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Conservare gir taurarea caselor muzeu:
Muzesiit_ ck, Muzeul Zambaccian,
uzeul Vasile Grigore ‘
Mihaela-Lucia ION*, Iulia Cornelia ANANIA**

*Universitatea Valahia Tar%)vistg,
Asociatia Atelierul de Creatie

*Muzeul National al Satului’,, Dimitrie Gusti”, APP

Abstract: Muzeul este o institufie de cercetare, valorificare, con-

servare, restaurare, §i promovare a patrimonnelui de culturd. Activi-
tatea unui muzew se imparte fn doud mari categorii. Prima dintre ele
fiind pdstrarea si valorificarea stiintificd a patrimoniului care se cere
neincetat imbogitit prin achizifii $1 donatii, iar cea de-a doua este
transmiterea cérﬁ st coerentd catre public a valorilor culturale atit
prin contactul dirvect al vizitatorilor cu obiectele expuse, cit si prin
mifloace indirecte: publicatii, conferinte, filme.

Aceste doud aclivitdfi se impletesc armonios, iar conservarea mefo-
dicd gi riguros stitnfifica a patrimoniului construit trebuie respectati,
intrucit neglijarea acesteta din urmd pune in pericol realizarea celor-
lalte obiective ale muzeului: cercetarea complexd si valorificarea eficace
$i constantd citre public'. Aspectele pe care le analizim in cadrul aces-
tui articol sunt cele ale unor spafit muzee ce nu mai acceptd alte opere
de arti¥ in patrimoniul lor, find complete prin modul in care au fost
gandite de colecfionarul prim:Vasile Grigore, Frederic Storck si Cecilia
%utescu Storck, Krikor Zambaccian Toate aceste trei muzee: Muzeul
Vasile Grigore, Muzeul Frederic si Cecilia Storck, Muzeul Zambac-
cian piastreazd colectii gindite de colectionarul- donator, ce trebuie si
se adgpteze constant la toate schimbéirile muzeografice st de conserva-
‘re contemporane. Aceste muzee- case de colectionar se ghideazd dupit
normele de muzeificare, conservare si expunere propuse inifial, de ace-
ea conservarea-restaurarea lor se realizeazd dupd norme diferite decit
cele ale unui muzeu menit a fi schimbat dupd noi precepte curatoriale,
muzeistice. De asemenea, tn cadrul acestor muzee se pune problema
cat de mult ave dreptul un conservator, un restaurator sd intervind
pentru a pastra patrimoniul s1 ambientul acestor muzee intact. Clidi-
rea in sine pdstreazd urmele colectionarului si orice intervenfie asupra
acestein, perturbd imagina unei case memoriale- case de patrinioniu
muzeal ce s-a (trans)format o datd cu trecerea timpului. ' .

Cuvinte cheie: muzeu, conservator, muzeograf, tolectie, dona-
tor, Vasile Grigore, Krikor Zambaccian, Cecilia Cufescu Storek.

Arta contemporand, cea actuald propune o mutatie sau dis-
parifie a materialelor si suporturilor traditionale, odati cu dez-
voltarea si impunerea unor stakeholderi (curatori, manageri
culturali, dealeri de artd, muzeografi), iar muzeele trebuie s
finid pasul cu aceste modificari. Muzeul si-a schimbat in timp
statutul, muzeificarea s-a reformat, transformat, muzeograful
a cedat curatorului activitatea de organizator de expozitie.
Cum afirma si prof. dr. Ioan Opris: ,avem nevoie de muzee noi,

addpostite in constructii speciale destinate colectiilor st serviciilor

muzeale, cu dotdri gi echipamente moderne, cu expuneri moderniza-
te, cu profesionisti animati de idealuri noi”?,

Dacd un muzeu obisnuit isi poate schimba aspectul imediat
prin intermediul noilor achizifii, a noilor concepte muzeografice
gi curatoriale, peritru mugzeele- case de colectionar aceasti trans-
formare este dificild uneori, imposibild. Creatorul conceptului de
muzeu-casd de colectie a fost constrans de geniul de moment si de
specularea estetics 54 prezente anumite concepte muzeale®. Un ast-
fel de muzeu-casi de colectionar este un izvor continuuu de experi-
ente; la fiecare verificare, reinterpretare a acesteia descoperindu-se
noi aspecte si posibile rezolvari pentru conservarea, restaurarea ei'.

