraga
un public numeros, totusi acest
lucru nu trebuie sa se realizeze in
detrimentul misiunii culturale si
educative. De asemenea, nu trebuie
pierdut din vedere nici faptul ca
realizarea unei expozitii sau a unei
activitati atractive pentru publicul
contemporan presupune investitii
destul de mari. Acestea ar putea fi
acoperite din veniturile ulterioare,
dar totusi trebuie sa existe niste
sume initiale cu care sa se demareze
procesul de realizare a ofertei
specifice.

In acest context, muzeele
trebuie sa isi intensifice activitatile
de fundraising. Managerul ar
trebui si fie un promotor al
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fundraisingului. El are un rol
important in  dezvoltarea unor
relatii profitabile pe aceasta directie
cu lidert de opinie, cu personalitati
culturale, politice si stiintifice, cu
mari finantatori. El trebuie si fie
avocatul intereselor muzeului pe
langa grupuri si persoane influente.

Practicile de management in
cadrul muzeelor romanesti ar
trebui sa se dezvolte sustinut. Asa
cum am aritat, se poate vorbi in
prezent de o influenta pozitivd a
Ministerului Culturii care solicita
un proiect managerial, care este
evaluat de catre o comisie de
experti. De asemenea, in unele
muzee se face simtitd o presiune de
jos in sus pentru ,modernizare” si
eficientizare, catre deschidere fata
de diverse categorii de public ale
muzeului si de o noua abordare
manageriala. Totusi imbunatatirea
practicilor si evidentierea aparitiei
unor rezultate concrete la nivel
de sector intirzie si apari. In
acest context este nevoie de mai
multa rigoare la evaluare, chiar si
de mai multa exigentd din partea
publicului.  De asemenea, este
necesara pregatirea  profesionala
suplimentara, sistematica sl
continud, a managerilor de muzee.
O alta directie de actiune ar fi mai
buna colaborare cu sectorul de
afaceri, precum si cu alte organizatii
non-profit.

Un alt punct de reper pentru
dezvoltarea unei strategil
manageriale mai adecvate este
constituit de practica la nivel
international. Unele muzee, de
diverse dimensiuni, sunt un model
de cficienta manageriald, atat pe
componenta financiar-economici,

cat si pe cea stiintifica sau cultural-
educativi. De asemenea, este
important ca strategia manageriald
si tind cont si de transformarile
viitoare, de modificirile din
societate. De exemplu, Martinon
(2006)  atrage atentia  asupra
predictillor cu privire la viitor in
era globalizarii s1 cum acestea pot
influenta activitatea muzeelor, in
special a celor de arta.

Pe multe directii de imbunatatire
a practicilor manageriale deja se pot
observa progrese in cadrul unor
muzee romanestl. Aceste muzee
inregistreaza $i 0 mare atractivitate
la public, ficand ca ele si fie
considerate si un model pentru
celelalte organizatii similare. Daca
numarul acestor exemple ar creste,
se poate atinge o masa criticd, care
sa faca posibil ca aceste muzee sa
impund standarde tot mai ridicate
in acest domeniu, in beneficiul
patrimoniului cultural national si al
comunitatilor.
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PANORAMA BATALIEI DE LA WATERLOO
SI...BATALIA ASA CUM A FOST

Dr. Adrian-Silvan Ionescu

Batdlia de la Waterloo este o enigmd. Ea e la fel de nelamurita
si pentru cei ce-au castigat-o, ca si pentru cel ce-a pzerdut'-'o. am.
Pentru noi Waterloo nu este decdat ziua uluitoare a libertatii.

Victor Hugo

De 185 de localitatea
Waterloo a intrat in istorie ca locul
epocalei batilii care a pus capat
marelui vis al lui Napoelon de a
crea o BEuropd unita sub sceptrul
siu. Aspiratiile  sale prins
viatai abia in contemporaneitate,
cand globalizarea a devenit o

realitate. Dupd cum se stie, micul
sat Waterloo nu a avut nici un
rol in timpul confruntirii dintre
Jarmatele Primului Imperiu si cele
‘ale coalitiel antifranceze. Se afla
' la oarecare distanta de campul de
| lupta, asa cum remarca, la aproape
30 de ani dupa aceea, Victor Hugo:
Fara sa fi contribuit in vreun fel
la batilie, Waterloo a ramas la o
| jumitate de leghe departe de ca.
Mont-Saint-Jean a fost bombardat.
Hougoumont a ars, Papelot a ars,
| Plancenoit a ars, Haie-Sainte a fost
luat cu asalt, Belle-Alliance a vizut
imbratisarea celor doi invingitori;
numele localitati  abia
‘ sunt cunoscute; iar Waterloo, care
' n-a luat de loc parte la lupta, are
toata cinstea.”’ Decizia ca lupta
sa 1a numele localititii acesteia i-a
apartinut  ducelui de Wellington
care a considerat ca Waterloo poate
| fi pronuntat mai usor de britanici.”

La scurt timp dupa instaurarea

pacii, s-a luat hotirarea ca, in acest

ani,

au

acestor

loc, s4 fie ridicat un monument care
sd comemoreze victoria repurtatd
asupra lui Napoleon. In consecinta,
relieful loculut unde s-a dat batilia,
initial valurit si strabatut de multe
viroage care au ingreunat evolutia
trupelor beligerante —  spre a nu
mai vorbi despre fatidicul ,,drum
adancit” care a frant inceputul sarjei
cuirasierilor’ - a fost modificat, intre
1824 si 1826, intr-o campie oarba
prin nivelarea rezultata din adunarea
pamantului  necesar  edificarii
mamelonului surmontat de leul de
fier, inalt de 4,45 m si cantirind
28 tone, opera a sculptorului Van
Geel din Malines. Movila Leului
a fost ridicata in locul unde a fost
ranit, in momentul cand a incercat
sa opreasca atacul Garzii Imperiale
franceze, tanirul print Wilhelm
de Orania - fiul proaspatului rege
al Tarilor de Jos, Wilhelm I -, care
primise comanda Corpului 1 al
armatei lui Wellington. Pamantul
a fost cdrat in spinare, in cosuri,
de femeile din Liege. Movila are o
inaltime de 41 m si se poate ajunge
la varf, unde se afla leul, urcand
cele 228 de trepte. De acolo poate
fi privit, de jur imprejur, locul
de bataie. Panouri cu explicatia
miscarii trupelor sunt plasate langa
parapetul metalic. Cand, dupa ani,
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ducele de Wellington a facut o izita
la Waterloo, a fost indignat cd i-a
fost schimbat campul de lupta.

Cu cativa ani in urma, a fost
tradusa in romaneste cea mai
ampla si mai corecta sinteza privind
desfasurarea confruntarii  dintre
armata franceza si trupele coalitiel,
Bitilia. Asa a fost la Waterloo (Ed.
Bic All, Timisoara, 2005), datorata
istoricului si romancierului italian
Alessandro  Barbero — lectura
esentiala  pentru  oricine  este
interesat de acest subiect.

LLa baza movilei a fost ridicata,
la inceputul secolului XX, o
constructic de plan circular in
care a fost instalati panorama
batiliel, menitd a marca aniversarea
centenarului  evenimentului, ale
carul ceremonii se pregateau pentru
anul 1915 dar care nuau mai avut loc
din cauza izbucnirii unui alt conflict
armat ale carui proportii au depisit

Cladirea Par

cu mult campaniile napoleconiene,
Rizboiul cel Mare.

Pictura, lunga de 110 m si inalta
de 12 m, a fost terminatd in 1912 iar
autorul ei a fost Louis Dumoulin,
pictor al Marinel franceze, ajutat
de alti cativa artisti, Robiquet,
Malespina s1 Desvarreux. Fiind
executata de plasticieni  francezi
era evident cd ea trebuia sa reflecte
punctul de vedere frantuzesc. Asa
ca a fost ales momentul culminant
al bataliei, din jurul orei 16, cand
maresalul Michel Ney, fira bicorn,
cu uniforma descheiata si un epolet
taiat de o lovitura de sabie, a preluat
personal comanda sarjei cavaleriei.
O panorama care reprezenta
punctul de vedere englezesc asupra
confruntarii fusese  executatid
imediat  dupa luptda si expusa,
multi vreme, la Londra dar a
disparut inca din secolul al XIX-
lea. Panoramele erau, in acel veac,
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Cladirea Panoramei vazuti de pe Movila Leului

o distractie populara foarte gustata
dar, adesea, cadeau pradi focului
declansat in baricile din lemn unde
erau prezentate sau se deteriorau in
timpul strangerii si al transportului
dintr-un loc intr-altul, pentru ci,
de cele mai multe ori, se aflau in
proprietatea unui antreprenor ce
voia sd scoatd un profit maxim
din investitia ficutd si le itinera in
diverse orage, ca atractie de balci.
In spatiul ce precede panorama,
vizitatorii sunt introdusi in subiect

P

anorama - Maresalul Ney conducand atacul

prin documente de epocd, prin
informatii despre situatia politica si
militard a Europei din acel moment,
pot vedea armament, echipament
si uniforme contemporane luptei,
portrete de comandanti, litografii
si picturi inspirate de conflict.
Apoi patrund in rotonda unde se
afla magistrala picturd bataillisti a
carei realizare necesita cunostinte
speciale de perspectiva, de tacticd
militard, de dotare a trupelor si
nu in ultimul rind, de fizionomie
umand de epoca pentru ca
tipologia combatantilor de la 1815
era cu totul alta decat aceea a
contemporanilor pictorului. Pentru
a accentua iluzia optica, pictura
deja maiestru asternutd ca sia dea
sugestia profunzimii, avea plasate
in prim plan piese reale de artilerie,
roti si chesoane dezmembrate, arme
pierdute, garduri, cuirase, cisti si
mulaje de cai sau de soldati morti.
O dezlinguire de trupuri umane si
animale surprinse in furia inclestarii
pe viatd si pe moarte produc un
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Panorama - sarja cuirasierilor francezi

turbion coplesitor pentru ochiul
vizitatorului. Un fond sonor in
care se impletesc sunete de goarnd,
voci, detunaturi, zanganit de sabii,
ropot de copite contribuie, in
chip admirabil, la efectul general.
Dar aceasta nu era tot si, pentru a
ne impartasi din experienta reala
a frontului, am hotarat sa luam
parte la reconstituirca luptel ce se
desfasoard, de un deceniu, intr-a
doua decada a lui Ciresar, in week-
endul cel mai apropiat datei initiale,
18 iunie. (Un alt motiv — nu insa cel
definitoriu - de a ne alatura fanilor
epocii napoleoniene din intreaga
lume era si tentanta perspectiva
a intrarii libere la panorama si
la Movila Leului ce era acordata
tuturor celor care purtau uniforma
de epoci, fie ea dintr-o tabara sau
din alta.)

Fascinati de mitul napoleonian
si dornici a ne mai adiuga un
galon la uniforma deja coplesita de
onoruri si distinctii primite pentru
participarca la alte reconstituiri

de batilii din istoria moderna
s contemporana (vezi ,Revista
muzeelor” nr.2/2006 si nr. 2/2008)
ne-am luat echipamentul necesar
si am plecat spre Waterloo. Nu
mergeam cu ganduri ascunse, ca
Thénardier cel ce jefuia, in bezna
noptii, soldatii cazuti pe campul de
onoare; $i nici nu ne arogam, la fel
ca el, grade fictive care, mai apoli,
sa ne dea motivul de a deschide o
carciuma cu firma Au Sergent de
Waterloo, asa cum isi descrie Victor
Hugo personajul malefic si destinul
acestuia in romanul ,,Mizerabilii”™*.
Mergeam, cu inima zglobie de
simpli soldati, si ne batem pentru
Impirat si pentru gloria Frantei!
Fra vineri 20 iunie (doua zile
diferenta fata de data batiliei). Am
ajuns dupa-amiaza la Plancenoit,
locul stabilita tabara
franceza. Am gisit un campament
in curs de constituire: in iarba
crau infipti tarusi de care erau
intinse sfori ce delimitau spatiul
destinat corturilor.

unde era

asezarii Am
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Panorama - sarja lancierilor rosii

fost primiti, prieteneste, de Jan De
Coster, presedinte al organizatiei
care se insarcinase cu gestionarea
in cadrul
numele de

evenimentului si care,

reinscendrii, purta
capitain Sacristain de la 8-eme
Demi Brigade. Inalt si slab, o figura
simpatica, glumeatd, cu bicornul
pus cam pe-o spranceand, de sub
care, la spate, se itea parul saten
strans legat, cu o panglicd neagra,
intr-o coada lunga. El ne-a indicat
locul unde sa ne asezim si ne-a
oferit un cort. Pentru a ne asterne
culcusul ne-am servit, din belsug,
cu paie luate dintr-un stog enorm

Movila Leului

pe care se zbenguiau cativa copii
voiosi folosindu-1 drept derdelus.
Ne-au fost date si lemne pentru a
ne aprinde focul. Am ales cateva
buturugi pentru a ne sluji de masa
si scaune.

In fata corturilor vecine era deja
0 intensa activitate: unii isi scoteau
hainele civile, moderne, si imbricau

Impartagania de dimineata
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Sapeur insetat

uniforme, alpi isi curdtau armele
sau isi lustruiau incaltimintea,
un  tobosar  stringea  corzile
pentru a intinde mai bine pielea
instrumentului siu. Ne-am  pus
st noi uniformele 1 am plecat si
inspectam tibara. O alce despartea
doua siruri de corturi. Pe aceasta
fuseserd sapate gropi la distante
egale, in care se aprinsesera focuri
strasnice pe care deja sfaraiau tigai
sau abureau ceaune mari, innegrite
de vreme si de indelungi folosint,
supravegheate cu ochi expert de
vivandiere aprige. Sotii lor, doar
in pantaloni si veste albe, inciltati
cu saboti iar pe cap cu boneta de
cazarma data pe ceafd, despicau
lemne sau aduccau apa. Multi
tineau intre dinti pipe albe, de lut.
Dar erau si cativa care, ignorand
epoca in care se ,mutasera’, nu
se puteau abtine sa nu-si aprinda
o tigareta cu filtru. Totusi, alte

Tobosari britanici

semne ale  contemporaneitatii
nu se prea vedeau: telefoancle
celulare, ceasurile de mania sau
ustensilele de bucitirie din plastic
ori inox fuseserd ecliminate, spre
lauda participantilor ce se putusera
abstrage din realitatea imediata.
Ceva mai departe, peste drum
de tabara infanteriei, era tabira
cavaleriei. In fata corturilor, pe
capre de lemn, erau asezate seile,
sabracele si restul harnasamentului;
alaturi erau rezemate cuirase si
sabii iar in girzile acestora erau
infipte casti sau caciuli. Vinitorii
calari din garda se plimbau, cu
mainile in buzunare si pipele intre
dinti, imbracati doar in veste peste
camasile albe sau cu dolmanele
cu brandemburguri pe umeri dar
avand pe cap boneta de cazarmi —
comoda bonnet de police, atat de
asemdnatoare cu o scufie de noapte,
a cirei flama, insd, nu era lisata sa
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Cimpoierii scotieni

atarne pe-o parte ci era varata sub
clapele late §i doar ciucurele era
scos in fata.