Activitatea curatorului de & asigura integritatea lucrarilor, de
a analiza gi de a prezenta patrimoniul cultural definit intr-un mu-
zeu-colectie este de cele mai multe ori inlocuitd de conservatorii si
restauratorii care trebuie sd respecte cerintele creatorului muzeu-
lui. Aceste case de colectionar pastreaza aspecte ale unei trecut pal-
pabil si transpun automat fiecare privitor intr-un alt imp muzeal
si istoric. In momentul in care privitorul pitrunde intr-un spatiu
definit clar pentru consumutui de culturé (a trecutului), acesta are
congtiinfa faptului cé se afld intr-un loc special amenajat, in care

' Vasile Dragut, Muzeul - Institufie de cercetare, valorificare, si conservare
a patrimoniului de culturd, in “Revista Muzeelor”, 1969, nr. 5, p. 390.

? loan Opris, Colectionism. Muzeologizare. Patrimonializare, Ed.
Oscar Print, Bucuregti, 2013, p. 53,

* Gérald Denizeau, Panorama de I” ART contemporain, Les Editions.
Larousse, Paris, 2011, p. 8.

' Umberto Eco, Opera deshisd. Formd si indeterminare in poeticile
contemporane, Ed. Paralela 45, Pitesti, 2002, p. 76.

C%nservation and restoratign of museum
ouses: Storck Museum, Zambaccian
Museum, Vasile Grigore Museum
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; Asociatia Atelierul de Creatie,
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- Abstract: The museuni is an institution of research, valorization,

- conservation, restoration and{'&mmﬁon of the cultural heritage. The

activity oéa museum 1s classified in two Im',;ze categories, first of them
being to keep and scientifically valovize the heritage that requires per-
manent enrichment through acquisitions and donations, and the sec-
ond being to clearly and coherently transmit to the public the cultural

‘values, both by direct contact of the viewers with the exhibited objects,

and by indirect means: publications, conferences, movies.
se two activities is gracefully combined, and the methodic
and strictly scientific conservation of the built heritage must be re-
spected, as its disregard risks the other objectives of the museum:
the complex reserzrd% and the efficient and constant valorization to-
wards the public'. The aspects that are analyzed in this paper arc
the ones of museum spaces that will not accept other work of arls in
their inventory, being complete the way they were designed by their
first collector: Vasile Grigore, Frederic Storck and Cecilia Cutescu
Storck, Krikor Zambaccian. All these three museums: Vasile Gri-
ore Museum, Frederic and Cecilin Storck Museunm, Zambaccian
useunt keep collections created by the donor-colleclor that hus to
permanently adapt to all the current muscographic and conservation
changes, This collector-house museums are lead by the museology,
conservation and exhibition regulations initially proposed, Hwnfﬁn’
their conservation-restoration ts made following rules that are dif-
Jferent from the ones for a nusewm meant to be changed according to
new curatorial and museological precepts. Also, in these museums,
the conservator or restorer is not at large to intervene in order to keep
intact their patrimony and their environment. The building itself
keeps the touch of the collector and any intervention on 1t perlurbs
the image of a memorial house - a museum patrimony house Hul was

" (trans)formed in time.

- Key words: museum, conservator, rmuseographer, collection,
donor, Vasile Grigore, Krikor Zambaccian, Cecilia Cutescu Storck

The contemporary art, the current one, proposes a mufation
or a disappearing of the traditional materiais and carriers, at the
same time with the development and imposition of stakehold-
ers (curators, cultural managers, art dealers, museographers),
and the museums have to keep up with these changes. The mu-
seum changed its statute in time, the museology reformed and
transformed itself, the museographer left the exhibition org-
nization to the curator. As prof. dr. loan Opris says: “we nead
new museums, sheltered in special buildings destined to museum col-
lections and services, with modern endowments and equipment, with
modern exhibitions, with professionals inspired bY netw z'ai*ufs”?

If a ordinary museum that can immediately change its aspect
through new acquisitions, new museographic and curatorial con-
cepts, for the collector-house museums this transformation is dif-
ficult, sometimes impossible. The creator of the collection-house
museum was bound by the momentarily genius and the aes-
thetical speculation to present certain museum concepls’. Such a
collector-house museum is a continuous experience spring, as at
each verification, reinterpretation of it one can discover new as-
pects and possible solutions for its conservation and restoration’.

The activity of the curator to ensure the integrity of the works,
to analyze and present the cultural heritage defineg in a collection
museum is most of the times replaced by the conservators and re-
storers that has to abide by the museum creator’s wishes. These
collector houses harbor aspects of a tangible past and automatically
carry each viewer in anotﬁecr museum and history time. The mo-
ment the viewer enters a space that was clearly defined for culture
(of the past) consumption, they realize they are in a specially set
up place, in which the works are exhibits arranged by a collector

! Vasile Dragut, Muzeul - Institutie de cercetare, valorificare, si conservre
a patrimoniului de culturd, in “Revista Muzeelor”, 1969, no. 5, p. 390.