Sursa de apa potabila — un furtun
prins la teava unei cismele — se afla
chiar langa caii legati la conovat.
Pentru a te aproviziona trebuia sa-
ti faci curajul de a infrunta riscul sa
primesti o copita undeva trecand
printre bidivii ce forndiau nervosi;
apol si te proptesti pe cele cateva
caramizi bine infipte in namolul

ce mustea in jur si sa intinzi mana
pe sub un gard de sarma ghimpata
spre a ajunge sa-ti umpli plosca. Am
infruntat toate riscurile pentru a ne
potoli setea. Ulterior am descoperit
cd, in imediata apropiere, se afla o
wadipatoare” mult mai accesibila si
mai plicuta unde se adunasera mai
toti combatantii: o carciumioard
volanta, amenajata intr-un hambar,
unde se putea bea, la discretie,
bere sau vin. Doar bani si-ti mai

Cosette carand gunoiul
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fi ramas din ultima soldid! Din
pacate, carciumarul era un adevarat
Thénardier ce nu dadea bautura pe
datorie ci doar cu bani pesin - spre
regretul multora nu primea moneta
istorici, napoleonii din vremea
Imperiului (si nici chiar ludovicii
Vechiului Regim) ci doar euro... O!
dulce taram al globalizarii!

Spre seard, tabara s-a marit cu un
masiv contingent de rusi care urmau
sa constituie o unitate lituaniana din
armata lui Napoleon. Erau multi,
foarte multi. Si-au intins corturile
la extremitatea taberei, unde era
incd destul loc liber. Misunau, ca
furnicile, in sus si-n jos, in grupuri
mici sau mai mari — parcd se temeau
sd nu se raticeascd - si aduceau fan
si lemne, cu roabe primitive sau
pe prelate. Dupi sosirea lor s-a si
terminat intreaga provizie de paie
si buturugi! Fra de asteptat acest
lucru pentru ci ei amplificaserd
cu inci o treime efectivul fortelor
franceze.

Generalul Kellermann in fruntea cuirasierilor
Curand s-a ldsat intunericul.
Grupurile s-au  strans in  jurul
focurilor, discutand cu insufletire
si gesticuland larg, cu lingura de
lemn sau cu stacana de cositor in
mani. In fata fiecarui cort era cate
un felinar ce palpaia, prietenos,
aninat de un carlig de fier infipt in
pamant. Focul trosnea iar scanteile
se inaltau spre cerul noptii ca niste
artificii  sarbatoresti. inccpusc sa

. e
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Impiratul, maresalul Ney si statul major

https://biblioteca-digitala.ro

109



110

REVISTA ITUZEELOR

Napoleon 1 in cortul sau

bureze dar nimeni nu se sinchisea.
Cantece sl rasete voloase — se
ridicau din toate colturile taberei.
In lumina sovaielnica a flacirilor,
totul devenise spectral. Incet-incet,
tabdra s-a cufundat in liniste.

Am dormit excelent pe paiele moti
s in aerul curat ce patrundea prin
deschiderea cortului.  Avusesem
norocul sa nu petrecem o noapte de
nesomn, in ploaie, pe pamantul gol,
cum li se intamplase combatantilor
din ambele tabere in 1815. Nu a
fost necesar sa siarim din culcus la
sunetul goarnel ciaci ne trezisem

Capitanul Jacoub admirand Movila Leului

demult la lumina soarelui de vara ce
aburea foaia albi a cortului. Am lua
un mic dejun frugal din merindele
aduse de acasa: carnati uscati si o
felie zdravina de paine neagra. lar,
in loc de ceai ori cafea, am baut apa,
cd asa ¢ la vreme de razboi! Ceilalt
camarazi, ingrijiti cum se cuvine de
femeile ce-1 insoteau, se regalau cu
omlete si sorbeau cafele fierbinti
dar, de bietii romanasi pierduti
printre straini, cine sa se ocupe...
Ofiterii si-au facut aparitia §i au
adunat trupa. Am fost inclusi intr-o
unitate,,internationala”, Regimentul

Artileria prin orz
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Tun in aciune

85 infanterie de linie, format din
belgieni, olandezi, italieni, spanioli,
cativa englezi si noi, valahii. Aceeasi
diversitate era si in uniformele
si insemnele regimentare de pe
ceacourile soldatilor. Faceam parte
din sectia a doua a celui de-al
patrulea pluton. Capitanul nostru
era un american cu barba scurta,
rosie, inspicati si chelie ascunsa
sub bicorn. Explicand planul de
lupta si programul ce urma sa-l
indeplinim, se adresa oamenilor
in engleza iar vorbele sale erau
traduse in franceza, olandeza si
flamanda de un sergent rotofei si
poliglot, imbricat cam neglijent,
cu o jachetd alba peste care avea
trecuta cureaua de care erau prinse
baioneta si sabia, si tinand in mana
o nuielusa. Capitanul dadea, totusi,
ordinele in franceza, dar cu accentul
de rigoare. S-a facut instructie si
comenzile au fost executate foarte

Britanicii si comandantul obez

corect. .a un moment dat, pe langa
noi au trecut, in galop, trei calireti.
Unul mi-a atras atentia imediat: era
inalt, subtire, cu favoriti roscovani,
uniforma cu epoleti si broderii
auril iar pe cap purta un bicorn cu
galon de fir s1 bordura de pene albe,
de strut. Toate aceste clemente
desemnau o treapta foarte inalta a
ierarhiel militare.

E Ney! sopteste camaradul de
langa mine. Era chiar bravul
bravilor”, maresalul Ney!

Dupa vreo ora de instructie ni
s-a dat liber. Un camarad ne-a
informat ca, la Hougoumont, este
un targ unde ne puteam completa
echipamentul. Trupele aliate, brita-
nice si belgiene, erau asezate in
incinta Castelului de acolo. Asadar
ne-am aventurat in plina tabara
inamica. Dar nimeni nu s-a sinchisit
de aceasta si am fost primiti in mod
amical. De fapt, toti erau atat de
i3 T '

el ¥ LA
l I

Salva franceza

Campul de lupta
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Careul britanic agteptand atacul cavaleriei franceze

ocupati cu pregatirile si instructia
incat nu dadeau atentie celor cateva
zecide,,dusmani” care patrunsesera
printre  el.  Aceeasi  activitate
febrili stipanea locul: gradatii isi
mustruluiau  subordonatii, niste
scotieni isi impleteau unii altora
pletele in cozi, altii isi aranjau tinuta
sau stiteau tolaniti pe iarbda dupa
ce-si luasera micul dejun. Focurile
inca fumegau. Trei pipers scotieni
suflau, cu foc, in cimpoaiele lor.

Un vajnic sustinator al coalitiei
antinapoleoniene  plantase  in
fata cortului 0 mascota cu mesaj
premonitoriu: pe o cruce minusculd
era rastignit impdratul in vreme ce,
la picioarele sale, stitea de straja
un soldat britanic de aceleasi
dimensiuni.

Doua fetite de 4 si 6 ani, incaltate
cu saboti, trigeau cu greu, un
carucior in care era un sac cu gunoi.
Cu chipuri angelice, incadrate de

Garda imperiald pornegte la atac
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Imparatul pe front

carlionti blonzi, copilele pareau
modelul ideal al lui Victor Hugo
pentru Cosette din romanul deja
citat mai sus.

Sub un cort larg erau intinse mese
de lemn pe care fusesera asezate
marfuri: amnare, cremene pentru
pusca, felinare, tacamuri de fier,
blide si cini, pipe de lut, catarame,
curele si cartusiere, incaltaminte de

picle sau saboti de lemn, manusi
de lana sau minusi alba, pentru
mare tinutd, si tot ceea ce-i era
necesar soldatului in  campanie
putea fi achizitionat de acolo, la
preturi convenabile. Am cumpirat
si noi saboti si pipe de lut, ca si
beneficiem de minimele comoditati
si placeri ostasesti din clipele de
repaus: aerisirea picioarelor ostenite

Vive I'Empereur!
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Grenadierul A.S. Tonescu inainte de luptd

de mars — cici doar ele sunt bunul
cel mai de pret al infanteristului! —
s1 fumatul unui tutun bun.

Tot acolo era punctul de adunare
al ofiterilor superiori si de stat major
- expozitie strilucitoare de uniforme,
fireturi, penaje si decoratii.

Ne-am deplasat apoi la ultimul
cartier general al lut Napoleon unde
era in plind desfisurare o ceremonie
de inaltare la grad de caporal a
soldatilor merituosi la care asista
si imparatul, maresalul Ney si tot
statul major. Rustam, mamelucul
imparatului, se afla tot timpul in
prejma stapanului, fie cilare, fie pe
jos. Purta turban virgat, vesti verde
si salvari rosii, evidentiindu-se prin

exotismul vesmantului siu oriental
de restul uniformelor, in tonuri la
fel de puternice. Dupa ceremonie,
Napoleon s-a retras in cortul sau
spatios, si-a scos pilaria si redingota
gri si s-a trantit, comod, pe un scaun
pliant, de campanie. lar oaspetilor
de vazd ce asistasera la eveniment
— oficialitati locale contemporane,
sustinatori  si  binefacitori  ai
manifestarii — le-a fost servitd
sampanie de valetii imperiali, in
livrele galonate si cu peruci pe cap.
Ne-am intors in tabard iar la
orele 15 s-a sunat adunarea pentru
a fi trecuti in revista de imparat.
Pe un cal alb, a mers la pas prin
fata noastrd, privind cu atentie si
simpatie, fiecare chip, zambind
ca la intalnirea cu niste prieteni
dragi. (Memoria Impdaratului era
proverbiala si este stiut ¢d putea sa
cheme pe nume pe oricare dintre
militarii care se remarcaserd in
lupta si pe care-i rasplatise). Uralele

Grenadierul A.S. Tonescu dupa luptia
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au izbucnit, spontan, din toate
gatlejurile. In suiti se aflau maresalul
Ney, generalul Kellermann, purtand
cuirasa §i bicorn, cativa ofiteri de
stat major si, evident, Rustam.

La plecarea comandantilor s-au
rupt randurile §i ne-am intors la
corturi unde am beneficiat de cateva
ore de odihna. Cildura se intetise
si era greu de suportat, atat afara,
cat si la umbra de sub cort. Cativa
voluntari s-au adunat la sergent
pentru a rula cartusele din hartie
de ziar, umplute cu pulbere neagra,
ce urmau a fi folosite curand.
La orelel8 ne-a fost distribuita
aceastd munitie: fiecare soldat se
apropia de sergent, ridica usor
capacul cartusierei iar acesta ii vara
inauntru circa 20 de cartuse. Pentru
ca amicul meu se indeletnicea
cu fixarea cremenei in cocosul
pustilor, am primit si munitia sa.
Dar, pentru ci nu incapea toatd
doar in cartusiera mea, am luat-o
in... boneta: sergentul, un durduliu
generos — dar voind sa si scape de
restul de munitie deja impachetatd
— mi-a umplut boneta cu tot ce mai
ramasese neimpartit celorlalti, adica
vreo 35-40 de cartuse. Acum sa te
tii fusiladal

Am fost incolonati §i am pornit
intr-un mars de vreo 7-8 kilometri,
cuintregul armament si echipament,
spre campul de lupti. Tobosarii,
printre care erau $i cativa baietasi in
varstd de 6-7 ani, tineau cadenta. Un
caporal chipes, insotit de nevasta si
de fiica adolescentd, ne imbirbita
cantand, cu glas melodios, ,La
Carmagnole” si ,,Aupres de ma
blonde”. Noi ne alituram la refren.
Din candin cand, eram opriti pentru
a ne mai odihni dar si pentru a face

loc s treaca trupele calari. Dintr-
un imbold firesc de camaraderie, se
aclama ,,Vive la cavalerie” sau, dupa
caz, ,,Vive les cuirassiers” ori ,,Vive
les hussards”. Calaretii ne zambeau
cu satisfactie §i recunostinta.

Coloana infanteriel era urmatd
de un mare grup de femei, sotiile
combatantilor, toate imbricate in
haine de epoca si pe cap cu cate
un boneta alba, scrobita, sau o
palirie cu pene, uncori chiar bicorn
militar. Unele aveau si copii cu ele.
Ca brave urmase ale lui Madame
Sans-Gene, se ficeau utile dand apa
sau bomboane celor osteniti — iar
acestia nu erau putini. In preajma
campului de lupta, acest cortegiu
in fuste a fost oprit si, in ciuda
protestelor, indepartat de jandarmi
din fata pericolului.

Cand am ajuns noi, lupta
deja incepuse. Niste artileristi
piperniciti trigeau, cu mare efort,
tunul si-l asezau in baterie chiar
in stang noastri. Au deschis focul:
bubuiturile ne asurzeau iar fumul
ne inviluia, inecicios. Imparatul si
aghiotantii sai observau lupta din
spatele nostru. Imediat s-au inaltat
urale de ,Vive 'Empereur!” iar
el ne-a ficut un semn prietenesc,
fluturind mana in care tinea
cravasa.

Am inaintat si ni s-a ordonat sa
incircam armele — incarcarea in
12 timpi. In fata noastra, pe cerul
asfintitului, se profilau englezii
comandati de un ofiter obez.
Din cand in cand, linia rosie a
uniformelor lor dispirea in norul
de fum alb al impuscaturilor.
Am tras si noi o slava. Subofiterii
incercau sa pastreze formatia. Ne
impingeau de la spate spre a fi
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cit mai stransi unul in altul, umar
la umar, si lipiti de tragatorii din
prima linie, pentru eficienta unui
foc concentrat dar si pentru a evita
accidentele de la pusca vecinului.
(Dupa luptd, amicul meu roman
avea parul parlit la tampla stanga si
pe ceafd de la exploziile pulberii din
tigdita pustii soldatului de langa el.)
S-a ordonat foc de voie si fiecare
trigea cat putea de des. Deodata,
pusca tovarasului meu a bubuit mai
puternica decat de obicet iar reculul
a facut ca patul si-i sara din umar,
inspaimantitor de periculos, spre
falca mea, care ma aflam in spatele
sau, in linia a doua. Daca nu m-as
fi ferit probabil ¢i eram unul dintre
primii raniti ai luptei. Nu am aflat
care a fost cauza acelei grozave
detundturi, probabil un cartus cu o
cantitate mai mare de pulbere sau
o incidrcare neatentd, de doud ori
succesiy, fara slobozirea armel.
Fumul gros, cu gust acrisor, ne
invaluise. Totul mirosea a pucioasa.
Ochii incepusera si ne usture.
Soldatii erau negri pe maini si pe
fata de la fumul impuscaturilor;
dare negre de pulbere le inconjurau
buzele pentru cd hértia cartusului
era ruptd cu dintii. Mie mi s-a
blocat pusca dupa cateva focuri,
fapt obisnuit in acea epoci. Nu
am mai putut trage dar am rimas
in formatie si m-am pastrat relativ
curat. Un camarad cam sleampat,
pe a cdrui fata se amestecase praful
de pusca si sudoarea si se formase
un strat gros si lucios de parci ar
fi fost uns cu crema de ghete, m-a
intrebat, cam ironic: ,Esti curat
inca?” (Se pare ca multi ficeau un
tithu de mandrie din a fi murdari,
ponositi si nerasi, spre a semana