* Toan Opris, Colectionism. Muzeologizare. Patrimonializare, Ed. Oscar
Print, Bucuresti, 2013, p. 53. )

* Gérald Denizeau, Panorama de I” ART contemporain, Les Editions
Larousse, Paris, 2011, p. 8.

* Umberto Eco, Opera deshisd. Formid si indeferminare in pocticile
contequporane, Ed. Paralela 45, Pitesti, 2002, p. 76.
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Jucrarile prezentate sunt exponate aranjate de un colectionar si
trebuie vazute ca un spatiu expozitional complet. Mu colectie
. Frederick Storck i Cecilia Cutescu Storck”, din Bucuresti de pe
strada Vasile Alecsandri, nr. 16, contine 421 de lucrdri divizate in
nous colectii de sculpturd, picturd, grafica, artd decorativa, cerami-
¢4 si lucrarile originale realizate de membri familiei Storck®. Mu-
zeul-colectie Krikor H. Zambaccian detine 310 de lucréri plastice:
165 picturi realizate de autori romani, 40 de sculpturi concepute de
creatori roméni, 71 de desene roménesti, 9 0 de picturd univer-

salé 5115 piese de mobilier®. Muzeul Vasile Grigore contine lpeste 60 .

de picturi realizate de artigti romani, 29 de sculpturi ale sculptorilor
romani: Milita Pétragcu, Corneliu Medrea, Ion Irimescu, Viadimir
Oredescu, Constantin Popovici, Gheorghe Tliescu- Calinesti, Mihai
Buculei si Nicolae Popa, peste 80 de lucriri de graficd, 32 de icoane
pe lemn si pe sticld, obiecte de cult si obiecte decorative de artd ro-
maneascé, stampe japoneze, obiecte de arté decorativa europeand,
orientali si extrem- orientald.” SR

Familia Storck, Krikor H. Zambaccian si Vasile Grigore au
fost mediatori intre operele de arta si public, au creal un con-
cept curatorial capabil sd interacfioneze cu rivitorul, capabil
54 se sustind in timp i spatiu. Acest model de muzeu- co ectie
nu este unul general valabil, fiecare proprietar si-a construit
colectia din dorinta de a colectia arta si de a educa publicul
emancipat, artistii (cazul Zambaccian si Vasile Grigore), de co-
lectiona si simti permanent rezenta artei si de a crea un spatiu
destinat expunerii ei - cazu familiei Storck. !

Vasile Grigore, in prefata catalogului muzeului s&u preciza
,, Visam cu ochit deschigi, in dorinfa de a-mi cumpiira si eu Artl.
Prima achizitie am fiicut-o intr-o zi de Pagte, la Siliste, unde cu banii
din bursd ant cumpirat o icoand pe sticld r rezentdndu- zpc Sfantul
Gheorghe. Incepusem s colectionez Art&.?.)‘*” Krikor Zambacci-
an, numit de Oscar Han ,Kolectian"?, afirma: ,Am daruit popo-
rului colectia mea de artd, deoarece st talentele pe care le-am intrunit
sunt ale poporului, ele fac mandria lui, astfel as fi tradat si poporul
si pe artistii cirora le-am cules rodu. Pe pragul unei lumi noi, aduc
acestui popor, izvor nesecat de energii si elanuri, in miflocul cirora
am Vilzut lumina zilei, omagiul meu recunosciitor pentru ideile gene-
roase pe care mi le-a inspirat.” " Vedem cum aceste doud muzee,
cat si muzeul Storck péstreaza aerul unui trecut muzeografic,
sunt cladiri-muzee, ce mentin un spatiu destinat artei. ;

Diferili actori ai mediatiei- negustori, critici, conservatori
si colectionari- au indeplinit totdeauna un rol precis in cadrul
sistemului de producere si difuzare a artei. Negustorii vin-
deau, criticii criticau, conservatorii conservau, colectionarii
colectionau. Prin aceste trei muzee vedem intrepétrunderea
rolurilor, Vasile Grigore, Krikor Zambaccian gi familia Storck
au fost colectionari fini de artd, istorici de artd, muzeo afi i
organizatori de expozitii, cat si conservatori "'.Muzeul Stor-
ck a fost realizat in doud etape, prima de cétre arhitectii Jean
Storck in 1909 si a doua de citre Alexandre Clavel in 1912,
si de fiecare data sculptorul Frederic Storck si pictori Ce-
cilia Cutescu Storck s-au implicat activ in constructia c adirii.
Urmitoarea etapd pentru definirea spatiului a fost cea a de-
cordrii interiorului si exteriorului de cétre artistii-proprietari,
astfel Frederic Storck a realizat ancadramentele din piatra de
la intrare, coloanele cu motivele fitomorfe si zoomoerfe, baso-
relieful cu tema pomului viep‘i. De asemenea, Frederic Stork
s-a inspirat in sculpturile caser de la lucrérile de arhitcturd deja
existente, astfel a realizat un capitel dupd modelul unuia aflat
la Basilica San Marco Venetia, a copiat ancadramentul de usa
de la biserica Coltei gi s-a inspirat din modelul de usa de la
Minastirea Cotmeana, pentru o usa din casa. De asemenea,
si-a realizat portretul intr-un medalion rotund aflat pe Feretele
ferasei de sud. Cecilia Cutescu Stork, in perioada 1913- 1915
s-a ocupat de decorarea spafiului cu picturile murale precum
cea pe plafon ,Pace si armonie”, personajele feminine de pe
pereti, cat si cu crezul ei artistic 54 muncefﬁ, sd muncesti 1 1ar
si muncesti”? pictat. Cecilia Storck si fiicele sale, 9proprietar&
le spatiului de pe strada Vasile Alecsandri, in 1