mai bine cu soldatii lui Napoleon
din timpul celor 100 de zile. Chiar
in fata mea mirsiluia nu camarad
miruntel, cu pantalonii de un crem
indoielnic, plini de noroi si peticiti,
uniforma ferfenitd, ca si cand ar
fi dormit in ea, iar pe cap cu un
ceacou turtit, asezat peste o scufie
de noapte, cu picatele rosii. De
ranitd, pe langa cana de tabla, atarna
si un jambon; altul avea o gaina,
incd nejumulitd, ,,rechizitionta” din
ograda vreunui sitean — evident,
toate erau butaforie cici, la canicula
veril, alterarea ar fi fost iminenta.)

Ne-am retras in sat si luptele au
continuat pe strazi. Maresalul Ney,
descilecat, cu parul valvoi si sabia in
mand, conducea ultima rezistenta.
S-au incins lupte corp la corp. Un
sapeur urias, ce mirosea a bautura —
cdct incd de cand pornisem in mars
se impartagise din plostile unora
dintre camarazi — ficuse prizonier
un englez la fel de voinic ca el si
incerca sa-1 doboare tragandu-1 de
cureaua cartusierel. Niste scotieni
sarisera  sa-si  salveze tovarasul.
Am incercat si-l ajut pe vlijganul
sapeur, dar britanicii ne-au coplesit
si l-au eliberat pe puscasul regal.
Eram cu totii obositi. Multi dintre
cei vlaguiti se aruncasera la pamant
si faceau pe mortii. Vivandierele, cu
faclii in maini, se strecurau printre
el si-1 intorceau cu fata in sus, ca
pentru a-1 recunoaste.

Se ficuse ora 21, se intunecase si
lupta a incetat. Am fost incolonati
si, in aplauzele publicului, am pornit
in mars pe acelasi drum. Greu la
intoarcere! Nu s-a mai pastrat nici
formatia, nici cadenta. Pustile grele
erau duse de fiecare cum ii venea
mai la indemana, ca pe o lopati sau
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Valahii la Waterloo

ca pe o miciucd, pe umdr. Ajunsi
in tabara multi au cdzut, adormiti,
pe maldarul de paie, fird a se mai
spala ori a manca. Altii au mai gasit
puterea sa mearga la ,addpatoare”,
sa-si umezeasca, cu o cana de vin,
gatlejul uscat de praful si de uralele
din timpul zilei. impleticindu-sc,
unii se indreptau, prin intuneric,
spre gardul de sarma pentru a se
usura. Asa e la razboi!

Din cauza efortului din ajun, a
doua zi dimineata, uniforma era
inci umeda de transpiratie. Am
intins-o la soare, pe cort, spre a
se zvanta. Dar nu a avut timp sa
se usuce complet cici s-a sunat
adunarea. Plutonul de voltijori de
langa noi a ingenunchiat pentru
mimpirtasania” de dimineata: o
vivandiera rumend si surdzitoare,
cu sort alb dinainte si palirie cu
pene, a trecut pe la fiecare soldat
»cucernic” si i-a turnat un pahirel
de rachiu din butoiasul ce-l1 avea
la sold, spre entuziasmul trupei
care, astfel, isi recapata barbatia si
abnegatia.

Apoi am fost incolonati si iar
am plecat la lupta. Desi era inca

devreme soarele deja dogorea. Tot
echipamentul ni se parea mai greu
decat in ziua precedentd: ranita,
cartusiera, plosca ficuta dintr-o
tarticuta si, mai ales, pusca. Pentru
a se mai racori, soldatii mergeau
cu capul descoperit si-si pusesera
ceacourile in teava armei. Marsul a
fost oprit de mai multe ori, pentru
odihna. Unii se asezau pe marginea
drumului, sa-si  traga sufletul,
altii se inghesuiau la umbra celor
cativa arbori de pe partea opusa si
se ricoreau cu un gat de apd din
plosca.

La una dintre aceste opriri il
observ pe Jacoub — un polonez,
expert incontestabil in epoca lui
Napoleon, care slujeste drept
consultant ~ stiintific al acestor
reconstituiri — cum privea Movila
Leului. Intors cu spatele spre
trupe, uniforma lui sobra de ofiter
de stat major, se profila pe aburul
ce se ridica deasupra campiel.
Cu bicornul purtat ,,en bataille”
(tranzversal pe cap) pdrea insasi
intruparea Impiratului meditind
la vremelnicia succesului in fata
monumentului victoriei britanice.
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Am ajuns pe un teren agricol din
preajma Castelului Hougoumont.
Inaintam cu greutate prin lanurile
de orz inalte pana la burta cailor.
De cealalti parte a campului se
vedeau fluturand, semete, steagurile
britanice pe care se suprapuncau cele
doui cruci, ale Sfantului Gheorghe
si Sfantului Andrei. Artileristii iar
si-au tras, cu greu, tunurile langa
noi si ne-au incadrat. Cuirasierii i
vanatorii calari francezi au pornit
la atac, condusi de maresalul Ney
si sustinuti de uralele infanteriei.
Cred ci ei se distrau cel mai bine
cici porneau chiuind la galop si
glumeau intre ei ori cu englezii care
formasera carcul. Dar mai sufereau
si accidente uncori: un cal s-a
impiedicat si, in cadere, si-a prins
calaretul dedesubt. Armasarul s-a
ridicat imediat si a luat-o la goana
fara stapan care a ramas la pamant.
Desi momentul era dramatic,
sergentul nostru, a glumit, spre a
ne incuraja: ,,Vedeti? E mai bine
la infanterie: esti pe propriile
picioare...”

Din rezerva, cum ne aflasem
pana atunci, am fost dusi in prima
linie. Camarazii strigau ,,Mort aux
angalises!” si descarcau armele spre
tunicile rosi. Din flanc am fost
atacati de belgieni si ne-am apirat,
cu furie, pand a intervenit cavaleria
noastra si ne-a despresurat.

Am facut cativa prizonieri -
unii fiindu-ne cunoscuti de la alte
reinscenari, ne-am strans mainile
st ne-am imbritisat. Apoi a urmat
O sarjd a cavaleriei britanice asupra
noastrd i ne-am constituit in careu spre
a rezista socului. Nici urma de Scots
Greys in armata inamica si nici un
comandant legendar precum ducele

de Usxbridge: cavaleria engleza
era formata aproape exclusiv din
amazoane drigute si surazatoare
ce abia isi atingeau sabia de cate o
teava de pusci de-a noastrd, facand
gropite in obraji cand chicoteau de
bucurie cd ne atacasera. Desi s-ar
fi potrivit de minune cu aceastd
atmosfera destinsa, voioasd, ce nu
aducea deloc a micel final, atunci
cand am fost incercuiti si coplesiti,
nimeni nu a strigat - precum
generalul Cambronne, comandantul
Bationului 2 din Regimentul 1 de
Vanatori din Vechea Garda, cel
din urma care a rezistat puhoiului
britanic—,,Merde!”, cuvantindecent
caruia Victor Hugo i1 consacrda un
adevarat eseu apologetic: ,,Sa spui
acest cuvant si apoi sa mori. Ce
poate fi mai mare! (...) Omul care
a castigat batilia de la Waterloo a
fost Cambronne. Sa traznesti cu un
astfel de cuvant tunetul care te ucide
inseamna sa invingi. (..) Sa faci
din cel din urma cuvant cel dintai,
amestecand in el stralucirea Frantei,
sa inchei cu semetie Waterloo-ul
ca pe ultima zi a carnavalului, si-l
completezi pe Leonida cu Rablais
(..) sd ai de partea ta dupa macel pe
cel ce rade, e nespus de mult.”

In linia tragatorilor se strecurau
st fotografii profesionisti pentru a
lua imagini cat mai veridice. Spre a
nu distona, erau uniformati sumar,
ca necombatanti, dar inarmati cu
aparate bune, cu obiective mari,
ce pareau adevarate tevi de tun, pe
care le ascundeau sub manta.

S-a dat semnalul incetirii focului.
Era deja ora pranzului si se
facuse foarte cald. Vivandierele se
invarteau printre soldati si le dideau
apa ori, la cerere, le-o turnau pe
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capul infierbantat si pe sub guler,
pe spinare.

Incolonati, am trecut printre
sirurilede spectatorice ne ovationau.
La un moment dat, capitanul nostru
glumet, a ordonat sa facem front
spre public, sa punem baionetele la
arma si sa simulam un atac. Noi am
facut cativa pasi spre spectatori, cu
chipuri fioroase si urland silbatic.
Dar ei nu s-au speriat ci, hohotind
de ras la surpriza ce le-o ficusem,

ne-au aplaudat!

Desi faptul istoric fusese cu
totul altul, de data aceasta marele
invingitor parea a fi Napoleon.
Englezii se ficuserd nevazuti de
pe camp. Nu observasem a fi fost
vreun interpret al lui Wellington in
partea adversa. impiratul, calare
pe calul sau alb, fird obisnuita-i
redingotd gri ci in uniforma verde
a scolii de la Brienne cu epoletii
de aur pe umeri, a primit surazator
defilarea trupelor ce se retrigeau de
la locul luptei si se concentrau, de-o
parte si de alta a arterei principale
a localitatii Waterloo, chiar in fata
cafenelei Wellington spre a-l aclama
frenetic atunci cand a trecut, insotit
de maresalul Ney, de Rustam si de
stralucitorul siau stat major. Toti
am dat onorul. Bitranii cu barba
colilie din Vechea Gardid aveau
ochii scaldati in lacrimi de bucurie.
Fanfara interpreta, viguros, marsul
imperial si alte melodii din epoca.
Un venerabil sapeur cu mustati
rasucita si cercel in ureche — figura
cunoscuta noua de la Austerlitz —
facea cativa pasi de dans si, imitand
gesturile femeiesti in aceastd situatie,
isi tinea, cu delicateta, coltul sortului
alb si se invartea in jurul pustii in
teava careia isi asezase caciula de

urs pe care, in final a sarutat-o, cu
afectiune, ca pe o fiinta draga.

Am revenit in tabari. De data
aceasta nu am fost supusi supliciului
unui nou mars ci, incarcati in
autobuze hodorogite, am fost dusi
la destinatie. M-am pravalit, epuizat,
pe patura. Nu am simtit cand cortul
a fost ridicat de deasupra mea —
spre a fi inapoiat organizatorilor - si
am riamas, fird aparare, sub razele
toride ale soarelul. Dar am fost
desteptat de tacanitul aparatului un
fotograf ce isi completa portofoliul
de campanie cu imaginea unui
grenadier ostenit. Am cripat un
ochi si am privit, cam crunt, la acest
paparazzo. ,Nu te deranja... simte-
te ca si cand eu nici nu as fi aici...”
— imi zise, impdciuitor, intrusul.
Nu avea rost sa ma enervez. El
mdcar isi ficea meseria. Oricand
ar fi putut veni oricine altcineva
sa ma inoportuneze: deja prin
tabdra ce incepuse si se stranga,
misuna un public curios ce, fird
a cere vole, intra in corturi, baga
degetul in resturile de mancare
din ceaunele ricite, atingea armele,
harnasamentele si1  echipamentul
soldatilor, punea intrebari naive si
cerca informatii despre viitoarea
lupta.  Lumea  contemporana
invadase Intimitatea cazond a
devotatilor urmasi ai lui Napoleon.
Insemna ci visul se sfarsise si era
cazulsineindreptim, curegret, spre
casda. Dar ce magnifica experienta:
rizboli adevirat, nu joacal

Fotografii de Adrian-Silvan lonescn
29-31 martie 2009
pt ,,Revista Mugeelor”
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THE WATERLOO PANORAMA AND
...THE BATTLE AS IT WAS

Abstract

The battle of Waterloo fought on
the 18" of June 1815 was one of
the most important events in the
modern European history. Even
though the fighting took place in
several other spots such as: Mount-
Saint-Jean,Chateaud’Hougoumont,
Papelot, Plancenoit, and Haie-
Sainte while the tiny village of
Waterloo was spared, this very
place was chosen by the Duke of
Wellington for naming the battle.
He thought that Waterloo sounded
more British than the other names
and was casier for his countrymen
to pronounce correctly.

It was also in Waterloo that the
imposing knoll with the cast-iron
lion on top was erected in 1826.
There was the spot where the
young Prince Wilhelm d’Orange,
son of King Wilhelm T of the
Netherlands, was wounded trying
to stop the attack of the French
Imperial Guard. The women of
Liege helped with the building
of this knoll. They carried on
their backs the soil dug from the
battlefield. Thus the uneven ground
of that field, full of ravines and
ridges (to say nothing about the
sounken Lane” which was such a
formidable obstacle for the French
cavalry charge which suffered such
terrible casualties there), was turned
into a plain, to the great distress of
the Duke of Wellington when he
visited it again years later. The Lion
Hill is 40.50 metres high and has
228 steps leading to the top. The
iron lion of 4.45 metres high and

weighing 29 tons is the work of the
sculptor Van Geel of Malines.

During the first decade of the
20th century a circular building was
erected at the foot of the hill to
display the Waterloo Panorama. The
painting is 12 metres high and 110
metres long and was completed in
1912 by Louis Dumoulin, assisted
by three other artists, Robiquet,
Malespina and Desvarreux. These
preparations were meant to mark
the hundredth anniversary of the
battle of Waterloo in 1915, but all
ceremonies were cancelled due to
the outbreak of another war, World
War 1.

Any explanation of the battle,
no matter how detailed, remains
meaningless without experiencing
the real nerve of fighting or the
relaxing hours in the camp. Re-
enactors from all over the world
gathered on 21st and 22nd June at
Waterloo for the ,,10¢me Bivouac
Napolé¢onien”. We, two Romanian
re-enactors, packed our uniforms,
cleaned our muskets and joined the
party. We had a friendly reception
from Mr. Jan De Coster, President
of the A.BR.R.Hi. who for this
event was using the name and
rank of capitain Sacristain de la
8-¢me Demi Brigade de ligne. He
kindly showed where to camp
and lent us a tent. The French
troops set up camp at Plancenoit
and around the Dernier Quartier
Géncral de Napoléon while the
Anglo-Dutch troops were camped
in the Hougoumont garden. The
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re-enactors were provided with
wood, straw, hay and water, as
well as black gun powder. The
organizers limited the participation
to no more than 1.200 re-enactors.
Each group had to provide its own
food and cooking utensils. Women
in white aprons and bright bonnets
were already busy frying sausages
or boiling the soldiers’ soup. In
the meantime their husbands or
friends cleaned their weapons,
polished the boots or adjusted
their uniforms. It was getting dark.
Fires were lit everywhere and jolly
soldiers sat around them, mugs in
hand and pipes in the corner of
their mouths. Some sang old tunes.
Others spoke loudly about former
campaigns in which they fought.
Soon, everyone went to sleep and
a deep silence enveloped the camp.
We immediately fell asleep on our
straw beds with blankets on top.
It was a restful sleep. To our great
luck, the night before the battle is
hadn’t rained as in 1815.