¢ Ibidem, p. 28.

7 Muzenl de artif Vasile Grigore, pictor si colectionar, ed. Eugenia Florescu,
Viorel Rau, Regia Autonoma “Monitorul Oficial”, 2004, p. 234-239.

5 Ibidem, p. 5 g

v Krikor H. Zambaccian, fusemundrile unui amator de artd, Ed. Liternet,
format PDF, :

W Ibidem

1l Jean-Jacques Gleizal, Arta i politicul, Esett despre mediafie, .Ed'. i

Meridiane, Bucuresti, 1999, p. 51

12 Casa Storck, Studiu istoric “Casa Frederic Stork si Cecilia Cutescu
Storck”, imobil din strada Vasile Alecsandri, nir, 16, sector 1,
Bucuresti, format PDF.

nate in 1951 to the Romanian state the museum s

51 doneazd ' following rooms: the large vestibule, the central hall, Cecilia's

5 Joan Opris, Donafii si donatori, Ed. Oscar Print, Bucuresti, 2005, p. 87.

and should be seen as a complete exhibition space. The collection
museum “Frederick Storck and Cecilia Cu Storck”, from Bu-
charest, 16 Vasile Alecsandri street, has 421 works divided in nine
collections of sculpture, dpajnting, graphic, decorative art, ceramics
and original works made by members of Storck family®. The col-
lection museum Krikor H. Zambaccian has 310 plastic art works:
165 lgamtmgs made by Romanian authors, 40 sculptures conceived
by Romanian creators, 71 Romanian drawings, universal paint-
ings and 15 furniture items®. Vasile Grigom‘i}ﬁxsseumcomains over
60 paitings made by Romanian artists, 29 sculptures of Romanian
artists: Mi g Patrascu, Corneliu Medrea, Ton Irimescu, Vladimir
Oredescu, Constantin Po%ovici, Ghecg#e Tliescu- Calinesti, Mi-
hai Buculei and Nicolae Popa, over aphic works, 32 icons
on wood and glass, religious items and decorative Romanian art
objects, Japanese stamps, decorative European, Oriental and Far-
Oriental art objects.” )

The Storck family, Krikor H. Zambaccian and Vasile Grigo-
re were mediators between the works of art and the public, cre-
ated a curatorial concept able to interact with the viewer, able
to support itself in time and sFace. This model of collection-
museum is not a generally valid one, each owner built their
collection based on the desire to collect art and to educate the
emancipated public, the artists (Zambaccian and Vasile Gri-
gore), to collect and permanently feel the presence of art and
fo create a space destined to its exhibition - the Storck family.

Vasile Grigore, in the preface of his museum catalogue,
mentioned: “I dreamt with the eyes opened, wishing to buy Art. I
made the first accuisition in one % the Easter days, at Siliste, where

from the scholarship money I bought an icon representing St. George. 1
P YL Doug epr ﬁ &

had started to collect Art.(...)*” Krikor Zambaccian, called by Oscar
Han “Kolectian”, claimed: “I have given my art collection to the
people because the talents I gathered are of the people, they are its pride,
otherwise I would have betrayed the people and the artists whose fruits
1 harvested. On the threshold of a new world, I bring to this people a
wellspring of energies and elevation, in the middle %iwhich I'saw the
light gfduy, m{lgrafe I homage for the generous ideas it inspired in
me.” 9 We see how these two museums and the Storck Museum
keep the atmosphere of a museographic past, are museum-
houses that preserve a space destined for art.