The bugler sounded the réveille
at 7 o’clock sharp. We were
already awake an hour earlier for
we were too excited to sleep late
on such a day. After breakfast we
were included in a multi-national
company. Our comrades came
from Italy, Belgium, Germany,
United Kingdom, Spain and among
them... we Wallachians. The captain
was an American whose orders
were swiftly translated into French,
Dutch and Flemish by a plump,
multi-lingual ~ sergeant. A half-
hour drill was enough to prepare
us for the review. The sergeant
smiled contentedly: in spite of our
different nationalities we were all

full-fledged soldiers of the Empire.
Napoleon might have been proud
of us!

We were reviewed by Marshal
Ney, ,,the bravest of the brave”.
He passed by on horseback, with
his glittering staff, at a slow trot. He
had a commanding bearing. Slim
and tall, with auburn whiskers, and
wearing a dark blue tunic with stiff
embroidered collar and golden
epaulettes, Marshal Ney looked the
part.

After the review we were
dismissed. A French voltigeur
informed us that there was a sutler
at Hougoumont, in the British
camp. Of course, we were not yet
at war, so that we decided to go
there. In the wide garden we found
a camp like our own. A British
drum major rehearsed with his
bandsmen. Some Scotsmen were
preparing their breakfast. One of
them braided the pigtail of one
of his comrades. Three colourful
pipers toured the camp playing
old warlike tunes. Sergeants drilled
their subordinates.

Two blue-eyed, fair-haired little
girls were dragging a heavily loaded
garbage cart. For a moment I
thought that, at least one of them
was indeed Causette, the poor
little girl from Victor Hugo’s “Les
Misérables”.

The sutler opened his shop under
a large tent in the middle of the
camp. He was royally provided with
everything necessary for soldiers
during the campaign : thread and
needles, buttons, clay pipes, linen
shirts, leather or wooden shoes,
stockings and gloves, canteens,
carthen jars and mugs, tin pans,
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cutlery, candles and lanterns,
powder flasks and flint for guns, etc.
We bought everything we needed at
a convenient prices and left.

Our next stop was at the imperial
headquarters where a pageant took
place. The Emperor reviewed
the troops and, when he saluted
the soldiers, everyone shouted
from the bottom of their hearts:
,Vive 'Empereur!”  Afterwards
he retreated to his tent where a
war conference was held with
his generals. The entrance was
guarded by grenadiers of the Old
Guard, wearing huge bearskin caps.
Rustam, the emperor’s faithful
mameluke bodyguard, proudly rode
his Arabian thoroughbred in front
of the admiring infantrymen. In
the courtyard, Capitain Sacristain
promoted to the rank of corporals
some of his gallant soldiers of the
8-éme Demi Brigade.

We returned for lunch to our
camp and, in the afternoon, the
sergeant called for volunteers to
roll cartridges. Then, each man got
his amount of ammunition and was
ready for the march. It was still hot.
The American captain gathered his
company and led it to the battlefield.
The five-mile-march was tiring. To
keep the infantrymen’s pace, the
drummers - among whom there
were a few boys of six or seven
vears old - beat rhythmically. In
order to revive his men a corporal
sang ,La Carmagnole’ and other
revolutionary songs. He had a nice
tenor voice. Cantinieres and other
women who followed the column
offered water and sweets to tired
soldiers. Stops were made from
time to time either for giving the

men a few minutes rest or to make
room for the cavalry. Whenever
a cavalry troop passed by, the
infantrymen  shouted  joyously
LVive la cavalerie!”

In spite of the heat and the
exhaustion, rank and file hurried to
the sound of guns. The battle had
already begun. Through thick clouds
of gun smoke we perceived the thin
red line of the British army. An odd
thing which caught my attention
was an obese officer who was in
command of the Royal Fusiliers.
On our side six unbelievably short
French artillerymen passed the
infantry dragging their heavy gun.
They soon opened fire towards
the enemy. We were also ordered
to fire a volley. Our captain gave
his orders in French but with a
conspicuous  American  accent.
We were ordered forward and
soon we found ourselves in the
front line, facing the Belgians. A
bayonet charge followed and we
withstood it bravely. Among our
enemies were also some... friends
whom we haven’t met since our
last participation to Passchendacle,
in 2007. Instead of crossing arms
with them, we exchanged cheers
and shook hands. But this joyous
state didn’t last too long for we were
ordered to withdraw. In perfect
order we returned to the departure
point. Bang! Bang! The fusillade was
continuing intermittently. Suddenly
my comrade’s gun detonated with
such a roar and the recoil was
so strong the gun’s butt left his
shoulder and was about to hit me
in the chin. To avoid the imminent
accident I had to step aside to
the left. Eyes wide opened and a
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scared face, my Wallachian friend
looked back to reassure himself
that nothing wrong has happened.
The explosion was probably caused
by a double charge. Our hands and
faces were black with gun powder.
LSl clean?” T was asked ironically
by a ragged rifleman at my left,
whose face was covered with a
thick mixture of sweat and black
powder as if he has coated in shoe
polish.

The  hand-to-hand  fighting
continued on the streets and in
the main square of the tiny village.
By now many soldiers had already
retreated. Marshal Ney, uniform in
disorder, horseless and sword in
hand, cried to the fleeing soldiers:
»See how a Marshal of France can
die!” It seemed that no one listened
to him. A huge sapeur tried to take
a stout British soldier prisoner. The
first caught the Englishman by his
white accoutrements and dragged
him to the French lines. Three
resolute ,redcoats’ came running to
their comrade’s rescue and managed
to free him in spite of my helping
hand to the tall sapeur.

It was getting dark. Lacking
ammunition and being too tired to
keep on fighting, many re-enactors
played dead or wounded and lied
down on the ground. The hill was
dotted with their bodies. Cantinicres
and other camp female followers,
torch in hand, searched among the
‘dead and dying’ as though looking
for a lost husband, relative or
friend. Anyway, the ‘dead’ came to
life and the column moved slowly
towards camp.

Unlike the night before, there was
no singing and no merriment in

our camp. Except for some thirsty
privates who went to have a beer or
a glass of wine at the sutler’s, the
rest fall asleep immediately.

We were wake up this time by
the bugler for another day of
fighting. Our uniforms were still
wet with sweat from the previous
day. I spread my coatee on top the
tent, to dry. Mimicking the Sunday
FEucharist, a smiling cantiniere
gave a sip of rum to each man
from a voltigeurs company. Just
to encourage them! After a swift
and frugal breakfast we marched
to the Chateau d’Hougoumont.
Today the fighting took place in
a field of barley near the castle.
It was pretty difficult to advance
through the waist-high barley and
much harder than the other day for
the artillerymen to bring their guns
in. The battery was placed on our
left and almost deafened us with
its roar. The cuirassiers and other
French cavalrymen charged the
British squares again and again.
But the British resisted. A horse fall
upon his rider and the horseman
remained motionless on the field.
A 21" century ambulance came
to his rescue. Our sergeant joked:
,»You see, it’s better in the infantry:
at least, you can rely on your own
feet!”