Various actors of mediation - merchants, critics, conser-
vators and collectors - always had a precise role within the
system of art production and dissemination. The merchants
sell, the critics criticized, the conservators conserved, the col-
lectors collected. Through these three museums we see the
overlap of roles, as Vasile Grigore, Krikor Zambaccian and the
Storck family were fine art collectors, art historians, museog-
raphers and exhibition organizers, as well as conservators. *
The Storck Museum was made in two stages, first by architects
Jean Storck in 1909 and second by Alexandre Clavel in 1912,
each time the sculptor Frederic Storck and the painter Ceci-
lia Cutescu Storck actively intervening in the construction of
the building. The next stage in order to define the space was
the interior and exterior decoration, thus Frederic Storck creat-
ing the stone frameworks at the entering, the columns with
phytomol;phic and zoomorphic motifs, the bas-relief with
the tree of life theme. Also, Frederic Stork was inspired in the
house sculptures by the already existent architectural works;
he made a capital similar to oneé at the St. Mark’s Basilica in
Venice, copied the doorframe from the Colfea church was in-
spired by the model from the door on Cotmeana Monastery
for a door inside the house. Also, he made his portrait in a
round medallion on the wall of the southern terrace. Cecilia
Cutescu Stork, during 1913-1915 decorated the space with mu-
ral paintings as the one on the ceiling, “Peace and harmony”,
the feminine characters on the walls and her painted artistic
belief: “work, work, and work again”®?, Cecilia Storck and her
daughters, owners of the space on Vasile Alecsandri Street, do-
ce, with the

s Joan Opris, Donatii si donatori, Ed. Oscar Print, Bucuresti, 2005, p. 57.
¢ Ibidem, p. 28.

7 Muzeul de artd Vasile Grigore, pictor si colectionar, ed. Eugenia Florescu,
Viorel Riu, Regia Autonoma “Monitorul Oficial”, 2004, p. 234-239.

S Ibidem, p. 5

9 Krikor H. Zambaccian, Insemnndrile wnui amator de artd, Ed. Liternet,
format PDF, =~ L

10 [hidem

U Jean-Jacques Gleizal, Arta si politicul, Eseu despre mediatie, Ed.
Meridiane, Bucuresti, 1999, p. 51

12 Casa Storck, History study “Casa Frederic Storck si Cecilia Cutescu
Storck”, building on 16 Vasile Alecsandri Street, sector 1, Bucharest,
PDF format.
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statutului romén spatiul muzeului cu urmatoarele incaperi:
vestibulul mare, holul central, atelierul de pictura al Ceciliei,
Ealeria, biroul de sculpturd mici si spatiile de créatie ale lui

rederic Storck. Pictorita, aldturi de sotul s&u au gandit mu-
zeul Storck ca un loc in care orice artist se putea inconjura de
idei artistice. Cecilia Cutescu- Storck a definit artistu drept
un erou cu capacitatea de se inspira din Univers, un égoist si o
fire inegald si eapricioass in viata de zi cu zi si o forti creatoare
capabild sa Egésbascﬁ ‘mijloacele necesare pentru’a prezenta
,expresia desdodrgitd de artd” . Artistul, asa cum este efinit de

Cecilia Cutescu Storck, este cel care se lasa impresionat de fru-

mosul din jurul sau, cat si de cel inventat de el. Artistul astfe]
Se inspird din toate expresiile de viatd, din eroism, sacrificiu, cruzi-

me, dragoste, le addnceste nuantele, ajunge la o sintezd st le dit Sfarme !

noi"*, De asemenea, artistul la care se refers Cecilia Cutescu-
Storck, artistul socialist cluastrat in reguli si norme, se putea
inspira din colectia ei si Zambaccian pentru a gdsi noi stiluri
de re-prezentare a subiectelor comuniste. Odatd cu aparifia co-
munismului, conceptul de ,artd pentru arta” a fost modificat
pentru cafiva ani cu cel de ,artd pentru ideolo%'ie”‘

Krikor Zambaccian doneazé colectia sa in 1947 statului ro-
man, cu menfionarea ca aceasta si nu fie strdmutats in alti
locatie (aspect nerespectat) si cladirea Muzeului Zambaccian
sd nu aiba o altd intrebuintare'®. Patrimoniul colectiei Zam-
baccian a fost mutat in august 1978 la Muzeul Colectiilor de
Artd, dar ulterior, in 1994, acesta a fost readus in spatiul inifi-

al de pe strada Muzeul K. Zambaccian, nr. 21 A in Bucuregti."

Conform decretului 111 din 1951 bunurile de interes muzeal
supuse confiscdrii sau confiscate deja, cele fara mostenitori sau
fard stapan, cele nefolosite in mod direct de citre institutiile
de stat se transmiteau automat muzeelor. Se puteau confisca
lucrérile chiar si inainte ludrii unei hotirari [1

mitive, caz in care intrau in custodia muzeului, dar nu puteau

fi inca expuse. De asemenea, conform aceluiasi decret, inven.

tarierea unei lucréri se realiza numai in temeiul unei hotirari
judecitoresti definitive. Pentru a clarifica notiunea de bunuri
fara stidpén, erau considerate cu acest statut obiectele parésite

timp de un an de proprietar, bunurile confiscate de militie, si

cele care nu au fost revendicate dupi ce comisiile muzeelor cu

avizul Comitetului de Stat pentru g

tificat si acordat sau nu
Donatia Muzeului Vasile Grigore este una speciald, reali-

zaté in 2003, facuta din dorinta artistului ca spaiul s intre in
subordinea Ministerului Culturii si Cultelor ca institutie pu- :

blicd cu personalitate juridic'.