We had a few clashes with British
and Belgian infantry alike. One
time the British cavalry — formed
mainly of pretty, smiling amazons
clad in black hussar uniforms -
attacked us and we were ordered to
form a square. We bravely resisted
in this way to their assault. Early in
the afternoon a last burst of gun
fire put an end to the fight. The
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British left the battlefield while
the French paraded in front of the
emperor, shouting vigorously,,Vive
'Empereur!”

It looked more like a French
victory than a Britsh one. The
‘grand finale’ took place on the
high street of the town, in front of
the “Wellington Café’ (was it just a
coincidence!?): the French troops
were lined up on both sides of the
street and the emperor followed
by his magnificent staff reviewed
them, while the band played the
Imperial Anthem.

Back to camp we began packing,
I was in such a state of exhaustion
that I laid down on my red blanket
while my Wallachian comrade was
dismantling the tent. Even though
the afternoon sun was quite hot it
was impossible for me to change my
position or move to the shade. A
photographer came and took some
snapshots of the ‘dying grenadier’
begging me not to be bothered by
what he was doing. As long as real
life intruded into our 19" century
dream, maculating with its meager
presence the oversized Napoleonic
shadow, it was time for us to leave.

So was the battle of Waterloo!
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TABARA DE ARHEOLOGIE
EXPERIMENTALA DE LA PAULENI
CIUC-CIOMORTAN, JUD. HARGHITA

09-30 august 2009

Muzeul National al Carpatilor
Rasariteni (MNCR), in parteneriat
cu Asociatia Cultural Stiintifica
,»Carpatii Rasariteni”(ACSCR) si cu
sprijinul - Administratiei Fondului
Cultural National, a organizat in
perioada 09-30 august 2009 Tabira
de Arheologie Experimentali de
la Pauleni Ciuc-Ciomortan, Jud.
Harghita.

Tabidra s-a adresat elevilor de
gimnaziu si liceu din judetele
Covasna si Harghita si a urmarit
cunoasterea de catre cat mai multi
copii si tineri a civilizatiei Cucuteni-
Ariugd-Tripolje, prin implicarea lor
directa in sapaturile arheologice
si in activitati specifice perioadei
encolitice. Ea s-a organizat la
Pauleni-Ciuc — Ciomortan, foarte
aproape de situl “Dambul Cetati”,
unde s-au  descoperit  asezari
encolitice, sit care se afla la circa
8 km nord-est de municipiul
Miercurea-Ciuc.

De tabira au beneficiat 36 de
elevi, impirtiti in 3 grupe, si 12
voluntari, care au participat la
urmatoarele activitati:

1. Ateliere de lucru:

* Atelierul  ,Epoca pietrei = si
cuprului”

* Atelierul ,,Sapaturi arheologice”

* Atelierul | Vase si  obiecte
ceramice”

2. Experimente:

* Pregatirea vetrei si a gropii
cuptor pentru arderea obiectelor si
vaselor din lut

* Arderea vaselor si obiectelor
ceramice pe vatrd si in groapa
cuptor

* Pregitirea hranei (macinarea
graului cu ragnite primitive)

* Razboiul de tesut al
cucutenienilor

* Confectionarea uneltelor din
piatra si os (cioplire, slefuire,
ascutire)

3. Alte activitati:

* Vizitarea sitului Dambul Cetatii

* Concursul ,,Micul Olar”

* Observarea sapaturilor arheo-
logice de la Dambul Cetatii

* Completarea Caietului ,,Micul
Arheolog” / | Tanirul Arheolog”

« Inviorare in epoca pietrei

* Instruire privind normele de
siguranta

* Prezentarea cercetarilor arheo-
logice ale Muzeului National al
Carpatilor Rasariteni (Dr. Valerii
Kavruk)

* Cunoasterea naturii — protectia
mediului

* Jocuri distractive (Cucutenianul
din umbra; Balaurul, Printul si
Printesa etc. )

* Petrecere de sfarsit de tabara
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Rezultatele testelor de evaluare
a cunostintelor aplicate elevilor la
inceputul si la finalul taberei arata
ca elevil si-au Insusit numeroase
noi cunostinte legate de perioada

encolitica,  precum:  informatii
privind culorile si motivele folosite
in pictura cucuteniand, cultul zeitei-
mamd, tipul de piatra folosit des
la confectionarea uneltelor (silex),
ocupatiile cucutenienilor, creatiile
lor si uneltele folosite de arheologi
in sapaturile arheologice.

Tabara a avut un impact pozitiv
asupra elevilor participanti, care
si-au exprimat opiniile in fisele de
evaluare al gradului de satisfactie.
Toti elevii au considerat cd tabira
de arheologie experimentald este
o idee buni de a petrece timpul
liber si de a invita lucruri legate de
istorie. De asemenea, toti elevii au
considerat ci informatiile pe care
le-au primit in tabdrd i-au ajutat si
inteleaga mai bine viata oamenilor
din trecut.

Dintre lucrurile care i-au ajutat si
invete mai usor informatiile despre
cultura Cucuteni-Ariusd si munca
arheologilor, cele mai apreciate de
elevi au fost observarea sapaturii
arheologice de la Dambul Cetitii si
prezentarile de pe santier (91,4%),
apoi experimentele (82,8%), Caietul
de lucru ,,Micul/Tanarul arheolog”
(74,2%) s1 pliantele (60%). Cele mai
apreciate activitati au fost Atelierul

woapaturt Arheologice”, Atelierul

»Vase si  obiecte ceramice”,
Experimentul ,,Razboiul de tesut
al cucutenienilor”, Experimentul
,Pregatirea  hranei  (mdcinarea
graului cu rasnite primitive)”,
inviorarea in epoca pietrei §i jocul
,»Vanitor/ Agricultor”.

lata cateva raspunsuri ale elevilor
la intrebarea ,,Ce am invitat in
tabari?”:

,»Am invitat despre cucutenienti,
niste oameni foarte inventivi si
inteligenti  pentru acea vreme,
despre activitagile lor, despre
arheologie, care se pare ci e mai
grea decat se vede ...”, , Mai multe
despre civilizatia Cucuteni-Ariusd-
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sa tragem cu arcul (chiar astazi), sa
dam cu harletul (eu chiar nu stiam),
nu stiu a fost altfel, ca si cum dupa
o saptimana m-am deconectat de
laptop, de televizor, de tot ce tine
de oras si a fost cu totul altfel, o
alta senzatie!”, ,Si ne respectam
[...]”, “In tabara am invitat multe
lucruri despre civilizatia Cucuteni-
Ariusd; sia modelez lut; cum arata
un santier arheologic; cum se face
lutul; cum se cernea graul, etc.
Foarte multe lucruri care sper si
ma ajute pe viitor”, * si apreciez
mal mult munca unui arheolog”,
,»O grimada; Ex: daca inigial in
“testare initiala” abia am reusit sa

dau raspunsuri, ba chiar o dideam
la nimereala, la “Testarea finala”
am completat cu usurintd si in
totalitate. Deci multe. PUNCT”,
»Am invitat sa lucrez in echipa si
sa ma bazez pe colegi”.

Echipacareastatlabaza elaboririi
s1 organizdrii taberei de arheologie
experimentald de la Pauleni Ciuc
— Ciomortan, Jud. Harghita, a fost
formatd din: Dan Buzea (MNCR)-
Coordonator de proiect, Alexandra
Cirlinescu (ACSCR), Andrea Dedk
(MNCR), Bjoern Briweg (student,
Germania), Filip Eugenia (MNCR),
Adela  Mates (MNCR), Horisia
Barzoiu (MNCR).
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