Boris Groys aplicd teoria ,outside in the inside/afard in
interior”” pentru geﬁnirea muzeelor si a galeriilor de arta.
~Outside in the inside/Afard in interior” demonstreazi cum: o
opera de artd ‘are o duratd mai mare de supravietuire i isi
pastreazd forma inifiald intr-un spatiu de consum, de cultu-
ré- muzeu, galerie de artd, decat daca ar fi expusd intr-o lo-
cafie neamenajatd. Un obiect pare ,mai real” intr-un muzeu

decat daca acesta s-ar afla in cotidian sau in atelierul unui’
artist. Perimetrul conventional propus de un muzeu face ca,

materialul suport al operei de arta si fie intangibil, si astfel
lucrarea rémane intr-un spatiu inaccesibil atingcrii privitoru-
lui. Lucrdrile de artd din cadrul muzeelor Zambaccian, Storck,
Vasile Grigore isi au un spatiul al lor propriu, tréiesc cel mai
bine conform normelor muzeografice propuse de colectionarii
irﬁ!:iah, iar /
teriorul cladirilor, prin stucaturile si ecorafiunile propuse, cit
sl interiorul acestora, de la lucrérile de artd, covoare, tapete si
pand la picturile murale trebuie a fi intacte. Conservatorul si
restauratorul au datoria de a pastra un concept muzeografic
care nu le aparfine si de a interveni in asemenea maniers incat
sd nu perturbe atmosfera initiald. Muzeul Storck a intrat de
mai multe ori in conservare si restaurare: 1970 addugarea unui

corp secundar si garaj, in anul 1970 se inlocuieste tavanul, in
1968 se adaugﬁ:grﬂaje]e la ferestre pentru paza muzeului, se'
a diverse case demolate (1980). Muzeul .

Eun felinare noi de !
ambaccian a fost inchis publicului in 2008, pentru realizarea
lucrérilor de restaurare, conservare si renovare a cladirii, pre-
cum si pentru reamenajarea exponatelor'®, Muzeul Vasi.leEri'—'
gore, fondat in 2004, nu a intrat incd in restaurare. ;

"' Cecilia Cutescu Storck, Fresca unei vieti, Ed. Bucovina LE. Toroufu,
Bucuresti, 1943, p. 435.

Y Ibidem, p. 435.

" loan: Opris, Donatii si donatori, p. 28.

' Ihidemn, p. 68: : _
'” Boris Groys, Art Power, The MIT PRESS, Cambridge, 2008, p. 37.
“http:/ / www.mnar.arts.ro/ Muzeul-KH-Zambaccian, accesat la data
de 1 octombrie 2015. gt

ecatoresti defi-

ulturd si Artd le-au auten- -
reful cerut de proprietarul de drept, ' '

trarea lor in aceste sp?jgli este necesard. Atat ex--

_ E‘! 980). Zambaccian

_. se4

painting workshop, the gallery, the small sculpture bureau
and Frederic Storck’s creation spaces. The painter, together
with her husband, imagined the Storck Museum as 4 place
in-which any artist could surround themselves with artistic
ideas. Cecilia Ctﬁtescu— Storck defined the artist as a hero with
the capacity to draw inspiration from the Universe, an ego-
ist and an uneven and moody temper in the day-to-day life,
with a creation force able to find the means needed to present
" the faultless expression of art”'. The artist, as defined by Cecilia
Cutescu Storck, is the one wha let themselves impressed by
the beauty around them, as well as by the one invented by
them. Thus, the artist “draws mspiration from all the life expres-
stons, from heroism, sacrifice, cruelty, love, le deepens their nuances,
reaches a synthesis and gives them new forms"". Also, the artist to
which Cecilia Cutescu-Storck refers, the socialist artist isolated
by rules and regulations, could have drawn inspiration from
her collection and the Zambaccian one to find new styles of
re-presentation of communist subjects. Once the communism
appeared, the concept of “art for art” was modified, for several
vears, with the one of “art for ideology”.

Krikor Zambaccian donates his cc%]‘ection in 1947 to the Ro-
manian state, with the mention that this should not be moved
to another location (wish that was not respected) and the build-
ing of the Zambaccian Museum should not have another use”.
The pal-rimoréz of the Zambaccian collection was moved in Au-
gust 1978 to the Museum of Art Collections, but later, in 1994,
1t was partially brought back in the initial space on 21 Muzeul
K. Zambaccian Street, in Bucharest. According to the decree 111
in 1951, the goods of museum interest subject to confiscation or
those that were already confiscated, the ones without heirs or
owners, the ones not directly used by the state institutions were
automatically ‘transmitted to museums. The works could be
confiscated even before a definitive court order, in which case
they ‘entered in the museum custody, but could not be yet ex-
hibited. In order to clarify the notion of goods without owners,
the objects left for a year by their owner, the goods confiscated
by the Militia and the ones that were not claimed after the mu-
seum commissions, with the advice of the State Committee for
Culture and Art, authenticated them and paid or not the price

requested by the rightful owner were considered as such.

- The donation of Vasile Grigore Museum is a special one,
made in 2003, due to the artist's wish that the space will be
administered by the Ministry of Culture and Religious Affairs
as a public institution and legal entity'®.

Boris Groys applies the theory “outside in the inside”"" to de-
fine the museums and the art galleries. " Outside in the inside”
demonstrates how a work of art has a longer life and maintains
its initial form in a consumption space, of museum-culture, of
art gallery, than if it was in the daily spaces or in an artist’s
workshop. The conventional perimeter proposed by a muse-
um makes the material that carries the work of art to be intan-
gible, and so the work remains in a space that is inaccessible
to the viewer's touch. The works of art within the Zambaccian,
Storck, Vasile Grigore museums have their own space, live best
according to the museography rules proposed by the initial
collectors, and their preservation in these spaces in necessary.
Both the outside of the buildings, through the proposed stut-
cos and decorations, and their interiors, from the works of art,
the carpet, the wallpapers, the mural painting should be intact.
The conservator and the restorer have the uty to preserve a
museography concept that does not belong to them and they
should intervene in such a manner that will not disturb the
original atmosphere. The Storck Museum underwent several
conservation and restoration procedures: in 1970 a secondary
aisle was added and a garage, in 1970 the ceiling is replaced, in
1968 the grates at the windows are added, for museum protec-
tion, new Iamps are posted from various demolished houses
useum was closed for the public in 2008,
or the restoration, conservation and renovation of the build.
ing, as well as for the re-arranging of the exhibits'®. Vasile Gri-
gore Museum, founded in 2004, was not yet restored.

The contemporary art is the shock that leaves intact no ar-
tistic_inheritance’, and neither these collection-museums are

'* Cecilia Cutescu Storck, Fresca wunei vieft, EA. Bucovina LE, Toroutiu,
Bucuresti, 1943, p. 435,

" Lbidem,.p. 435.

2 o Opris, Donatii si donatori, p. 28,

' [bidewm, p. 68.

7 Boris Groys, Art Power, The MIT PRESS, Cambrid ge, 2008, p. 37.

" http:/ / www.mnar.arts.ro/ Muzeul-KH-Zambaccian, on the 19 of
October, 2015.

1 Theodor W. Adorno, Teoria estetici, Ed. Paralela 45, Pitesti, 2006,
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Arta contemporand este socul care nu lasd nicio mogtenire artis-

ticd intactd", si nici aceste muzee-colectii nu sunt protejate, isi pierd

din vizitatori, promovarea lor este defectuoasa, de ¢

mai multe

inexistenta (cu exceptia canalelor interne). Ceea ce colectionarii au
gandit pentru a fi spatii de consum de cultura cu concepte curato-
riale bine definite, coerente si inchegate, acum ezitd sa patruncld

virulent in contemporaneitate,

ntru a fi acele muzee-superstars™

care rezistd in timp si spatiu prin istoria pe care o au, prin forta ca-

podoperelor definute sau prin locafiile centrale. Aceste muzee pas-
treazi si prezintd fiecarui privitor care le trece pragul o artd autenti-

¢4 a trecutului constransd din diferite motive sa se ascunda. Aceste
muzee colectii si lucrarile lor inca agteapta sa fie redescoperite i
sd isi gdseasca un nou public capabil sé le acorde importanta pe
care o merita. Cladirile in sine pastreazi urmele trecerii impului,
stucaturile dispar sau se degradeaz, peretii se crapd, acoperisurile

se lasd, iar o interventie urgenta asupra lor este imperativ necesard,
cladirile fiind locuri péstratoare de arta.

Schimbarea s-a realizat in cadrul muzeografiei roménesti,

daci in anul 1950 erau 121 de muzee si un trafic de vizitatori
1.670.000 anual, in 1960 - 212 de muzee cu 6.416.000 vizitatori
anual, in 1970 - 293 de muzee cu 8.773.000 de vizitatori anual,
in 1980 - 429 de muzee 5i 16.190.000 vizitatori anual, in 1988 - 465
de muzee cu 18.580.000 vizitatori anual 5iin 1989- 463 de muzee
cu 18.217.000 de vizitatori anual®, o data cu anul 1990 observam
o sciadere a numarului de vizitatori in cadrul muzeelor gi o dimi-
nuare a numdarului de spatii de consum de culturd®, un restart
in art4 fiind astfel necesar. Un restart de aliniere a artei la cerin-
tele occidentale si la unele piete de arta internationald. Pentru a
redeveni institutii de consum de culturd, muzeele trebuie si se
adapteze la noile cerinte muzeografice, la trendul pietei de artd
si, cel mai important, la cerintele publicului.

Muzeul trebuie si isi formeze propriul public, s isi creeze ac-

tivitati noi de interes pentru public; sé constientizeze ca el existd
pentru public si este al publicului®. Ca o concluzie a articolului,
muzeele- case de proprietar au rezistat in perioada comunistd, clar
acum riscé sé piardd atentia publicului din lipsa unei strategii de
marketing, de promovare bine definite. Muzeul Zambaccian nu
are un site propriu, fiind 0 micé parte a site-ului mnar.ro, Muzeul
Storck este asociat site-lui Muzeului Bucuresti, iar Muzeul Vasile
Grigore este singurul care detine o pagin de web personald.
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™ Notiunea de “mizen superstar” este folositd de Bruno Frey, referindu-
se la muzeele care prin stategii de marketing, de promovare, oferd o
valoare artistici si una culturald unui spatiu de consum de cultura
recuoscute drept exceptionale. Un astfel de muzeu superstar este unul
obligatoriu trecut pe lista ,neapérat de vizitat” (a ,must see”) pentru
publicul emancipat sau nu. Muzeul superstar define o activitate
comerciald proprie capabild s provoace profit si are un impact major
in cadrul economiei locale. Bruno Frey, Superstar Museums: An Econonic
Analysis, in “Journal of Cultural Economics”, nr. 2-3, 1998, p. 113- 125.
 Joan Opris, Isforia mzeelor, Ed. Museion, Bucuresti, 1994, p.146,
apud Anuarul Statistic al Roméniei, 1990, p. 206. B

% hitp:/ / www.insse.ro, accesat la data de 10 august 2015. -

 Victor Simion, De ce scade numdrul vizitatorilor din muzee?, in’

“Revista Muzeelor”, nr, 2-3, 2003, p. 56-57.
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protected, they lose visitors, and their promotion is faulted,
most of the time inexistent (except internal channels). What
the collectors imagined as cultural consumption spaces, with
well-defined, coherent and connected curatorial concepts, now
hesitate to vimlentzlg’ enter the contemporaneity, to be that
superstar-museumns® that holds, in time and space, through
their history, through the force of the works of art they have or
through their central locations. These museums preserve and
present to each viewer that enters their doors an authentic art of

. the past, forced, from various reasons, to hide. These collection

museums and their works still wait to be rediscovered and find
a new public, able to give them the importance they deserve.
The buildings themselves retain the marks of the time passin
by, as the stuccos disappear or are deteriorated, the walfs cracE
and the roofs are growing tired; an emergency intervention on
them is required, as those buildings are keepers of art.

The change was made within t§1

e Romanian museoFa hy; if
.in'the year 1950 there were 121 museums and a traffic o; 1,6?0,{]00

visitors annually, in 1960 - 212 museums had 6,416,000 visitor an-
nuailgré in 1970 = 293 museums with 8,773,000 visitors annually,
in 1980 - 429 museums with 16,190,000 visitors annually, in 1

- 465 museums with 18,580,000 visitors annually and in 1989 -
463 museums with 18,217,000 visitors annually?, starting with
the year 1990 one can see a decrease in the number of museum
visitors'and a decrease of the culture consumptiort spaces®, a re-
start in art being thus necessary. A restart that will realign the art
to the Western requirements and some international art markets.
To become agair, culture consumption institutions, the museums
have to adapt to the new museography requests, to the art market
trend and, most important, to the public needs. ,

The museum has to form its own public, to create new activ-
ities of interest to the public; to realize that it exists for the public
and belongs to the public®. As a conclusion, the owner-houses
museums resisted in the communist period, but now they risk
losing the public attention due to the lgck of marketing strategy,
of well-detined promotion. Zambaccian Museum does not have
its own site, being a little part of the site mnar.ro, Storck Muse-
um is associated to the site of the Bucharest Museum, and Vasile
Grigore Museum is the only one that has a personal web page.
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an artistic and a cultural value to a consumption space, renowned as
exceptional ones. Such a superstar museum is a “must see” for the
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